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The DNA of EQ

As one of the “fielders of mail” for EQ magazine, | often get to read very interesting ques-
tions or comments about gear or techniques. Recently, I received a different sort of
letter that really made me think. It came from a gentleman who is in a regionally suc-
cessful band that performs live and has a CD out. He didn’t mention the name of the
band, or how many copies of the CD had been sold. He was wondering why — in all
his years of reading EQ— he has never once seen an article speaking about the financial
success an individual has achieved in a year. He felt that those looking at the full-time,
professional recording industry from the outside don’t ever hear about the money, and
he wondered if anyone is actually making any money. While I certainly couldn’t an-
swer for an entire industry, [ think it’s fair to say that, yes, there are many folks out there
earning money as producers and engineers. I'm sure the annual “take” varies with fac-
tors such as location, reputation, and clientele, but we do earn a living at it.

This letter-writer raised many valid questions: “What is the industry paying and
who is succeeding? What did they do to get their career to a professional level, and
how long did it take? How many jobs do they do per year? Are they charging by the
hour or flat rate?” He recognized the fact that — as in any profession — the cream
rises to the top, and surely someone like Bruce Swedien or Bob Clearmountain earns
more than the average engineer.

The letter-writer said he’d like to see an article showing the lows, the highs, and
the averages. It's a touchy subject that many people don’t like to discuss. The “low”
is easy. Just ask your average intern: $0.00 and maybe a slice of rum cake around the
holidays. As for the highs and the in-betweens, we welcome your comments, and
promise that no names shall be mentioned.

In spite of the fact that his musical endeavors are successful, this person still works
his non-music-related day gig. He summed up his point in one comment that certainly
made a light bulb go off in my head: “Why would | leave my $50,000-per-year job and gam-
ble on a full-time recording gig when I have never met or read about anyone making more
than myself?” It's a very good question, but the answer is simple: because you have to.

While I totally respect this person’s perspective, [ feel he’s missing the point. A point
with which [ wrestle every ##@@%A$ day of my life, with every overnighter, with every
romantic-relationship-gone-wrong, and with every missed family birthday (Dad’s 70th
and Nephew'’s 1st this past year). I'm willing to bet I'm not alone. I'm willing to bet that
a lot of us have the same annoying voice floating out of the Large Hall program from a
Lexicon PCM90. You know the one. It says, “Maybe you should get a normal day gig. You
have experience doing (whatever), you could get a full-time gig. Then you could be home
more often and maintain a normal life. You’d have food in the ‘fridge. You could actu-
ally sleep seven hours a night for weeks and be home on weekends.” Sometimes the voice
says things like, “You could make plans in March to take your girlfriend (or boyfriend)
on a summer vacation. You could repossess your own cat from your parent’s house. You
could get a gig with paid vacation, paid medical, and maybe even paid sick days.”

In six months, I'd be in serious trouble — possibly locked in a white, padded iso
booth. Can’t do it. You see, I've got that Godforsaken gene that makes me abnormal —
the same one which makes you buy a $2000 microphone instead of putting your cash
into a better car. | suppose it's easy to say this now because, financially speaking, I strug-
gle less these days, but this gene designates that I'd rather have an OK-paying gig mak-
ing music than a great-paying gig doing something else. And let’s be realistic: I'm not
star-struck here. I haven’t done any records with Bruce Springsteen lately (though I'd
love to get the call). I mostly do meat-and-potatoes Rock-'n’-Roll. But it’s just like one
of my buds who made a lot of serious cash working on the NY Stock Exchange and who
gave it up to go on the road as a guitar tech. Why? He has the gene.

It is my belief that the gentleman who wrote this letter doesn’t have the gene.
That’s why he'll keep the day gig — which is totally cool and you must respect this,
especially if there's a spouse and children involved. I am not at all putting down peo-
ple who have a day gig and do music in the off-hours. But he might find that if he did-
n't spend 40 hours per week doing his day gig, he’d have more time to earn money
making music. When you have the gene, there’s no other choice. Yeah it’s scary. How
will you pay that mortgage or health insurance bill? By taking what you can, when
you can. Work all night and sleep six hours for the entire week. The conditions suck,
but, somehow, when you hear the results of your efforts, you get that warm, fuzzy feel-
ing all over. And the bills get paid — if you have the gene.

—Steve “Woody" La Cerra
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EQ SELLS OUT

Let me start out by saying that I bene-
fit from your magazine tremendously.
All the product reviews and updates are
very helpful. The interviews with engi-
neers and producers about their tech-
niques are very insightful and some-
times useful. Also, articles such as Al
Kooper's “Defining of Terms” are price-
less reading material for those who need
some eye opening. But why a cover sto-
ry on David Lynch [February '99]?

I know it would be hard for any
magazine to turn down a cover story
with David Lynch on it for sheer sales
value, but after reading the article, I was
seriously disappointed in the content.
Though he may be very talented as a di-
rector, and I do enjoy his work, the fact
that he bought himself a fancy project
studio shouldn’t entitle him to a multi-
ple page layout in a respected magazine
of your sort. EQ is read by people look-
ing for serious information/tips on
recording and recording products. I
found that what he had to say was com-
pletely absurd and, to be frank, boring.
I don’t see how anyone could have ben-
efited from the article at all. Yeah, [ also
could plug in a ton of effects and
scratch a couple of strings on a guitar
while blowing spitballs at tuned glass-
es of water. Does that make me a musi-
cian? I don't think so.

Hey, I have a lot of money, I think
I'll buy an Avid home system, start writ-
ing my own scripts, and direct my own
films as well. Does that make me a film
director worthy of a five-page spread in
a magazine geared for movie industry
professionals? I don’t mean to sound so
harsh, but that article should have
been saved for magazines like Musician,
which are more interested in the prop-
agation of celebrities than the content
they provide! I would have benefited
more from an article on his studio
partner’s thoughts.

Matt Fusello
Chicago, IL

STRANGER THAN FICTION

This story is too bizarre to be made up!

After sitting down yesterday to
read Mike Sokol’s article on press mults
[“A Quick Press Mult,” January '99], I en-
countered my first situation where the
audio feed (what I always called it) could
not be line level but had to be mic lev-
el. Whoa, no problem: balanced out in
control room to balanced side of passive

DI in the 5th row,
1/4-inch out of
passive DI (those
things work back-
wards, you know)
into 1/4-inch in of
second passive DI
(with pad engaged).
Also for the first time,
a news guy showed
up at our event. He
showed up 10 minutes
late (I'm not kidding)
and demanded a mult.
OK, 1/4-inch out of first
DI into a 3rd DI with
pad. Cake!

Now, chances are |
could have thought this
one up, but it would have
taken some time to reason
it out. Not to mention it was
already 10 minutes into the
event and the mayor of Mia-
mi is about to speak!

Thanks Mike and EQ for a
seemingly simple but very practical
and helpful article. I always enjoy your
magazine.

Paul Griffith
via Internet

MORE THAN A FEELING

Roger Nichols has just exposed the
naked emperor [“More Side Effects of
Technology,” January '99]. My job is to
write songs and demo them. I have
been doing it since 1962 and feel this is
the best time to be creative. However,
has all this capability led to better mu-
sic? | deal with the balance every day,
and there are times when the perfect
take leaves me cold. By the time it has
been edited, corrected, cut and pasted,
and effected, there is no passion left. |
want to see a multieffects box that has
setting for Sensual, Passionate, and
Erotic. Get that one built, and you will
make a fortune.
Darryl Saffer
Studio Ray Productions
via Internet

ONLY A TEST

In Eddie Ciletti’s review of the Graham-
Patten digital fader [February '99}, he
uses a custom CD-R with a 40-Hz fade to
zero. A similar test is available on com-
mercial CDs, e.g., the CBS CD-1, and the
best is probably the fade to shaped

dither noise on the Chesky JD111.

In the Boston Audio Saciety CD
player clinic we tested 25 CD players for
D-to-A accuracy and found that the
“composite” tone test was more re-
vealing than the fade to zero. It is on De-
non CO 75046.

David Hadaway
DB Systems
via Internet

CORRECTIONS

The price of the MIDIMAN BiPort 2x4
was listed incorrectly in the January is-
sue’s NAMM Preview section. The
correct price is $179. Also, in the Feb-
ruary issue's Microphile section, the
incorrect phone number was given for
Korby Audio. The correct number is
412-937-1349.

WRITE TO US

Send your letters fo:
EQMagazine ® Editorial Offices
6 Manhasset Ave.

Port Washington, NY 11050
Fax: 516-767-1745
E-mail: EQMagazine@aol.com
Web: wwwegmag.com
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CONVERSION QUESTION
Q If1 go from my analog 8-track tape

returns through my mixer’s stereo
outs via XLR into a DAT deck (like the
Sony A-7), would it make any sonic dif-
ference if I inserted an external A-D, say
the MIDIMAN Flying Cow, before going to
the DAT? If I intend to keep my 1/2-inch
TEAC 80-8 analog 8-track, should I just
bail on this external converter idea and
get a CD recorder like the Marantz CDR-
880 or HHB? The manual on my DAT deck
says the A/D on the (RCA) analog input is
a “1-bit converter.” The Flying Cow says
it has 24-bit in and 20-bit out. So, if every
bit equals 6 dB of dynamic range, does
that mean when recording analog into
something digital with a 1-bit converter
that what is on the DAT tape only repre-
sents 6 dB of dynamic range?

Also, is there any [sonic] difference
between routing a tape to a 24-bit ex-
ternal converter rather than going di-
rectly into the DAT deck?

Steve
via Internet

The Flying Cow, though very cost
effective (as I understand it), is still

probably better than the converters in the
A-7. But isn’t this comparing apples and
elephants? Beware the cheap CD recorder.
Many require that you use expensive ($6)
blanks. I prefer the HHB/Fostex/Pioneer
over any present Marantz unit. No! A 1-bit
converter does its task very fast by way of
oversampling. The signal is saved on tape
at 44.1/48 kHz with 16-bit resolution.
Oversampling solves many of the anti-
aliasing filter problems caused by sam-
pling at 44.1/48 kHz. (Note: According to
Flying Cow’s specs via the Web, their 1-bit
sigma-delta converters are 128x over-
sampling with a dynamic range of near-
ly 100 dB, A-weighted.)

As for your last question, the Sony
converters are pretty horrible, so I'd use
external converters and take advantage
of getting 16 reasonable bits. Normally,
you might worry whether the Flying Cow
truncates the 8 bits on the way to 16 or
dithers them, but tape has its own
“dither” because of the inherently high
noise floor.

Only in theory can 20-bit or 24-bit
converters potentially deliver their full
dynamic range (6x20=120 dB or 6x24=144
dB). In reality, these converters can de-
liver as low as 98 dB, typically 110 dB,

ESTIONS & ANSWERS

both being “weighted,” which is pre-fil-

tered to eliminate out-of-the-audio-band

noise (which shouldn’t be there). How-

ever, if you’'ve got $7520 (list), the Prism

AD-2 96 kHz/24-bit converter delivers
130-dB dynamic range — unweighted

Eddie Ciletti

Contributing Editor

EQ Magazine

ERROR HELP

Please help! I have a

Fostex CX-8 (Fos-
tex’s version of the ADAT-
XT) with only 450 hours on
it. Last week, this unit was
put into full-time use at a
new studio in town. Within
days of being installed,
upon power-up, it reads
“CAL P9” error. The ma-
chine also thinks it has 9999
hours. I cant get a straight
answer out of anybody on
what the error message is,

[ am researching
techniques that
will guarantee a
wider surround

sound sweet spot,

The head hour problem is also
quite common, but it requires a trip to
any Alesis- or Fostex-authorized service
center. Alesis made your Fostex ma-
chine. Contact Alesis directly regarding
any information on certification.

Eddie Ciletti
Contributing Editor
EQ Magazine

WHAT’S THE RANGE?

What is the dy-
namic range of
non-Dolby'd 15 ips tape
recorded as hot as possible?
Rick Thomas

via Internet

Onyour 8-track 1/2-

inch machine, the
signal-to-noise is between
55 dB and 60 dB, un-
weighted, with 3-percent
distortion. You may get a lit-
tle more signal and distor-

much less how to repair it. but we can't tion by burying the meters!
My questions are: Eddie Ciletti
A. What does the er- Contributing Editor
ror mean? expect the listen EQ Magazine
B. What could have
caused it?
ON HIS MIND

C. Is this something I

can fix myself?
I have been repairing
PC boards of all types for
several years now, so I have
no problem digging into
this one if  can get the cor-
rect technical specs. 1 do re-
alize that it takes certified
training to truly repair these
units, so I wont tear it apart
unless you think it is some-
thing I can repair based on
my background. Also,
where can 1 get certified in

ADAT diagnostics and repair?

Brett Lengacher
via Internet

The “CAl P9” message really means,
A “Calibrate the PG phase.” This is a
head-locating pulse — the value was some-
how lost, perhaps because of static electric-
ity. This gremlin has long plagued the XT;
even mine has done it. There is a procedure
on my Web site for restoring the hours. Go to:
www.users.interport.net/~edaudio/adat/hr_
adat.html#CAI p9

er to be stuck in

the middle,

especially not af-

ter buying addi

tional speakers

If monitor (speak-

ers) have a nomi-

nal input of 8 ohms, what
would happen if they were
connected to a power amp
rated at 4-ohm output
(like the Alesis RA-100 or
the Samson Servo 170)? Is
the load presented to a 4-
ohm amp from two 8-
ohm speakers (in parallel)
going to fry the speakers?
Steven J.

via Internet

Nothing changes. The inverse would

make a difference. An amp that can

deliver 10 watts into an 8-ohm load will

most likely deliver more power into a 4-

ohm load. Theoretically, the power should

double, but this is design dependent. No.

The amp will deliver its rated power into

the two 8-ohm speakers, which present the
equivalent of a 4-ohm load.

Eddie Ciletti

Contributing Editor

EQ Magazine
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SURROUND SITUATION
Q I just got out of your Surround

Sound clinic at Middle Tennessee
State University, and one question kept re-
peating in my mind: “Will consumers se-
riously be interested in listening to just
music in 5.12" I think perhaps not. Music-
only 5.1 is a great idea, but I firmly believe
that it will find the most use only when in-
tegrated with a movie or video image. The
attention span of most audiences is short,
and I feel few people will pay a lot of mon-
ey just to listen (not watch) toaCDin 5.1.
Also, people like to move around — do
the dishes, clean house, dance, etc. — when
they hear music. If they are constantly mov-
ing in and out of the sweet spot, the sur-
round effect will obviously not sound as
good. Perhaps if there were a way to broad-
en the sweet spot so more people in the
same room could share it, then 5.1 would
most likely become more popular. There
might even be an upswing in music videos

if we could watch and listen in 5.1.
Another place where a good major-
ity of listening is done is in our cars. And
unless there is a drastic design change for
automobiles, it will be hard to get a cen-
ter channel. The sweet spot in cars is also
different due to the console and trans-

mission placement.

Thank you for coming to MTSU for

the EQ Surround Sound seminar.
T.S. Mattingly
MTSU
Murfreesboro, TN

Thanks for the response. Your first

point about consumers needing
to have video with the audio so there’s
something to watch is probably not ac-
curate. If it were, then MTV, VH1, etc.
would already have replaced the com-
pact disc, and that hasn’t happened.
Consumers will decide what they want.
Areal problem is that there’s simply not
enough music out there yet in 5.1. But
consider that lots of DTS decoders and
discs have been sold — and there’s no
video on them.

Your point about the sweet spot is
right on the mark. I am still researching
additional techniques that will guaran-
tee a wider spot, but we can’t expect the
listener to be stuck in the middle, espe-
cially not after buying additional speak-
ers! Really good engineering should
help make the listening room less crit-
ical to having a good musical experi-
ence. Still, that’s how it’s always been.
It will be even more so with 5.1 mixes.

A car could be the perfect 5.1 envi-

QUESTIONS & ANSWERS

ronment. Lots of aftermarket installers
are already putting center speakers in
cars, so an inexpensive decoder in the
amp/rack would make sense. And Dol-
by Digital [format] allows for active dy-
namic reduction, so the player will ini-
tiate a preplanned playback compressor
for a car or noisy home.

The consumer, as always, will be
the final critic in this whole thing and,
as usual, will do the voting with their
wallets.

Mike Sokol
EQ’'s “Mr. Surround”
EQMagazine

TURN IT DOWN

I am amazed at how poor the

sound is at local live music clubs.

What factors contribute to getting good
sound in small clubs?

Jeff Harmon

via Internet

The major contributing factor to
getting good sound in small clubs
is to have the on-stage instrument am-
plifiers (and drums) turned down. That
out-of-control loud level alone prevents
the house engineer from doing anything
except try to keep the vocals loud
enough to compete with the roar of the
instruments coming from the stage. In
essence, there's no real mixing going on
— other than the one actively happening
in the room. Ergo, if you have a 100-watt
guitar amplifier on stage, it never gets
put in the main speakers and most lis-
teners get a poor mix. (For more details,
check out the piece I wrote on stage iso-
lation for EQ magazine last year.)
Mike Sokol
JMS Productions
Hagerstown, MD

Send your Q&A fo:
EQMagazine ® Editorial Offices
6 Manhasset Ave.

Port Washingfon, NY 11050
Fax: 516-767-1745
E-mail: EQMagazine@aol.com
Web: wwwegmag.com



THE NEW C4000B

MICROPHONE IS
TOO HOT TO HANDLE!

,f there’s someone who knows how
to ignite a studio it’s engineer/
producer Michael Wagener.

With a rap sheet that includes fiery
I artists such as Metallica, Queen, Skid Row,
.+ Extreme, Motley Crlie, and Janet Jackson,
ichael demands a condenser microphone
that can take the heat. That’'s why he uses
: the New C4000B from AKG. Contact
your local dealer to find out...what
Michael Wagener already knows.
AKG's new C4000B will ignite
your recordings too!

/%ﬂ

ﬁ For more information on the new C4000B
and other AKG products, visit our website at:

www.akg-acoustics.com, visit your
local dealer, write us or e-mail us at:
akgusa@harman.com.

H A Harman Internationat Company

AKG Acoustics, U.S., 1449 Donelson Pike, Nashville, TN 37217

Phone: 615-360-0499, Fax: 615-360-0275
AKG Acoustics G.m.b.H. Vienna/Austria CIRCLE 04 ON FREE INFO CARD
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With 4 stereo FX processors onboard*, your
effects are stored with each ?rmect and every-
thing stays in the 24-bit digita! domain.

The US-1680. It's huge. Make room.

| Finally, the studio of your dreams is within your reach. With 16 tracks (8 simultaneous record), 4 stereo
or 8 mono effects processors*, 26-channel automated digital mixer, 256 virtual tracks, direct CD burning

| capability and MT Pro 24-bit recording mode, the VS-1680 looms large in any room. Make it yours.

| Call (800) 386-7575, ext. 2595 for your Demo Video ($5.00).




New V3-1680 software availahle

o 18-track capahility aliows mixdown of 16 tracks
onto two additional tracks.

e OSM speaker modeling.

o lew mastering tool kit including
snlil-[req!ency compressor

Software upgrades availaie as a free download via the Roland U.S. Website, www.rolandus.com
o on disk frem Roland's Customer Service depariment (ext. 2283) al minimal cost.

e e .

-16580
FE

hitp://www.rolandus.com  Fax-Badk Information: (323) 685-5141, ext. 2271 (Do. #10259) ®
Rolaid Corporation U.S,, 7200 Dominion Gircle, Los Angeles, CA 90040, (323) 685-5141 IQE ROIa nd
Roland Canada Music Lid,, 5480 Parkwood Way, Ridniond, B.C. V6V 2M4, (604) 2706626 vs 1 680 n- =
- igital
* With two optional VS8F-2 Dual Stereo Effect Expansion Boards studin Wﬂl‘ksgtiﬂn

Appearance and specifications subject to change.
CIRCLE 26 ON FREE INFO CARD
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MICHAEL DeLORENZO

Double threat Michael Delorenzo’s acting credits won him a role
on “NY Undercover™... his musical gifts landed a recording deal.

“The sound of this console is as good as any big analog console I've

worked on.” he says, adding “My producer Peter Michael and |
were so surprised by the quality of the onboard dynamics and re-

verbs that we plan to mix the whole album without outboard gear.”
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LEE ROY PARNELL

>

Lee Roy Parnell’s upcoming Arista album may s:art a new trend
in artist-producer-label communication. At every stage of each
song's progress. mixes get modemed between Parnell’s studio,
producer Ed Cherney in Los Angeles, and Arista-Nashville presi-
dent Tim Dubois’ Nashville office on Music Row. (This won't
make the airline industry too happy.)
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Mad Jef's platinum credits include engineering and programming
for the likes of Michael Jackson, Janet, Jam & Lewis. and Grammy
winners Sounds af Blackness. Jef didn't expect much from the
D8B's processing. His opinion after several mixes? “The onboard
effects are so good I'm getting rid of a bunch of outboard gear.”

7 WHYGODIGITAL?

o V rtually everybody in
D this ad has worked on a Big
G Automated Analog Console.

Motorized faders... instant recall
of chamnel, aux, EQ and effects set-
tings... <he ability te polish every facet
of a mix... It doesn't tzke long to get used
to the fantastic creative benefits of automa-
tion. Now, at a tiny fraction of the cost of those Mega-Consoles,
a wnole new breed of affordable digital consoles. promises the
same avtomation convenierce. Our Digital 8Bus not only deliv-
ers detter-than-big-console auzomation, but it’s intuitively easy
to use, and it has a warm natural sound—wnile maintaining the
pristine sonics of 24-bit digital. CALL OR E-MAIL FOR A FREE
VIDEO AND THE NAME OF YOUR NEAREST DEALER... AND
FIND OUT'WHY YOU SHOULD GO DIGITAL WITH MACKIE.

POKE

Poke (above} and co-creator Tones credits include “Allure,” Will

Smith’s "Big Willie Style” album, and NAS' "It Was Written.” Their
opinion of our new digital mixer? “Making records on the D8B is
for real. Tight mixes and we love not having to give up the bread
it used to cost to get great sound.”

NAUGHTY BY NATURE

Naughty By Nature cut and mixed the platinum album “Next” on
their analog &eBus, so buying a D8B to mix their new release “19
Naughty IX" was a no-brainer. NBN’s KG says the band avoided
other digital mixers because they “mess with your sound.”

WOIId Kadio nniory
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TOTAL CONTROL. TOTAL CREATIVITY. AND DID WE MENTION...

SUPERB SOUND

2
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“Sounds as good as an expensive analog console.” We hear it over and over. From seasoned recording N
veterans. From new, emerging talent. Though musically diverse, the folks in this ad all have one thing (o(,\’ ,\.\\/
in common: highly-tuned BS filters. If the Digital 8¢Bus didn't deliver, they wouldn’t be using it. @ Qo /

Call or e-mail for a free video and the name of your nearest Mackie Digital Systems dealer. Get an
in-depth D8B demo and prove it to yourself: Mackie’s Digital 8¢Bus simply sounds superb.
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You'd think with more than 100 million album sales to his credit, Few know the evolution of recording better than Muscle Shoals
we could have treated pop producer Walter Afanasieff bettar. But legend Jimmy Johnson. He engineered hits for Otis Redding on
even his dazzling production credits and deposit at a local retailer a big-knob mono console, did the Stones’ “Brown Sugar” on the
couldn’t land him a D8B until recently. Was the 9-month wait worth first 8-track, produced Lynyrd Skynyrd on 24-track, and is now
it? As Walter's engineer David Gleason says (in his inimitable Brit- one of the first to own a Mackie D8B. Johnson says, “The sound
ish accent): “Walter and | both really love this desk.” I'm getting out of this consoe is phenomenal. Why did | have to
wait so long to get it?”
& :
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Virgin/Nashville President/CEO Scott Hendricks has produced over
forty #1 records. His newest commercial recording facility is built
around\a pair of Mackie D8Bs. With a 48- track Sony , 24-track RADAR ,
oodles of outboard gear, and Pro Tools' 24 on hand, Arrowhead Studios’
double-D8B 144-channel Mackie rig gets a serious digital workout.

crope s
( 4)/4 oms

www.mackie.com -
Y CIRCLE 30 ON FREE INFO CARD
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Capps CM 2250

A look at this
early American
condenser classic

MICROPHONE NAME: Capps CM 2250
FROM THE COLLECTION OF: wally
Knapp/Custom Recordings, Ellicot
City, MD

PRICE WHEN NEW: $225 each

YEAR OF MANUFACTURE: Circa mid-1950s
TYPE OF MIC: Vacuum tube condenser
TUBE TYPE: CK5703

POLAR PATTERN: Omnidirectional
FREQUENCY RESPONSE: 30 Hz to 15,000 Hz
RATED SOURCE IMPEDANCE: 250 ohms
DIMENSIONS: 8.25 inches long x 1.13
inches in diameter

MIC NOTES: Manufactured by Capps
and Co, Inc. in Valley Stream, NY, the
CM 2250 was one of the earliest
American-made condenser micro-
phones. In addition to the CM 2250,
Capps also manufactured the CM
2030 (30-ohm impedance) and the
CM 2011 (high-impedance) mics.
The CM 2250 operates with an ex-
ternal power supply that uses a
CK5703 tube in its circuit path. Own-
er Wally Knapp notes that he “pur-
chased the pair in 1959 from a Balti-
more-area studio who had bought
them new several years previously.
The complete setup includes two
mics, two canvas covered mic cases
(about 3 x 3 x 9 inches), two power
supplies (about 4 x 6 x 8 inches), and
two 25-foot mic cables with chrome
swivels attached.”

USER TIPS: Knapp continues, “The
mics are omni’s and, as tube con-
densers, provide a mellow and open
sound for live choruses, orchestras,
etc. [ have used them in large audi-
toriums when ambient noise is not
a problem, and the omni configura-
tion does not add excessive noise to
the recording. They seem to be
nearly identical in frequency re-
sponse, meaning that a stereo-
spaced pair placed behind the con-
ductor works well. I'm amazed that
40-year-old condenser mics per-
form this well, and the published 30
Hz to 15 kHz frequency response
seems to accurately represent their
capabilities.” E®
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_Call now for ROCK BOTTOM

s prices on all our microphones - the only sale
of its kind this year!

WOW. did we have a
bumper crop of IMINIGS

this year! We're up to our
EARS
Beyerdynamic, Audio-
Technica, Shure, Crown,
Electro-Voice, Sennheiser,
Sony, AKG, Neumann —
WOW name it! Seemed
only fair to pass the savings

along to the good folks who

shop with us.

So GALL NOW!

Because the mics will keep just
fine. But these incredible
SALE PRICES
won't last after March 31, 1999!

And after all, money doesn’t grow on

TIRIEES. Micophones do.

AUDIO, VIDEO, A/V, LIGHTS v\‘/\\)’\; -.:\// 5

800-356-5844 Q s t;
www.fullcompass.com We're your

sowvnd source.

E 7 o 11pm CSTM-F
Call INNCO WA for prices so low, we can't e Rt
ADWVERTISE | CMPUSS) Vit

800-476-9886 The newest division

of Full Compass

CIRCLE 20 ON FREE INFO CARD
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Switchcraft AAA and

HPC Series Conneciors

Keep your gear
well-connected with
these new accessories

BY ROGER MAYCOCK

Plugs! Connectors! Jacks! As audio profes-
sionals, this is the stuff we live by — literally.
You can have the latest, greatest, whiz-bang
recorder, mixer, or processor on the face of
the earth, but one bad cable or connector
and the whole system goes to hell in a heart-
beat! The fact of the matter is that connec-
tors are indeed the lifeblood of the record-
ing studio, live stage rig, or even our home
entertainment systems. So stop laughing —
we're serious, and (fortunately) so is
Switchcraft!

All kidding aside, connectors are
among those items that we all take for
granted — until one goes bad. Then,
suddenly, they become the Rodney
Dangerfield of the equipment arsenal.
When you consider the abuse these
items have to endure, particularly for
teuring acts and sound companies,
it’s amazing how well most of these
connectors hold up. When it comes to
endurance, few companies can top
Switchcraft connectors — they’ve
been making these things since 1946.
And by the time you read this, Switch-
craft expects to have their new HPC
Series connectors ready for market,
with the AAA Series released in June.

THE AAA SERIES QWIKTWIST

Q-G CONNECTOR

The QuickTwist Series connectors
will be available in both male and fe-
male cord plugs, with 3 through 7
pin/contacts. Unique to this new se-
ries is the easy twist on combination
handle/strain relief, and the reduced
number of parts required for assem-
bly. With the insert preloaded into the
die-cast zinc front shell, and the
thermoplastic 94V-0 rated strain relief
built into the handle, there are only
two parts to assemble. The connec-

tor’s insert insulation is made from a
molded thermoplastic and the internal
spacer is made from polyurethane. The
connector’s latch release is made from
nickel-plated, die-cast Zinc.

Assembly is as easy as it gets. You
slide the handle onto the cable, solder
the terminations, and then twist on the
handle. Voila! The strain relief is de-
signed to accommodate a wide variety of
cable diameters. The QwikTwist con-
nectors will ship with a standard nickel-
plated finish with silver-plated con-
tacts. If you prefer, black and gold will be
available as options. Additionally, an op-
tional metal handle will be available for
increased shielding.

THE HPC SERIES PANEL MOUNT CONNECTOR
For sound contractors, or those of you
whose studios have separate control
rooms, isolation booths, and performing
areas, Switchcraft will also introduce the

HPC Series or High Power Connector
panel-mount connectors. The HPC Se-
ries is a 20A-rated, touchproof connec-
tor series designed to meet IEC 529 and
IEC 1010-1 safety requirements. The
HPC Series is available in a wide variety
of terminations and is completely com-
patible with the Neutrik Speakon cable
connectors.

Available in four poles, the new HPC
Series connectors incorporate a built-in
gasket that offers additional protection
from harsh environments and meets
IPC26 ratings. As an option, a 0.200-inch
deep flange allows the connector to be
mounted from the rear of the panel and
still allow proper mating of the cord plug.
The HPC Series Panel Mount Connectors
are available with screw terminals, faston
terminals plus straight or RAPC terminals,
and are available with or without coun-
tersink mounting holes.

If you're preparing to rewire your fa-
cility or traveling equipment rig, you owe
it to yourself to give these Switchcraft con-
nectors a good, hard look.

For more information, contact Switch-
craft, Tel: 773-792-2700; Fax: 773-792-
2129; Web: www.switchcraft.com.
Circle EQ free lit. #101.

PLUG IT IN: The Switchcraft AAA (left) and HPC Series connectors.
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E-Strip avoids the
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J.‘,: ] wer The Spirit Digital 328 represents a refreshing departure  Main Features + 2 Lexicon Effects
with the in digital console design, retaining the ease of 16Midilined Processors
grnan use of a conventional analog console, yet S * 16 Digital Tape Returns
providing all the advantages of 24-bit digital. ~ * 8 Group Outputs
The 328 is nothing like a computer with Up to 42 Inputs at
faders. The key to the 328 is the unique <y * 24-bit A/D and D/A
“E-Strip”, which avoids the need for tedious 2 ADAT Optical Incerfaces oy teyE
menus and brings instant access to all 16 chan-
nel inputs, 16 tape returns, auxiliary sends and
returns, EQ and effects for each channel. Included ~ + 3-pand Parametric EQ Snapshct Automation with
as standard are two on-board Lexicon effects proces- . AESERU Interface 100 Scenes

- ors, two dynamic processors, Tascam TDIF and Alesis G Meterbh
'// sors, i processol m » UttraMic+ Preamps w! Built-in Meterbridge

*+ 5 Pairs of Stereo Inputs

*  128x Oversampling
2 Tascam TDIF Interfaces Throughcur

ADAT" optical interfaces and a buift-in meterbridge, with
. 3 66dB of PIDIF i
no hidden “options” to add to the cost. If you want the function- et S S RS

SPIRIT ality of a digital console, but the common sense approach of an ~ * Instant Recall Capability * 100mm Motorized Faders

analog 8-bus board, you need to check out the Spirit Digital 328. REGIIE 2 Units may be Cascaded

Spirit By Soundcraft. Inc It's a refreshing change! + Anabg Console “Feel” for 32 Tracks
4130 Citrus Ave., Sute 9

Rockiin, CA 95677 .
Tel: (916) 630?(392) « Fax: (916) 630-3950 $4,999.95 U.S. Retail H A Harman International Company

www.spiritbysoundcraft.com
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TASCAM Digital Products

Some tips for the
TM-D1000 digital
mixer and IF-TAD digital
format converter

BY PATRICK KILLIANEY,
TASCAM PRODUCT SPECIALIST

Most digital mixers offer snapshot recall,
but the TM-D1000 also includes a “tran-
sition time” with each scene. Transition
time allows the user to define crossfade
lengths between scenes of up to 10 sec-
onds. Different mixes for the intro, verse,
and chorus can be stored, then recalled
during mixdown with smooth crossfades.
The crossfades are also useful for creating
the fade-out at the end of the song. (Recall
the last scene, bring the master fader all the
way down, and store that as a scene with
a 4-second transition time.)

Scenes can be recalled from any stan-
dard MIDI sequencer by sending MIDI pro-
gram change messages to the mixer. MIDI
sequencers can also dynamically automate
the TM-D1000. All mixing functions have
been assigned to a MIDI parameter, so any
time a function is changed on the console,
it sends out a MIDI message that can be
recorded and played back by the sequencer.

DIGITAL STUDIO ROUTING

The TM-D1000 ships with one TDIF port for
connection to a digital multitrack, plus two
digital outputs and one digital input on

S/PDIF and AES/EBU. This makes the TM-
D1000 a great router between digital de-
vices. Tracks can be recorded on tape, dig-
itally routed through the mixer into an
audio sequencer or DAW, and sent back
digitally through the mixer down to tape af-
ter editing. At the same time, a DAT or CD
recorder can be connected to the other dig-
ital output for digitally linked mixdown.

Just as the digital /O can be assigned
to any output on the console, the analog
inputs can be reassigned as well. For ex-
ample, if a digital input is assigned to
channels 7 and 8, the analog inputs on
channels 7 and 8 could be routed direct-
ly to the Aux Return. This allows you to re-
turn signal from external effect processors
that do not have a digital output.

To re-assign digital and analog 1/0,
go to the Setup menu in the Option
screen. (Hit Shift and Param Sel, then
scroll to Setup, and press Enter.)

QUICK WORD CLOCK EXPLANATION
Many people who are getting into digital
consoles used to have digital multitracks
plugged into an analog console. Each dig-
ital device was its own domain, convert-
ing analog signal to digital, recording or
processing it, and sending it back out ana-
log to the next device.

However, once everything is con-
nected digitally, the devices need to work
together as one massive digital domain.
This requires that all devices not only use
the same sample rate, but also synchro-
nize their sample-rate clocks. This is
achieved by using a word clock. As with
any synchronization chain, one device is
deemed the master and the other devices
will slave to that master.

CONNECTING AN ADAT TO THE TM-D1000
Since an ADAT uses the Lightpipe dig-
ital format and the TM-D1000 utilizes
the TDIF format, TASCAM's IF-TAD will
be necessary to convert signal between
the two formats. Simply connect optical
cables between the IF-TAD and the
ADAT, then run a TDIF cable between
the IF-TAD and the TM-D1000. Also use
a BNC-RCA cable to go from the IF-TAD
Word Sync Out to the TM-D1000 Word
Sync In.

Select the ADAT’s digital input by
pressing Digital In (or Dig In). Now, set
your ADAT to be the word clock master.
For an ADAT XT or newer, there is a
button labeled “Clock Select” to toggle
the settings. On blackface ADATS, tog-
gle the settings by pressing Set Locate
and Dig In. Stop when you see the dis-
play read “int.”

To set the TM-D1000 to slave to the
ADAT word clock, press Shift and Param
Sel simultaneously. The display should
read “Option” on the top line. Rotate the
Data Entry dial to “System” and press En-
ter twice. Select Word Sync In [44.1 kHz]
or Word Sync In [48 kHz] (depending on
the sample rate of your multitrack) and
press Enter. (Hint: Blackface ADATS only
support 48 kHz.)

OTHER IF-TAD APPLICATIONS

Since the IF-TAD was released at the same
time as the TM-D1000, many musicians au-
tomatically associate it with our digital mix-
er. However, the IF-TAD is simply a two-
way TDIF-to-Lightpipe converter. It can be
used to link a DTRS machine to an ADAT for
cross-format dubs, or even with Lightpipe
computer cards for editing. E®
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16 channels of 24-bit ADAT lightpip€ WO -
2 channels S/PDIF on coaxial or optical connectors
Two low-latency MIDI inputs and outputs

ADAT Sync input for sample-accurate synchronization 9
Ultra-efficient bus-mastering PCI interface with scatter- gath '
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g B Exclusive: SoDA™ (SMPTE on Digital Audio) converts any digit:
y -8 channel to a SMPTE input or output
¢ True hardware chaselock to timecode
" * Interfaces with all ADAT optical and S/PDIF gear, :ncluding Tango“jnd =
j & Zulu™ external converters
- * $649 estimated street price
f"

| 30-day money-back TO ORDER or FIND OUT MORE
GUARANTEE 800.928.3236 FRONTIER
www.frontierdesign.com DESIGN
ﬁ - outside USA 603.448.6283 N

Dakota, Montana, Sierra, Tango, Zulu and SoDA are trademarks of Frontier Design Group, LLC. All other trademarks and registered trademarks are the property of their respective holders.
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A look at the trends
revealed at the
1999 Winter
NAMM Convention

BY CRAIG ANDERTON

Another year, another NAMM show. Like
last year, this one was held at the Los An-
geles Convention Center instead of the
more user-friendly (but overcrowded) Ana-
heim Convention Center.

So what was the mood? Subdued. After
the last three explosive years of technolog-
ical advances — the portable hard-disk stu-
dio a laVS-880, extended word lengths and
sample rates, pro-level sound cards, low-cost
yet precise monitor speakers, Windows' ar-
rival as a viable platform for musicians,
groove technology (both hardware and
software, like Sonic Foundry’s ACID), and af-
fordable digital mixers — it's not surprising
that, this year, the industry took a breather.

Well, [ guess that just about wraps up
the column, so...just kidding! Despite the lack
of breakthroughs, some important trends
were discernible in the cavernous halls of the
L.A. Center. Let’s take a look.

24/96: REVENGE OF THE HARD DRIVES

CDs are 16 bits, and we don’t have a DVD-
Audio standard yet. Nonetheless, the Gods
of Marketing have proclaimed that if we

don’t use 24 bits at 96 kHz, we're techno-
logical troglodytes. Never mind that this
requires three times the hard-disk space
compared to 16-bit/44.1 kHz, that the per-
formance of 24-bit converters isn't sig-
nificantly better than well-designed 20-bit
converters, and that few people have hear-
ing acute enough to detect the difference
caused by a higher sample rate. The in-
dustry senses upgrade op-
portunitie$, and the record-
ing public seems willing to
oblige. Don’t get me wrong
— someday people will
probably be glad they
archived in 24 bits when
“Remastered for DVD” be-
comes a major selling point.
But for the average project
studio, getting a really good
mic or reverb should prob-
ably be a higher priority
right now than going hi-rez.

THE WORLD IS FLAT

Okay, so it wasn’t a music
industry thing, but the hit
hardware product of the
show was definitely flat-
panel displays. When you're
shipping a ton o’ stuff out to
L.A., every pound helps —
and flat-panel displays cer-
tainly cut down on the UPS
bills. But they're also flicker-
free, have virtually no radi-
ation, and the colors are
pleasing to the eye. Now
prices are falling below
$1000 for decent models,
and all I can say is, “Sign me
up!” 1 bet a lot of Mac own-
ers are going to replace
their big-screen CRTs with a
pair of flat panels, and Win-
dows users will upgrade to
Windows 98 to take advan-
tage of the dual-monitor option.

APPLE’'S COMEBACK CONTINUES

Those flirtatious little iMacs and the
new G3’s were plentiful and instant at-
tention-getters. Companies seem a lot
more serious about Mac drivers (e.g.,
Event Electronics finally has them for
Gina, Darla, and Layla). It's no longer the
kiss of death to write Mac-only software,

While doing seminars

around the country, I

often ask music stores

whats hot. The nearly

unanimous answer:

“DJ packages.” Yup, two

turntables and a

microphone are replac-

ing the imitation Strat

and combo amp in the

hearts of entertainer.

The Final Word on Winter NAMM

and there is definite techno-lust for G3
PowerBooks. Apple will probably never
cause Windows to roll ever and play dead;
but, then again, it looks like Windows
won'’t do the same thing to Apple, either.

WHAT HAPPENED TO DIGITAL MIXERS?
Despite strong and cost-effective offerings
from several companies, including
Roland’s announced new
V-series products, digital
mixers have failed to take
off as expected. The prob-
lem is simple: lots of people
have something like a
Mackie 8+Bus that sounds
just fine, is bought and paid
for, and so they feel no
need to upgrade. Maybe
that's why more and more
stores are trying the “bor-
row it for a few days and see
what you think” approach;
they’re betting that once
users have experienced
what the better models can
do, they won’t go back to
analog.

MOVING FADERS

Before too long, mixing with
a mouse is hopefully going
to join sequencing with a
QWERTY keyboard on the
scrap heap of history. All the
digital mixers have moving
faders, and two buzzes of
the show centered around
the Samplitude/Motor Mix
combo ($1800 for motorized
fader control surface and
software) and the
Peavey/Cakewalk StudioMix
system, which for $900 at-
taches a human interface
with nine moving faders,
plus knohs and switches, to
Cakewalk'’s software (I even did a real-time
remix demo at their booth). Moving faders
may not be a necessity per se, but they sure
bring out the best in computer-based au-
tomation. And they look cool.

THE DJ INVASION

While doing seminars around the coun-
try, I often ask music stores what'’s hot.
The nearly unanimous answer: “DJ pack-
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What you can accomplish in one day with the 01V is completely impossible

with an analog mixer. The 01V gives you two top-drawer digital effects proces-
sors, 22 limiter/compressor/gates, four band parametric eq, 32-bit digital perform-
ance and optional digital I/0 for popular multitrack recorders*. In addition, all 01V
settings can be stored in memory so you can recall your entire mix at the touch of a
button. Connect your MIDI sequencer and capture real-time moves of 01V's motorized
faders and more. You get all of this for just $1,999.00 MSRP*. Don't muddle along with
your analog mixer anymore. Take charge of your mixes, and your life, with the Yamaha
01V today. Call (800) 937-7171 ext. 682 for information.

©YAMAHA

© 1999 Yamaha Corporation of America.
P.0. Box 6600. Buena Park. (A 90622 6600. www.yamaha.com. www.yamaha.cojp/product /proaudio/
Yamaha is a registered trademark of Yamaha Corporation.
* Optional 8 channel 1/0 cards start at $299.00 MSRP
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FIGURE 1: Steinberg has opened up VST, ASIO, and Rewire protocols to other developers,
but they've also expanded the VST spec to accommodate software synths.

ages.” Yup, two turntables and a micro-
phone are replacing the imitation Strat and
combo amp in the hearts of up-and-com-
ing entertainers. At this show, D] gear was
in full force. Love 'em or loathe 'em (I sub-
scribe to the former), DJs are here to stay.

SYNTHESIZERS GO SOFT

While there are still plenty of hardware
synths, software synthesizers are prolifer-
ating. Seer Systems’ SurReal, Bitheadz
AS-1 analog-sounding synth and DS-1
sampler, Native Instruments’ Generator,
Creamware’s Pulsar, Koblo’s nifty budget
synths, and even a way to turn software
synths into VST plug-ins (fig. 1) — more
and more musicians seem to be favoring
virtual oscillators. Thankfully, modern-day
computers are now up to the task of pro-
viding wicked fast processing to minimize
latency issues. For hardcore players, hard-
ware is still the key(board), but software
synths are becoming increasingly power-
ful, affordable, and plentiful.

MORE TECHNO TOYS
As feared, once record companies decid-
ed electronica was “the next big thing,”

people familiar with said companies’
track records started running in the other
direction. Not to worry, though. Although
electronica remains an underground phe-
nomenon, it's turning into a pretty big un-
derground. Korg’s Electribe A Synth and
Electribe R Rhythm Synthesizer are feed-
ing this trend, while Yamaha and Roland
continue their hardware assault on the
Beat Generation. This genre of music re-
mains vital and innovative; although
“groove boxes” pose the danger of ho-
mogenizing something special into a
cliché, but so far that hasn’t happened.

VAPORWARE: UP IN SMOKE?

Maybe companies are finally getting tired
of killing off their eurrent product lines
with promises of better things to come in
the future. In any event, the emphasis on
vaporware was way down at the L.A.
show — a good sign for the industry. Mit-
igating factor: lots of representatives said,
“We've got a really cool new product fer
the Frankfurt Music Messe, which we
didn’t feel was ready to show here.” And
does this mean that Frankfurt is starting to
get the edge over Winter NAMM when it
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comes to product introductions? I guess
we’ll find out in a few weeks.

R.L.P. SWAG
No T-shirts, a few mouse pads, a couple
goodies here and there...that was it. The
days of companies throwing funny little
things at you as you went from booth to
booth, let alone the courting of the press,
seem numbered. Replacing swag: coffee
makers at several booths (Line 6 had the
best). Well, 1 guess the “need for speed” is
necessary when you pass through a couple
different time zones just to get from one end
of the L.A. Convention Center to the other.
And that's the story from the City of
Angels. The overall message seemed clear:
“You have enough toys, now use the
technology that’s available and make
some music!” Not a bad idea.

Craig Anderton, card-carrying hu-
manoid biped, is continuing to take
his “loopz & guitar” act on the road in
Europe. He’'ll be jamming with Reiss-
dorf Force in Germany right after he
finishes finding out what’s hot at the
Frankfurt Music Fair.



1>

=~ '

oy I-hat

Micjline Input

High Quality
Low Noise
Mic Preamp

Balanced Line
put

Mic/Line Switch -
) dB Pad -

Band Fully
arametric EQ

Aux Sends
ux 3 & 4 Wired to
hternal Reverb &
ulti-FX Processor

vironment -
gagesinsert Effects

ew — Assigns
hannel to Master

ute

rogrammable
olo/Cue

aster
section
2-segment LED YU
Back-kt LCD Display
Data Wheel and Function Keys

Yirtual Effects Rack:
p to 12 Additional Effects Can
e Inserted on Inputs or Outputs

0 mm Motorized Data Entry

wo-watt Headphone Amp

. Bual Two-mix Outputs Plus
> \m« vy . o Analog Auxiliary Outputs

e —— patures

{= BQUALIZER " 12 Inputs (6 Mic/Line) Plus 2 Stereo
I

Generalmusic's Falcon is a digital mixer
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We're Mad As Hell...

S0 why do we take it?

BY AL KOOPER

Today I have a bone to pick. (How do you
pick a bone, anyway? Is it similar to a guitar?
Is there a bone pick available?) At any rate,
the CD replaced the 1P in the mid-'80s. The
loss of 12-inch space for graphics and cred-
its was immeasurable. Booklets replaced
back covers and inserts. At first, my eyes ad-
justed to the smaller typefaces, but now a
magnifying glass sits permanently on the
coffee table — a necessity today for reading
CD liners. And the shrink-wrap on the CD
itself has been conquered by brute intelli-
gence. Just take a pen or key and follow the
slit of the hinge indentation on the front left
with a mighty serape. The super-glued tape
at the top presented a two-year challenge,
but I think I got it now. With a little practice,
one can actually open the jewel box with the
tape still on top. After that it removes easi-
ly. This what separates us from the monkeys.
Some companies make cheap CD-openers,
but they don’t address the aforementioned
top strip and, ultimately, the pen trick works
better. And all this just to get it open and
then be confronted with an illegible 6-point
typeface. The use of a magnifying glass is an-
noying and counter-productive. Don’t go
below 9-point type fellas. Add two more
pages if you have to, but solve this nuisance

in the new millennium, please!

Okay, let’s move into shape problems
next. A few years ago, Motown put out a
wonderful Temptations box set in an elon-
gated book that housed five CDs. It was quite
handsome, but it didn't fit
on my CD shelves. I called
Motown up in a frustrated
moment. “Where am [ sup-
posed to fit your Tempta-
tions package,” 1 asked,
surely expecting an anal
suggestion. “Start a new
area,” they honestly opined,
and I thought to myself,
that was pretty good advice.
So | put them on top of my
CD shelf and that worked
until the Sony Billie Holiday
box came out an inch
longer. They're just screwin’
with me, now, I thought to
myself as I found another
top shelf that fit the Sony
package and relocated all
the box sets there. I smiled
smugly and got on with life
until the Rhino ‘60s Soul Box
arrived at the store. This was
modeled after the old boxes
you would carry your 45
RPM records in to other
people’s parties in the late
‘50s. Where in the hell am 1
gonna put this now? More
space was needed.

That night I dreamed
that all the record compa-
nies had a meeting once a
year and decided new ways
to stymie and confound you lop of
and [, the consumers. They
all fell on the floor hysterical
when Rhino previewed their
‘70s box, covered in shag

{

carpeting and defying any [N ISR GUEIEN

. 5 /
dimensions that had been

used prior to it. Then I woke
up and realized I wasn’t
dreaming, just reflecting.
There really was a carpet-
covered, odd-shaped box-set for sale. I long
for the simplicity of storage from the days of
yore. Once the one-joke giggle of these clever
packages has dissipated, the storage prob-
lems begin.

I hate these designers! When you get

his Rrnkd bill iny
anie booriets, Rill jeu-

11 1 ’
€l boxes dnd po 1o

ular CDs

> Ry bl
and pass toe low price

the consumer!

these elaborate booklets open and read the
hopelessly trivial verbiage that accompanies
these amazing sets, the next problem arises.
Why do they overlay type on pictures on the
same page? You can't read the type as well
and you can't enjoy the photo
as much. In one page, you've
pissed off the consumer twice.
Maybe that’s why they do it.
Thank the Lord when they
don’t do that — like on the re-
cent three-CD Booker T & The
MG's set. But they getcha again
on the Burt Bacharach box
with a stapled-in booklet with
tiny type. Now | gotta lug the
whole box just to attempt to
read the booklet. Aarrrrrhghhh!!
And let me remind you
how these companies produce
these lavish sets in the first
place. They've already made
back the cost of most of the
recordings, so they’re in prof-
it from package one. Also, the
deals this music exists in were
so one-sided in the companies’
favor, that to recompile it and
put it out cost the company
nothing. Soco, some genius
came up with the idea of
adding regal, tribute-paying
design to the package and still
having a non-costly package at
the same time. But the con-
sumer doesn’t know that these
artists, for the most part, are all
recouped and have low royal-
ty deals, so let’s charge them an
arm and a leg for these sets.
So here we are today. And,
like George Carlin says, “The
American people enjoy being
told what to do.” Write to these
record companies and tell them
to make these damn things all
the same size, increase the
type size, include removable
booklets, kill jewel boxes (ex-
cept for Jewel's CDs) and go to
sturdy paper instead, take the
damn super-glued stickers off the top of reg-
ular CDs, and pass the low price of produc-
tion down to us, too. Revolt in th e millenni-
um to simplify your life. Well, actually, the
Y2K bug will do that for you gratis just to start
you off. See ya next month. E@
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The Diaphragm

All GT Electronics AM Series mics use a
super-thin 3-micron, gold-evaporated
mylar diaphragm for the ultimate in
sensitivity and transparent response..
Over 1” in diameter, the extra-large
diaphragm is precisely tensioned by
hand to ensure perfect accuracy.

The GT AM61 and AM62 maintain on
all-tube signal path for preamplification.
The tube, a military-spec GT5840M, is
the most advanced audie vacuum tube
ever made. It offers incredibly low self
noise, a long life and nearly non-existent
microphonics. The result...classic, warm,
rich tone that you demand from a
legendary tube mic.

Fixed Cardioid Cardioid, Fixed Cardioid Cardioid,
Omni, Omni,
Figure 8 Figure 8,
Super-
Cardioid
AMSI AM52 AMb1 AMb2
CLASS A FET CLASS A FET T U 8 E T 8 8 €

GT Electronics - A Division of Alesis Corporation
Alesis is a registered trademark; AM51, AM52, AM61, AM62 and GT Electronics are trademarks of Alesis

GT Electronics 1633 26th Street  Santa Monica CA 90404  www.gtelectronics.com
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Legentd

What turns a studio microphone

info a legend?

Natural warmth. Rich character.
Crystalline clarity that perfectly
captures the fine details of every
nuance. Mos importantly, it
provides an indescribable intimacy
that makes listening a deeply

emotional experience.

Legendary mics are made by
people who share a passion for

the art of sound. So we gathered
together some of the most
passionate designers in the
world to create GT Electronics, a
new division of Alesis that's dedicated
to the qualities of legendary
audio equipment design. It all starts
with the AM Series large diaphragm
studio condenser microphones, which
offer everything you'd expect
from a legendary mic except the

legendary price.

GT. The new legend has arrived.

=

the new legend
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studio. What's different?

Not a lot, actually. I've got a little Mackie
desk. | moved from the Otari 24-track to
ADATS. We've got a good, natural sound in
these rooms. | rehearse, record, do demos
— it’s a very good working environment.
I've been using ADATS, but I'm looking at
some hard-disk systems. I'm tempted to go
with the RADAR, and may get the new dig-
ital Mackie desk. It’s brilliant this year —
everything has become so inexpensive for
state-of-the-art digital.

Have you done much film scoring lately?
No, I’ve pretty much let that go — it's a big

Now Available with 8X Drives

DVD Compatible

Audio Importation

Simple ONE-BUTTON Operation
Upgradable to Future (D-R Technology
Practical Audio Features

Expandable Standalone Device

€D-5900 15 a trademarks of MediaFORM, Inc
All other trademarks rematin the property of

their respective companies

WORLD'S MOST ADVANCED
CD DUPLICATORS

MediaFORM’s award winning family of CD-R duplicating
products continues to provide a wide range of features
and capabilities. Contact us today for more information
on these products. MediaFORM products are sold
though a world wide network of quality distributors.

political harangue, if you want to know the
truth. [Laughs.] 1 prefer to be in music.
Photography?

I've been shooting a lot — my travels, but
with a somewhat bent view. The subject
matter is always your own mind, you
know. I'm planning to put a book outin a
year or so.

If you could have a party right now with
any guests, who would you like to have?
Let's invite Monica Lewinsky, Ken Starr,
and Bill Clinton.

Who would you like to perform at your fu-
neral?

CIRCLE 35 ON FREE INFO CARD

The Spice Girls — reunited, of course.

If you were a musical instrument?

A cello would be nice.

What's wrong with the music industry?
Well, what'’s right with it?

What do you listen to while driving
around?

Lately, I've been listening to Bill Evans.
Working with Monk’s music for six months
was great — very rigorous study. It really
gives you an entré into another musical
universe. | might try Bill Evans next.

Isn’t it astounding how some of the old
Jazz was so well recorded? Such presence.

TRE CHNC! - —

Media
400 Eagleview Boulevard « Exton, PA 19341
Phone: 610-458-9200 « Fax: 610-458-9554
Toll Free in the USA 800-220-1215
email: info@mediaform.com
web: hitp://www.mediaform.com
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It'samazing. If you put on an album like Bag’s
Grooveby Miles Davis — probably recorded
in Hackensack [N]] by Rudy van Gelder— the
sound of it is so huge, so fat — and right in
your face. [Mr. Van Gelder's studio is in En-
glewood, NJ.] We've got all this technology
now, but it doesn’t sound like that. I love valve
technology, and now we’re trying to “re-cre-
ate” it. My engineer, Eddie, is a genius, and
he thinks he can make things sound even bet-
ter with digital. I don't know.

If you could go back before the birth of
recording, what would you like to hear?
Woeuldn't it be great to listen to Bach him-
self, to actually hear the master playing?
Any astounding musicians working today?
Arvo Part and Steve Reich come to mind.
Do you know any interesting business
tricks?

Read The Art of War. | think it's all there.
Most of the business tricks could be learned
from someone like Michael Ovitz. I guess the
main business trick is seduction — and let
the other person think they are winning.
Funny studio stories?

Hmmm. We were in Montserrat for the
fifth Police album and we had a trick called
“taking people to the party.” When one of

us would fall asleep in the control room,
he would get covered with bits of scotch
tape and cigarette butts and wake up com-
pletely covered in garbage. It became a
horrendous running gag. We have pho-
tographs of the victims waking up.

Any old sayings you hate?

“More than my job’s worth.”

What animal do you identify with?

The horse, or a salmon.

Who is the most amazing artist you've
worked with?

Musical artist? Well, I think Sting would
have to top the heap there. I've worked
with many great people, but in terms of
overall sensibility — he’s a very talented
musician and a real artist.

Biggest mistake of your life?

No regrets.

How would today’s teenager get a good
start in the music business?

I don’t know if there is such a thing. Get a hit
record. Get everybody to love you, right off
the bat. The more pedantic answer? Learn
your craft. I don’t know — probably sleep
with somebody and get straight on MTV.
I'm not being cynical, but it certainly was-
n’t the way I started. I got into it from a very

innocent place. I wanted to play really well,
and the rest all came much later on.

Have you achieved what you envisioned
back then?

Yes, I think so, and probably a lot more. I've
been really fortunate. I work hard, but I've
certainly gotten all the kudos. I've been in
one of the greatest bands of all time. If you
grow up in Britain, like I did, you must un-
derstand the dreams they brainwash you
with. And I've actually achieved them. I'm
comfortable, do what I want. I'm free to play
the kind of music I like. I don’t have to work
and try to make more money. It’s a pretty
good place to be. E@

¢ Smooth, warm sound

¢ 30 dB Input and Output Padding
® Phase Reversal

¢ Analog Metering

* Side Chain for direct detector circuit access
* Smooth, natural tube compression
¢ All Tube Gain Circuitry

RP562 Studio Sonic Exciter
* Restores Signal Clarity

e Adds Life and animation to the Sound
o Automatic Sound Separation

* Adjustable 18dB/Octave Subwoofer

 Subwoofer Clip Indication

RP583 Studio Tube Compressor/Limiter
o Designed for Subtle compression applications such as:
Vocals - Program Material - Soft Instruments

Check out our New LA120 Tube Compressor/Limiter with the
same great features of the RP583 in a single channel unit.

ing for. They maintain plate voltages ranging from
150 volts in the smaller units, to 250 volts in the
rack-mount preamps and processors. What that
means to you is warm vocals and instrument tracks
that subtly make their presence known in a mix.
All Bellari tube compressors use light/photocell el-
ements in their gain cell for smooth, distortion-free
compression.

RP533 Studio Tube Multi-Processor '
o ALL THE GREAT FEATURES INCLUDED IN THE RP520,

o Bellariis a division of
£ _/ﬂ_-W Rolls Corporation

NIT.

5143 South Main Street

Salt Lake City, UT 84107

(801) 263-9053 « FAX (801) 263-9068
email: bellari@rolls.com
www.rolls.com
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Test drive the worla
Digital Microphone....

You have entrusted your life's work to the crystal clear world of digital
recoraing. Don’t stop where the sound begins! Go digital at the source
with the MCD Series of digital recording microphones.

24 bit A/D conversion

Total self-noise of -120dB

Word clock synchronization built-in

Gold vapor, true condenser capsule

Linear frequency response

Customized equalization curves available

Proprietary TrueMatch™ “look ahead” DSP prevents the A/D
converter from overloading, eliminating digital clipping
AES/EBU digital output fram the microphone

HHHHHHH
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Digital recording with all the speed bumps removed. OQur MCD Series
of digital microphones allow you to move into the fast lane of digital
recording. Simply set the levels and capture your sound without fear
of digital clipping

... drive away with one and we'll pay for the Gas!

beyerdynamic... f7delity /1 Aua/o, T

Purchase an MCD 100
or MCD 101 in 1999
and we will send you a
$25.- pre-paid gas card
to thank you!
Contact beyerdynamic
for further details.
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Jor mrore (formation
1.800 293.4463
e-mail salesUsA@beyerdynamic.com

56 Certral Ave., Farmingdale, NY 11735
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The Godfather of Recording

An interview with
producer/engineer
Bruce Swedien

BY BOBBY OWSINSKI

Perhaps no one else in the studio world
can so rightfully claim the moniker of
“Godfather of Recording” as can Bruce
Swedien. Universally revered by his
peers, Bruce has earned that respect
thanks to years of stellar recordings for
the cream of the musical crop. His cred-
its could fill a book, but legends such as
Count Basie, Lionel Hampton, Stan
Kenton, Duke Ellington, Woody Herman,
Oscar Peterson, Nat “King” Cole, George
Benson, Mick Jagger, Paul McCartney,
Edgar Winter, and Jackie Wilson are
good places to start. Then coimes Bruce’s
Grammy-winning projects, which in-
clude Michael Jackson’s Thriller (the
biggest selling record of all time), Bad
and Dangerous, and Quincy Jones's
Back On The Block and Q’s Jook Joint.
As one who has participated in the
evolution of modern recording from vir-
tually the beginning, as well as being one
of its true innovators, Bruce is able to give
insights on mixing from a perspective
that few of us will ever have. The follow-
ing is an excerp! from my upcoming book
on mixing (and the greats that do it) en-
titled, appropriately enough, Mixdown.

EQ: Do you have a mixing philosophy
that you follow?

Bruce Swedien: Everything that I do in
music — mixing, recording, or produc-
ing — is music driven. It comes from my
early days in the studio with Duke
Ellington, and from there to Quincy. |
think the key word in that philosophy is
what I would prefer to call “responsi-
bility.” From Quincy (no one’s influ-
enced me more strongly than Quincy),
I've learned that when we go into the
studio our first thought should be that
our responsibility is to the musical
statement that we’re going to make and
to the individuals involved.
Responsibility to present the music in
its best light...?

To do it the best way that I possibly can. To
use everything at my disposal, not to nec-
essarily re-create an unaltered acoustic
event, but rather to present either my con-
cept of the music or the artist’s concept of
the music in the best way that I can.

Is your concept ever opposed to the
artist’s concept?

It’s funny, but I don't ever remember
running into a situation where there’s
been a conflict. Maybe my concept of
the sonics of the music might differ at
first with the artist, but 1 don’t ever re-
member it being a serious conflict.
Aren’t you hired because of your over-
all concept?

N

'_.;,

Sl
¥

THE MASTER: Bruce Swedien has worked with some of the biggest artists —
and on the biggest albums — in music history. Here’s how he does it.
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Introducing the new PSM® 700 from Shure.
16 wireless stereo mixes. One solution. And more power to you.
At this stage in your career, you've heard and seen it all. All, that is, except the PSM 700 wireless personal monitor from Shure.

The PSM 700 offers the agility of 2 groups of 16 compatible frequencies, giving you the power to create up to 16 stereo mixes
simultaneously. The system is also available with our new E5 dual-driver earphones. These unique — yet universal — earphones
feature Shure's Low Mass/High Energy™ drivers, with an extended frequency respense for truly incredible sound.
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I have a feeling that’s true, but I'm not
really sure. My range of musical back-
ground probably helps a lot. I studied
piano for eight years, and, as a kid, I
spent a lot of time listening to classical
music. So when it comes to depth of
musical experience, I think that’s one
reason that people will turn to me for a
project.

Do you think that starting out without
the benefit of the vast amount of
technology that we have today has
helped you?

Oh, definitely...absolutely. And I think
what's helped me more is that [ was the
right guy in the right place at the right
time at Universal Studios in Chicago. Bill
Putnam, who was my mentor and
brought me from Minneapolis as a kid,
saw or heard something in me that I
guess inspired some confidence. From
there I got to work with people like Duke
Ellington, Count Basie, Woody Herman,
Stan Kenton, Oscar Peterson, and others.
One of the thrilling parts about the late
'50s at Universal was that I learned mi-
crophone technique with Count Basie
and Duke Ellington, and these guys
were in love with the recording process.

Really? I was under the impression they
recorded only because they had to...
Absolutely not. Now there were some
bandleaders that were that way, al-
though I can’t think of anybody offhand,
but most of them just loved being
there. The guy that I think was most in-
fluential in my early years as a kid was
probably Count Basie. I did a lot of
records with that band.
How were you influenced?
I came into the industry at that level as a
real youngster. In 1958, 1 was only 20 years
old and I started right out working with
Stan Kenton, and a couple of years later
Count Basie, Duke Ellington, Quincy, and
so on. But I was not in love with the sta-
tus quo that was part of the recording in-
dustry at the time. The goal of music
recording in the late '50s was to present
the listener with a virtually unaltered
acoustic event, and that wasn’t terribly ex-
citing to me. I loved it, but | wanted my
imagination to be part of the recording.
Another guy who bumped into
that, who I didn't work with but I got to
meet in the early '60s at Universal, was
Les Paul. There was one record that 1
remember that came out when I was in

high school in 1951 that changed pop-
ular music forever — Les Paul and Mary
Ford’s “How High the Moon,” which
was an absolutely incredible thing. I
couldn’t wait to get to the record store
to buy it so I could try to figure out what
that was all about. At that point in time,
I think a whole segment of the record-
buying public made a left turn in that
the records of the day were pretty
much, as I said, an unaltered acoustic
event, and we were trying to put the lis-
tener in the best seat in the house. But
all of a sudden this record came along
without a shred of reality in it, and a
whole segment of the record buying
public said, “This is what we want.”
Can you hear that sonic space in your
head before you start to mix?

No. That’s the wonderful part about it.
Is your approach to mixing each song
generally the same then?

It's never the same. I think | have a very
unique imagination. I also have a “prob-
lem” in that I hear sounds as colors in my
mind. Frequently, when I'm EQ’ing or
checking the spectrum of a mix or a
piece of music, if 1 don't see the right col-
orsinit, | know the balance is not there.




Wow! Can you elaborate on that?
Well, low frequencies appear to my
mind’s eye as dark colors, black or
brown, and high frequencies are
brighter colors. Extremely high fre-
quencies are gold and silver. It’s funny,
but that can be very distracting. It drives
me crazy sometimes. There is a term for
it, but I don’t know what it’s called.
What are you trying to do then, build a
rainbow?

No. It's just that if | don’t
experience those colors
when I listen to a mix that
I'm working on, 1 know
that there's either an ele-
ment missing or that the
mix values aren’t satisfying.
How do you know what
proportion of what color
should be there?

That's instinctive. Quincy
has the same problem. It’s
terrible! Drives me nuts!
But it’s not a quantitative
thing. It’s just that if | focus
on a part of the spectrum
in a mix and don’t see the
right colors, it bothers me.
I have a feeling it's a dis-
ease, but people have told
me it isn’t.

How do you go about get-
ting a balance? Do you
have a method?

No...it’s purely instinctive.
Another thing that I've
learned from Quincy, but
that started with my work
with Duke Ellington, is to
do my mixing reactively,
not cerebrally. When au-
tomated mixing came
along, | got really excited
because | thought, “At last,
here’s a way for me to pre-
serve my first instinctive
reaction to the music and
the mix values that are
there.” You know how frequently we'll
work and work and work on a piece of
music and we think, “Oh boy, this is
great. Wouldn't it be great if it had a lit-
tle more of this or a little more of that.”
Then you listen to it in the cold gray light
of dawn and it sounds like shit. Well,
that’'s when the cerebral part of our
mind takes over, pushing the reactive
part to the background, so the music
suffers.

Do you start to do your mix from the
very first day of tracking?

The goal of music

Yes, but again | don't think that you can
say any of these thoughts are across the
board. There are certain types of music
that grow in the studio. You go in and
start a rhythm track and think you're
gonna have one thing and all of a sud-
den it does a sharp left and it ends up
being something else. While there are
other types of music where I start the
mix before the musicians even come to
the studio...I'll give you a good example
of something. On
Michael’s HIStory album,
for the song “Smile, Char-
lie Chaplin,” | knew what
that mix would be like two
weeks before the musi-
cians hit the studio.
From listening to the
demo...?

No. It had nothing to do with
anything except what was
going on in my mind, be-
cause Jeremy Lubbock, the
orchestra arranger and con-
ductor, and | had talked
about that piece of music
and the orchestra that we
were going to use. | came up
with a studio setup that | had
used with the strings of the
Chicago Symphony many
years before at Universal.
The first violins are set up to
the left of the conductor and
the second violins to the
right, the violas behind the
first fiddles and the celli be-
hind the second fiddles,
which is a little unusual. So 1
had that whole mix firmly in
mind long before we did it.
So sometimes you do
“hear” the final mix before
you start?

Sometimes, but that’s rare.
From what point do you
generally build your mix?
It's totally dependent on
the music. Always. But if there were a
method of my approach, I would say the
rhythm section. You usually try to find the
motor and then build the car around it.
Some people always put the bass up
first, some the snare, some the over-
heads...

No, I don’t think I have any set way. |
think it would spoil the music to think
about it that much.

I guess you don’t have any kind of
method for setting balances?

Starting the bass at -5 or something?

THIS
PREAMP
TELLS
NO LIS

PReECIS

ON

» 8 Channels

* MS Decoding

*1Rack Space

» Transformerless
Operation

+ Incredibly
Accurate Sound

True Audio Systems’
Precision 8 eight-
channel mic preamp
provides the detailed,
transparent sonic
performance
necessary for the
highest quality direct
tracking and live
sound. Al for a list
price of $2,695.

TRUE
= erarin

Distributed by

NeumannLlJSA

Tel: 860 434.5220

FAX. 860 434.3148

World Wide Web:
http://www.neumannusa.com

CIRCLE 55 ON FREE INFO CARD

49



TEcuNiauEs EETIIITS

Boy, that would be terrible. I couldn’t do
that if my life depended on it.

Da you have a method for panning?

I don’t think I have any approach to it.
I generally do whatever works with the
music that I'm doing.

So it’s just something that hits you
when you’re doing it?

Yeah, that's really the way it works. It'l]
be an idea, whether it’s panning or a mix
value or an effect or whatever, and I'll
say, “Ooh, that's great. I'm gonna do
that.”

What level do you usually monitor at?
That’s one area where I think I've rele-
gated it to a science. | use Westlake
BBSM8's for nearfield speakers, and I try
not to exceed 85 dB SPL. On the Aura-
tones I try not to exceed 83. I've found
in the past few years that I use the big
speakers less and less with every project.
Are you listening in mono on the Au-
ratones?

Stereo.

Do you listen in mono much?

Once in a while. I always check it be-
cause there’re some places where mono
is still used.

People admire the way you sonically
layer things when you mix. How do you
go about doing that?

I have no idea. If I knew, I probably
couldn’t do it as well. It’s purely reactive
and instinctive. I don’'t have a plan.
What I will do frequently, when we're
layering with synths and so on, is to add
some acoustics to the synth sounds. 1
think this helps in the layering in that
the virtual direct sound of most syn-
thesizers is not too interesting. There-
fore, I'll send the sound out to the stu-
dio and use a coincident pair of mics to
blend a little bit of acoustics back with
the direct sound. Of course, it adds ear-
ly reflections to the sound, which reverb
devices can’t do. That’s the space before
the onset of reverb where those early re-
flections occur.

So what you're looking for more than
anything is early reflections?

I think that’s a much-overlooked part of
sound because there are no reverb de-
vices that can generate that. It's very im-
portant. Early reflections usually will oc-
cur under 40 milliseconds. It's a
fascinating part of sound.

When you’re adding effects, are you us-
ing mostly reverbs or delays?

A combination. Lately, though, 1 have
been kinda going through a phase of us-
ing less reverb. I've got two 7-foot-high
racks full of everything. I have an

EMT250, a 252, and all the usual stuff.
All of it I bought new. No one else has
ever used them. It's all in pretty good
shape, too.

Do you have any listening tricks?

You know what? Since I moved from
California (I live in Con-
necticut now and I'm not
going back), one of the
things that I miss is my
time in the car. I had a
Ford Bronco with an in-
credible sound system,
and I still kinda miss that
great listening environ-
ment.

Do you do all your work
at your project facility
now?

No, wherever they’ll have
me. I love it here, but my
studio’s dinky. I have an
older, little 40-input Har-
rison and a 24-track. The
Harrison is a wonderful 32
Series desk that’s the
same as the one 1 did
Thriller on. I think that’s
one of the most underrat-
ed desks in the industry.
It’s all spiffed up with a
beautiful computer and
Neve summing amps. It’s
just fabulous.

Didn’t you have a couple
of Neves put together?

I did have a beautiful
Neve, but after I finished
Michael's HIStory album
and Quincy’s Q’s Jook
Joint, I was kind of burned
out and very, very tired. So
I told my wife as we were
having breakfast one
morning, “Honey, I'm
gonna get rid of this damn
studio at home, and I
don’t ever want to have
another at home.” Six
months later [ was buying a console. |
guess once a junkie, always a junkie.
How long does it usually take you to do
a mix?

That can vary. I like to try not to do
more than one song a day unless it's a
real simple project, and then I like to
sleep on a mix and keep it on the desk
overnight. That’s one of the advantages
of having my little studio at home.

A lot of your projects are really exten-
sive in terms of tracks...

That’s not so much true any more. |

start a mix tomorrow here at home for
EMI in Portugal of a Portuguese band.
It's all on one 24-track tape.

How many versions of a mix do you do?
Usually one. Although when I did “Bil-
ly Jean,” I did 91 mixes of that thing and
the mix that we finally
ended up using was mix 2.
I had a pile of 1/2-inch
tapes to the ceiling, and we
thought, “Oh man, it’s get-
ting better and better.”
[Laughs.)

What are you using for a
mastering machine these
days?

I have an Ampex ATR with
both 1/2-inch and 1/4-
inch heads. I also have a
Mitsubishi 86HS that I
don’t really use any more.
The ATR is my favorite. |
bought it new and nobody
else has ever used it.

So it’s mostly 1/2-inch?
No. Quarter-inch is won-
derful and I use it a lot.
Quarter-inch has a little
different sound. It’s a little
mellower. Half-inch, be-
cause of the tape width,
has phenomenal transient
response. If you're doing
R&B or Rock or Pop music,
then that’s a great choice.
But this band from Portu-
gal that I'm mixing is Fado
music, and it’s very somber
and pretty and soft, so I'm
gonna probably do that
on 1/4-inch.

I haven’t heard anybody
mention 1/4-inch in a long
time.

It’s typical with pretty mu-
sic, and I think it’s the
better format. It's very,
very lovely.

Do you have an approach
to using EQ?

I don’t think I have a philosophy about it.
What I hate to see is an engineer or pro-
ducer start EQ’ing before they've heard
the sound source. To me it's kinda like
salting and peppering your food before
you'’ve tasted it. I always like to listen to
the sound source first — whether it is on
tape or live, and see how well it holds up
without any EQ or whatever.

That being the case, do you have to ap-
proach things differently if you’re com-
ing in to do just the mix?



Not usually...but I'm not really crazy
about listening to other people’s tapes
— | gotta tell you that. I do, however,
consider myself fortunate to be working,
so that’s the bottom line. (Laughs.

Do you add effects as you go?

There’s probably only two effects that 1
use on almost everything: the EMT 250
and 252. | love those reverbs. There’s
nothing in the industry that comes
close to a 250 or a 252.

What are you using them on?

I love the 252 on vocals with the 250 pro-
gram. It's close to a 250, but it’s kinda
like a 250 after taxes. It’s wonderful, but
there’s nothing like a 250.

What do you do to make a mix special?
I wish I knew. I have no idea. Perhaps the
best illustration of something special is
when we were doing “Billie Jean,” and
Quincy said, “Okay, this song has to have
the most incredible drum sound that
anybody has ever done, but it also has to
have one element that’s different, and
that’s sonic personality.” So I lost a lot of
sleep over that. What I ended up doing
was building a drum platform and de-
signing some special little things like a
bass drum cover and a flat piece of wood
that goes between the snare and the hat.
And the bottom line is that there aren’t
many pieces of music where you can
hear the first three or four notes of the
drums and immediately tell what piece
of music it is. But I think that is the case
with “Billy Jean,” and that I attribute to
sonic personality. I lost a lot of sleep over
that one before it was accomplished.
Do you determine that personality be-
fore you start to record?

Not really. In that case, though, I got to
think about the recording setup in advance.
And, of course, I have quite a microphone
collection that goes with me everywhere
(17 Anvil cases!), and that helps a little bit
in that they’re not beat up.

Do most of your projects these days in-
volve both tracking and mixing?

I don't know what’s happened, but |
don't get called to record stuff very
much these days. People are driving me
nuts with mixing, and while I love it, |
kinda miss tracking. A lot of people
think that since I moved to Connecticut
I retired or something, but that’s the last
thing I'd want to do. You know what
Quincy and I say about retiring? Retir-
ing is when you can travel around and
get to do what you want to do. Well, I've
been doing that all my life. | love what
I do, and I'm just happy to be working.
So that's the bottom line.

R SR AT s

HBD Recording

Multi-Tracking IIV I
|

Digital Mastering
a series of Digital Audio
Sosouring Workstations designed

for your digital audio

Multiple ins and outs

needs that is in tune
with your budget.

he DSR2000 and the IMI2000 are two complete computer-based Digital Audio

Workstations designed by Interactive Microsystems, Inc. Professional digital
multi-tracking, digital mastering, CD burning, and CD duplication are no longer out
of reach. IMI has designed the 2000 series to meet the requirements of digital audio
recording and mastering. Why mess with audio tape when you can edit your
recordings using non-destructive editing, and insert seamless crossfades? You can
also take advantage of the digital effects. IMlalso offers software/hardware
packages to convert your existing PC into a DAW. You can also check out IMI's line
of computers designed for those who want to upgrade their existing PC. IMI gives
you Digital Audio Solutions and it's about time.

847.426.1950
www.imidaw.com

Interactive Microsystems Inc.

CIRCLE 66 ON FREE INFO CARD

PCNI-R500 pigital Audio Recorder

Rehable 4 Direct Drive Motor Transport a Jog Shuttle Dial for easy operation
Supet Bit Mapping for near 20-bit performance. and balanced XLR Analog
& Digital 'O Ezdie Cleth n EQ Magazine said. The Sony PCM-R500 is a
great tuy for the money .a big improvement for DAT users in this price class
Call 1-800-633-SONY ext. R500 or visit www sony proaudio com

SONY

51




The Art of the Insert

Are you taking full
advantage of what
insert jacks have

to offer?

BY CRAIG ANDERTON

There are many ways to process sound in
conjunction with a mixer, but one of the
mest convenient is to patch a processor
into an insert jack. These jacks allow you to
patch analog devices into a channel strip’s
signal path, and are common in both low-
end and high-end mixers. However, they
have a few other tricks up their sleeves, as
we'll see during the course of this article.

HOW THEY WORK

In today’s mixers, insert connections
use stereo jacks with a switching action
(fig. 1). Typically, the insert point is be-
tween the preamp and EQ, although
some consoles allow switching between
pre- and post-EQ positions.

Just because the insert jack is a
stereo type, don’t be misled into thinking
it carries left and right channel signals —
the jack’s tip carries the preamp out, and
the ring connects to the EQ in. With noth-
ing plugged into the jack, the tip and ring
connect together. Inserting a stereo plug
into the jack interrupts the flow between
tip and ring, and allows routing the signal
through an external device.

Using inserts with stereo jacks re-
quires a special cable with a stereo plug on
one end and two mono plugs on the oth-
er. The plug that connects to the tip is the
send, and patches to the processor’s input.
The plug that connects to the ring is the re-
turn or receive, and plugs into the proces-
sor’s output.

With these special cables, make sure
you clearly identify the send and receive
connections. I make my own cables, and
use red plastic plugs for the receive con-
nection (red=receive).

INSERT APPLICATIONS

Inserts can be used for more than just in-
serting a signal processor; here are some
less commonly known applications.

“Multing” to other inputs. There are
times when you want to split a signal to
more than one channel (e.g., to have dif-
ferent EQ for each channel, thus creating
a pseudo-stereo effect from a mono
source). To do this, plug in a standard cord
halfway so it comes in contact with the in-
sert tip connection. Because the plug is
not plugged in all the way, the tip and ring
remain connected, so the signal goes
through the channel strip as usual, but is
also tapped off by the cable. Plug the oth-
er end of the cable into another mixer
channel.

Plugging in halfway is kind of funky,
though, as the connection may not be all
that tight, leading to possible intermittent
problems. If you do a lot of multing, wire

up a custom cable (fig. 2) with a stereo
plug on one end (J1) and a mono plug (J2)
on the other. Solder the stereo plug’s tip
and ring together, and connect this to the
cable’s “hot” lead. Connect the stereo
plug’s ground to the cable’s ground lead.
The other end of the cable connects to a
mono plug (hot lead to the plug’s hot con-
nection, and ground to ground). Plug the
stereo plug all the way into the insert con-
nection, and the mono into the multed in-
put.

This technique can also provide a
pseudo-direct output. Simply use the send
as the direct out.

Bypassing the internal preamp.
Many consoles leave the internal preamp
in the signal path at all times; an associ-

inpﬁt
¥

PREAMP

EQ

v

to rest of
channel strip

FIGURE 1: Typical insert jack

placement in the signal path. Note
how plugging a plug all the way into
the insert jack pushes the tip con-

nection away from the switching
contact (indicated by an arrow)
thus breaking the connection be-
tween the preamp out and EQ in
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“When A $2,000 System Sounds As Good
As A $50,000 System, I'd Say They Got It Right.”

William Wittman, Engineer/Producer
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The First Fully Integrated 5.1 Monitoring System
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philosophy. Simply put: the entire line was researched and refined as one, with an overall performance goal in sight. What this
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Burning for You

More practical
FAQs about burning
your own CDs

BY DAVID MILES HUBER

A while back, 1 endeavored in these
pages to answer a number of burning
questions about the art and technology
of creating your own CDs. Now, though,
disc recording has moved out of its ter-
rible twos and into its blazing years of
adolescence. Therefore, let’s take an-
other look at how the technology has
since improved — or just plain changed.
Do CD-R and CD-
RW drives wear
out?

Yes. Many owners
of first-generation
CD-Rs are begin-
ning to experience
the effects of dri-
ves whose parts
are starting to
wear out or go out
of alignment.
These drives
weren’t built to
withstand the
heavy (and some-
times even mod-
erate) demands of
most pro studios.
For example, the
read laser on my
4-year-old Philips
CDD-2600 SCSI
drive lost its align-
ment a few
months back. It
didn’t happen all
at once, but slow-
ly enough that it
would accept cer-
tain blank media,
while rejecting
others. (In short,
its erratic perfor-
mance was dri-
ving me nuts!)
Even though the
warranty had long

expired, I gave Philips a call, sent it back
for a free refurbishing, and I was back
in biz in no time!

If you have an older, more expen-
sive drive, 1'd definitely recommend
that you consider adding a second,
cheaper drive to the system (such as an
EIDE CD-RW) that could be used to take
the workload off of your older SCSI
workhorse. The downtime you save
may be your own.

I've heard that burning discs at double
or quad speed is better than single
speed recording. Is this true, and why?
There seems to be some truth to this.
The recorded “pits” seem to be more
readable and consistent when the
recording speed is 2X or higher. It's
speculated that problems arise when

the laser is focused on the pit for too
long a time, resulting in deformations
when recording at single speeds. This
problem is less true for newer drives
that make use of Optimum Power Con-
trol (OPC), which optimizes the write
laser’s power to counteract differences
between CD-R discs, disc speeds, and
surface irregularities.

What are the real differences between
SCSI and EIDE drives? Which should I
get, and why?

Lately, it seems that EIDE CD-RW dri-
ves have been taking over the PC world.
These drives (which can be plugged di-
rectly into an available port on your
hard-drive ribbon cable) are generally
less expensive, don’t need a hardware
controller card, and are easier to set up
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Production: What A Concept

The benefits of working
— and sticking with —
a production concept

BY SHELLY PALMER

Being 40, it's weird to be thought of as
“old school.” I did, in fact, live before
MIDI. It’s true that my modular Moog
System I is serial number 002. It was a
simple time. SMPTE timecode had not
yvet evolved from its humble begin-
nings as a NASA computer countdown
code. | had an original Apple II (not “+"),
a TEAC 80-8 8-track, and, yes, my goal
was to be able to afford the highest tech-
nology contemplated — a
real plate reverb.

Those were days of
passionate research and
striving for new technolo-
gy. Four k was all the RAM
you could afford. Z80's
were the engines of choice.
Minimoogs, Oberheim 8-
Voices, Linn Drums, FSK
pulses, Prophet-5's, con-
trol voltages, and gates
were decidedly high tech.
Creating new sounds was a
daily job. Better string
sounds, fatter brass, hotter
percussion, hipper sweeps.
And, to working musi-
c.ans, sampling was only a
theory.

Many of you won’t
recognize the references
in the first two para-
graphs. Don’'t worry.
Some of you probably
think that plate reverb is
only a setting on a TC
M5000 or a Lexicon 300.
That’s OK. The purpose of
this story is to bring a lit-
tle “old school” experi-
ence to the party and to
stress that the highest
piece of gear in your stu-
dio is you. Convergence is
major buzzword this
month. In our case, it's

the convergence of composer, pro-

ucer, engineer, musician, singer,
business manager, marketing execu-
tive, and janitor’

Of all the problems I see (or hear)
with the current crop of hopeful demos
coming across my desk, the biggest is
lack of a production concept. Using the
highest-tech piece of gear in your stu-
dio, you can solve this problem in-
stantly. Here’'s how:

Think about this: What are we try-
ing to create? It’s a simple question. Will
it be John Williams meets Bob Marley at
Willie Nelson’s house? How about Bach
and Van Halen on bad acid? Maybe
you'd like a nice polka? What are we try-
ing to create?

You should never, ever start a pro-
duction unless you know exactly what

your production concept is. I'm not
talking about production method or any
other elements of preproduction (we’ll
get into them some other time). I'm
talking concept. Some example pro-
duction concepts are: a stylistically
perfect baroque recording; a killer
dance mix; the hottest club record
ever made; a showcase for the lead
singer; an effective advertisement; a
knock-off of an old Beach Boys’ groove;
the greatest sonic experience ever
recorded; and so on. A perfectly valid
production concept is “brand new” (as
in never been done before). Good luck
with this one. If it really is brand new,
it may be a little hard to sell.

These are concepts. They are not to
be confused with end products or pro-
duction methods. Never lose sight of
your original production
concept. It is a pot of
gold at the beginning
and end of the rainbow.
The ultimate realization
of your original produc-
tion concept is the goal
of your production ef-
fort.

The production
concept gets the money
guys excited. The pro-
duction concept ad-
dresses the needs of the
market. The production
concept keeps you on
course. The production
concept creates rules for
you to follow. The pro-
duction concept pays
the bills. The produc-
tion concept is every-
thing.

But what if we have
a fantastically successful,
acoustically wonderful
accident in the studio
and we discover the next
guaranteed, chart-bust-
ing, top-10 hit? Good for
you. However, if you are
doing your job as pro-
ducer, the above situa-
tion will be within your

WHAT'S THE BIG IDEA?: Shelly Palmer recommends knowing
what you want to accomplish with a project.

original production con-
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