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KORG DI 6 0B1Ä |Renwa| 

WE PUT THE TECHNOLOGY AT YOUR 
FINGERTIPS, AND THE COST WITHIH REACH 

016 FEATURES... 
• 16 track playback/up to 8 track 
simultaneous recording 

• 44-bit effects including 8 insert, 2 
master & one final mastering effect 

• REMS modeling effects 
• TouchView touch sensitive display 
• No data compression (24-bit A/D & 
D/A conversion with oversampling) 

• Time compression and expansion 
• CD burning (CDR drive required) 
• SCSI for add’l recording time & backup 
• 32-bit digital mixer 
• Virtual tracks (up to I 12) 
• Dual XLR inputs & direct guitar input 
• Expression pedal input 
• Built-in tuner & mic 

SelSongBEdrtSont 

©2000 Korg USA, 316 S. Service Rd., Melville, NY 11747. For the dealer nearest you: (800) 335-0800. www.korg.com 
To receive more information via Faxback call: (516) 393-8530, doc #4103. 

The DI6 is an all-in-one 24-bit 
multi-track recorder that provides the 
ideal music production environment 
Packed with a full complement of profes¬ 

sional studio essentials, the all-digital 
D16 boasts a 24-channel mixer, up to 
16 tracks of uncompressed recording/ 
playback, a full function EQ, and Korg’s 
new REMS” effect modeling tech¬ 
nology. All in an amazingly compact and 
affordable package. 

Plus, the D16's exclusive touch-
sensitive TouchView” interface lets 
you take full advantage of its shamelessly 
deep programming, putting the world 
of digital music production at your 
fingertips. And, at $2,399 the price is 
well within reach. 

CDR.RV»! 

D16 
1801 

Super sonic. 

Digital 
Recording 

Studio 
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2-band power mastering with Exciter, Denoiseri8 and Surround Processor 

The new ULTRAMIZER® PRO DSP1400P. At your dealer’s now! 

6-band noise gate for "inaudible" noise reduction 

Multiband Exciter with adjustable ratio of odd and even 
for punchy bass and dazzling highs 

Tube simulation with selection of popular tube types 

Extensive MIDI implementation 

24-bit AES/EBU digital interface (optional) 

Large high-resolution graphic LCD display 

Servo-balanced XLR and 1/4" TRS inputs and outputs 

Relay-controlled hard bypass with auto-bypass functipn for power 
failures (safety relay) 

Free downloadable 
Windows® editor 
software for 
ULTRAMIZER* PRO 
DSP1400P. 

BEHRINGER USA 
144 Railroad Avenue, Suite 210 
Edmonds, WA 98020 • Phone: +1/425/672 0816 
Support phone: +1/425/673 8926 
Support fax: +1/425/673 7647 
Email: support.us@behringer.de 

The ULTRA-DYNE PRO’S powerful features:.. 

• Digital stereo mainframe with two 24-bit high-power signal processors 

• State-of-the-art 24-bit A/D and D/A converters from Chrystal for 
phenomenal audio quality 

' Up to 600 msec, of delay for "look-ahead" compression, limiting 
and noise gating 

• 6-band compressor with separate peak limiter section 

• ULTRAMIZER® function for extreme loudness and signal density 

A new dimension of power mastering 

The new BEHRINGER® ULTRA-DYNE® PRO is our ultimate 6-band 
mastering machine with unheard-of power. Two high-performance DSP’s, 
combined with ultra high-resolution 24-bit A/D and D/A converters, give 
you perfect multiband mastering with incredible loudness, transparency 
and sound optimization. 

6 bands for 6 times the power 

Simply stated: the more frequency bands you have, the more loudness 
you get without side-effects like pumping etc. While the competition offers 
a mere 3 or 4 bands, the ULTRA-DYNE® PRO delivers ultimate power 
from 6 bands. 

ULTRA-DYNE* PRO DSP9024: experience the ultimate revolution in 

multiband mastering 

ULTRA-DYNE® PRO stands for total power mastering. Next to an 
explosive multiband Exciter for complete transparency and powerful low 
end, and a multiband Denoiseri®, the DSP9024 features authentic tube 
simulation for that extra bit of heat in your sound. Hear and experience the 
ULTRA-DYNE® PRO - and feel free to compare it with any other unit, 
including broadcast equipment in the $25,000 range. 

But remember to buckle up: the ULTRA-DYNE® PRO is pure power. 

VIRTUOSO®: mastering magic 

You won’t believe your ears! Your sound can now stand up to top-rate CD 
productions. Extreme punch with no dynamic loss. The magic word is 
VIRTUOSO®, a synonym for intelligent and fully automated parameter 
settings based on your program material. Quick, easy and always perfect. 
The incomparable wizard VIRTUOSO®: available only from 
BEHRINGER®. 
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MUSCLE BUILDER Uy Diane Gershuny and David Sweet.58 
One of the key developers of the Muscle Shoals sound talks about his incredible career — 
which continues today in his own project studio. Find out what it was like to work with 
the likes of Wilson Pickett, Percy Sledge, Lynyrd Skynyrd, and the Rolling Stones, among 
many others. 

WINTER NAMM 2000 WRAP-UP Ry Mitch Gallagher.70 
A look at the new gear that wowed attendees at the Los Angeles Convention Center and 
the trends they reveal. Plus, Craig Anderton offers his annual awards. 

MASTERING BY THE MASTERS By Bobby Owsinski.82 
Six of mastering’s finest — Greg Calbi, Bernie Grundman, Bob Ludwig, Glenn Meadows, 
Doug Sax, and Eddy Schreyer — talk about what’s right—and what’s wrong — in 
mastering today. 

ROAD TEST: ASHLY MX-508 STEREO MIC/LINE MIXER By Steve La Cerra.Ill 
FIRST LOOK: BUTTKICKER LOW-FREQUENCY TRANSDUCER By Martin A. Santos.114 

THE CD-R CHECKLIST By David Torrey. ..119 

TEST DRIVE: CYCLING '74 PLUGGO PLUG-INS By Rich Tozzoli.122 

TURNING THE TABLES AT NAMM By DJ Russ Reign.125 

AL SCHMITT: BUILDING THE MIX By Howard Massey.44 
VERNON REID: RECORDING IN THIS LITTLE ROOM By Rich Tozzoli.50 
THE MAKESHIFT MANSION STUDIO By Steve La Cerra...  52 

INDUSTRY INSIDER: THE QUANTIFICATION OF EMOTION By Craig Anderton..32 
KURMUDGEON'S KOUCH: STANDIN' AT THE CROSSROADS By Al Kooper.36 
BONZAI BEAT: SUSAN HERNDON By Mr. Bonzai.38 
THE FEZGUYS: LAWYERS AND PLAYERS: MP3 By Jon Luini& Allen Whitman.140 
ACROSS THE BOARD: CDS GIVE ME THE JITTERS By Roger Nichols.162 

EDITOR IAL 8 ROOM WITH A VU: THE VERTICAL CORPORATION.28 
LETTERS TO EQ. 10 MICROPHILE: RCA SK-46.  30 

EQ&A. 12 IN REVIEW: MARSHALL ELEC. CONDENSER MKS. 128 
EQ NEWS. 18 IN REVIEW: AKGC3000B MICROPHONE... 132 

FIRST LOOK: ROLAND VP-9000 PROCESSOR ...24 IN REVIEW: BLUE THE MOUSE MICROPHONE . 136 
FIRST LOOK: YAMAHA AW4416 DAW.26 AD INDEX.„..._. 131 

EQ LIVE 

DRIVE! 

GROOVE 

TECHNIQUES/WORKSHOPS 

COLUMNS/DEPARTMENTS 

ON THE COVER: 
Jimmy Johnson and some of 
his Gold records. Photo by 
Jimmy Stratton. 

EQ (ISSN 1050-7868! is published monthly plus Product Guide in December by Miller Freeman PSNInc., 460 Park Ave. south, 9th fl., New York, 
NY 10016-7315. Periodicals postage paid at New York, NY and additional ma lirg offices. POSTMASTER: Send address change:, to EG, P.O. Box 
0532, Baldwin, NY 1'510-0532. SUBSCRIPTIONS: U.S. $29.95 for 1 yr. (13 issues) CANADA add $10.00 per year for surface; other countries 
add $ 15.00 per yi. for surface; A.I add $30.00 per yr. for Airmail. All subscriptions outside the U.S. must be pre-paid in U.S. funds-by International 
Money Order, checks draw fron- o bank located in the USA Visa, Master Card or American Express. Back-issues $5. Printed in -he U.S.A. 



THE YAMAHA O3D IS THE MOST COMPACT SURROUND SOUND MIXER ON THE PLANET WITH A COMPLETE AUTOMATION PACKAG^ 
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HOW MUCH MIXER DO YOU NEED? 

YAMAHA 

Yamaha Corporation of America • 6600 Orangethorpe Avenue • Buena Park, CA 90620 • 714-522-9000 • Yamaha PA Web Site - www.yamaha.com/proaudio 

¿2000 Yamaha Corporation of America. Yamaha is a registered trademark of Yamaha Corporation, www.yamaha.com 
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"Actual uni; is 19" wide and will not fit in your computer drive bay. 
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Mb HASE LOW CUT 

Upgrade Your 

24-bit, 96kHz 

Tube Pre 

all standard. The 386 also features our own TSE 

Introducing the world's first professional tube mic pre 

with dbx?s proprietary Type IV™ conversion using the latest high-end A/D converters 

technology, which preserves the qualities of analog so you can take your signal straight 

to your desktop without sacrificing warmth. And taking the signal straight to your 

digital work station also means you no longer have to buy a separate converter box or 

rely on your sound card converters. 

So, what else have we packed into the 386? For starters it includes features you 

would demand from a high-end mic pre such as: 

• +48V phantom power 
• 235V tube plate voltage 
• Phase invert switch, and low cut filtering 
• Selectable sampling rates of 44.1 kHz, 48 kHz, 88.2 kHz, or 96 kHz 
• Selectable dithering and noise shaping 
• Separate analog and digital output controls 
• I 2 segment LED meter for monitoring your analog or digital levels 
• Convenient front panel instrument input jack 
• Rear Panel mic and line inputs and outputs, word clock sync input 
and output, and both AES/EBU and S/PDIF outputs 

How much would you expect to pay for a mic pre with all these features? A 

thousand? Eight hundred? Less than six hundred? You're getting warmer 

Visit www.dbxpro.com to find out how you can upgrade your home workstation to 

96kHz for under six hundred bucks (and while you’re there register to win some free stuff). 

dbx 
PROFESSIONAL PRODUCTS 

H A Harman International Company 

www.dbxpro.com 
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From the Editor 
What a thrill! After ten years as a loyal reader of EQ, I find myself sit¬ 
ting down as the editor of the magazine and composing my first “From 
the Editor” letter. How did I come to this pass? Mainly by spending the 
majority of my life making music in front of and behind mixing 
consoles. But also by working in pro audio retail and as a MIDI/audio 
consultant; by teaching myriad lessons, classes, and seminars on mu-
sic/audio topics; and by serving as the senior technical editor at EQ’s 
sister magazine, Keyboard. All of which brings me here, to Manhattan, 
unbelievably excited to take the helm at EQ as it launches into decade 
two of its life. (Forgive me if I look a bit thrashed. In addition to be¬ 
ing excited, I’m currently crashing in an empty apartment on an air 
mattress — let’s hope the moving company I chose eventually finds 
New York City. NYC is east of San Francisco, guys!) 

So what kinds of cool things are you going to see headed your way 
from EQ under my direction? Sorry, can’t give away everything right now 
— that would spoil the surprise — but stay tuned, there’s going to be 
some great stuff coming down the pike in the near future. You can trust 
in one thing: I won’t be fixing what’s not broken. EQ will remain the pre¬ 
mier source for project recording coverage. 

And remember that EQ doesn’t stop with the glossy pages you’re 
holding in your hot little hands. The EQ Web site, www.eqmag.com . will 
be ramping up to new levels as well. Want an example? In last month’s 
issue, EQ announced the launch of Roger Nichols’s Digital Audio On¬ 
line Forum. But it doesn’t stop there; I’ll be keeping him company with 
an online version of the magazine’s EQ&A question-and-answer column, 
and we’ve secured the services of two gentlemen you might recognize 
from the zillion or so top-notch projects they’ve participated in: Ed 
Cherney and George Massenburg. Ed's forum will be covering topics re¬ 
lated to producing, while George’s forum will field questions on record¬ 
ing. Web sites are appearing almost daily claiming to be the source for 
recording information. I think you’ll agree that with Roger, Ed, and 
George at the ready to answer your questions, EQ’s site has taken a huge 
leap into the online leadership position. So with three industry giants 
signed up, are we resting on our laurels? Nope — we’re nowhere near 
tapped out. Visit the site often, more coolness is looming.... 

Speaking of the Web, the Music Players Network site is now online 
(www.musicplayersnetwork.com). As announced in these pages re¬ 
cently, MPN combines and provides access to the resources of Gig, Bass 
Player, Guitar Player, Keyboard, and EQ magazines. EQ’s own Craig 
Anderton is heading up the project. Definitely check it out. 

Finally, remember that when it’s all said and done, EQ belongs to 
you, the project recording community. I’m really just the caretaker. To 
that end, you’ll find my direct e-mail address at the end of this and each 
future “From the Editor.” Don’t be shy about sending me your com¬ 
ments and suggestions — I want to know what you think. While I won’t 
be able to reply to every message, trust that each one will be read and 
considered. 

—Mitch Gallagher 
gallagher@psn.com 
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Apogee Digital. 
THE BEST SOUND WE CAN GET.” 

Photo: R.N'eilson/H. Widick 

Eight channels of the highest quality conversion. 
Multiple optional interfaces including Pro Tools, 
ADAT, TDIR SDIF-II, SSL, AES/EBU. Optional video sync. 
And an incredible sound. At your authorized dealer. 

Apogee’s AD-8OOO. 
Enhanced AD-8OOO Special Edition also available. 

“I’M REAL EXCITED TO HAVE THE AD-SOOOS 

HOOKED DIRECTLY INTO THE MAC TO USE WITH 

Pro Tools. We’re getting the best sound 
WE CAN GET FOR THE TRACKS ON THE NEW 

Béla Fleck and the Flecktones album.’’ 

Engineer RICHARD BATTAGLIA and virtuoso 

instrumentalist/producer BÉLA FLECK chose 

Apogee AD-8000 Special Edition units to 

complete Fleck's extensive Pro Tools system. 

<4 

Pro Tools is a registered trademark of Avid Technology, Inc. CIRCLE 5 ON FREE INFO CARD 

ROSETTA 2-CH A/D 
44.1/48 & 44.1-96 kHz 

PSX-100 2-CHANNEL 
96 kHz A/D-D/A 

MEDIA 8> CABLE 
PRODUCTS 

Apogee Electronics Corporation, 3145 Donald Douglas Loop South, Santa Monica, California 90405-3210, USA. 
Tel: +1 310/915-1000 Fax: +1 310/391-6262. Email: info@apogeedigital.com. See our Web site for full details and local dealer info. 



LETTERS TO EQ 

MAN WITH A PLAN 
In response to Martin Polon and his arti¬ 
cle "Time to Add a Room” IFebruary 2000|: 

As someone who has built and 
managed my share of studios, I would 
suggest that your readers first consider 
the three P’s: Power, Parking, and 
Plumbing. Martin addressed the power, 
but, here in L.A., parking can be a ma¬ 
jor hassle for even some of the finest fa¬ 
cilities. Before you expand, make sure 
you have adequate parking for the ad¬ 
ditional automobiles. A studio can fill up 
with bodies even in a single-room fa¬ 
cility; you add another room you might 
need another rest room. Also don’t 
forget to budget for more air condi¬ 
tioning. It is all so glamorous... 

Jeffrey Sherman 
Santa Monica, CA 

SUPPORT GROUPS 
Thanks for the January 2000 editorial, 
“Who’s Really Paying,” which recog¬ 
nizes the plight of overworked, under¬ 
paid salespeople in the music equip¬ 
ment industry. I have been there and 
done that, and can attest to the struggle 
of working in a music store and dealing 
with customers who would grind away 
at my sales commission. 

However, I found most of your edi¬ 
torial unrealistic given today’s advanced 
technology market. If 1 had a piece of gear 
lock-up, the last person I would call is my 
salesperson. First, I would call the facto¬ 
ry to get the answer to my question and 
to find out why this crucial information 
was not included in the manual. If they 
could not help me, I would go to where 
the real experts are — to the users 
groups on the Internet. These are people 
using the gear constantly with a real pas¬ 
sion for knowing their equipment. Fac¬ 
tory personnel build and service the 
gear, music stores sell the gear, but user 
groups actually use the gear! 

Why would we expect a salesperson 
to know an obscure function in a reverb 
unit? There must be 50 reverbs on the 
market now, and new units are appearing 
each time the industry holds a tradeshow. 
If my car fails, I call the service center at 
the car dealership. If my VCR breaks, I take 
it to the customer help desk at the elec¬ 
tronics store. Why do we expect sales¬ 
people in our industry to be any different? 
By definition, a salesperson’s job is to sell 
gear. That is their area of expertise. Let us 
not burden them by adding tasks that are 
not part of their job description. 

1 o 

I think we should let go of the old 
model of salesperson as dealer, buddy, 
and gear guru. If you want to buy a 
piece of gear, talk to a salesperson. If 
you want personal access to a knowl¬ 
edgeable pro, there are people who can 
help you out, but do not confuse these 
two different occupations. Just think 
how long it takes you to learn a piece of 
equipment inside and out, then multi¬ 
ply that times the products on display 
at this year's NAMM show! 

By the way, if you do find a store 
with a genuinely helpful, knowledgeable 
staff, then by all means patronize that 
store regularly. And take your favorite 
salesperson to lunch sometimes! They 
are a rare find and a dying breed in to¬ 
day’s market. 

Wayne Scott Joness 
Culver City, CA 

BARGAIN HUNTER I 
Regarding the EQ editorial in the Janu¬ 
ary issue: What is this guy thinking? He 
wants us to not negotiate the lowest 
price possible on equipment just in case 
we might need further help in the future 
from the clerk who sold it to us. Since he 
appears to not know musicians’ eco¬ 
nomic status very well, here’s a clue: 
Players have not had a cost of living raise 
in 20 years! Many live music venues are 
dying (or are already dead), draining our 
income further. If we ¡cere willing to pay 
extra, there’s no guarantee the money 
would go in the salesman’s pocket. If 
one needs answers not found in the 
product manual, there are helpful Web 
sites for most major companies that pro¬ 
vide technical help. Whose side is he on? 

Steven Beasley 
Songsafe Studio 
North Hills, CA 

BARGAIN HUNTER II 
Regarding Steve La Cerra’s editorial, 
"Who’s Really Paying" [January 2000|: 

1 am sorry, but after I pay my rent, 
bills, food, etc., I don’t have the luxury 
of paying a “few bucks more” for gear. 
Recently, when shopping for a micro¬ 
phone, 1 found the difference in price to 
be $75. If I can save $75,1 am going to do 
it! There are so many places to buy gear 
now that we have the option of getting 
that good deal, and I find nothing 
wrong with that. 

Chuck Ryals 
via Internet 

PAY TO PLAY 
I usually skip past the editorials and go 
right into the features and reviews. But 
the editorial “Who’s Really Paying” in 
the January issue caught my attention. 
I work in music retail, and everything 
you said rings true. I can't speak for all 
salesmen, but, for me, this is quite lit¬ 
erally my day gig. I'm in this line of work 
because it keeps me close to music when 
music alone won’t pay the bills. When 
guys beat me up on price, it affects my 
income. The less income I have, the less 
gear I can buy! It’s a vicious cycle. 

Scott Harnish 
Halifax, Nova Scotia, Canada 

CABLE GUY 
Since most of us have a lot of expensive 
equipment that can be easily and quick¬ 
ly moved. It is important to remember that 
there are plenty of unscrupulous individ¬ 
uals around who have sadly replaced the 
Godly words, “Thou shalt not steal,” with 
the greedy words, “Thou shalt not get 
caught when stealing other peoples stuff.” 

With this in mind, I was pleased to 
learn that the Kensington Master Lock 
Security cable that I purchased for my 
Apple PowerBook (about $40 at a com¬ 
puter store) can also be used to secure 
other portable gear without a built-in 
slot for the lock. The package included 
a security slot that can be bonded, us¬ 
ing the included glue, to a piece of 
equipment and then locked to the in¬ 
cluded 6-foot cable. 

This is a great way to reduce the 
theft of computers, peripherals, mixers, 
and other portable gear. For more in¬ 
formation, the fax number is 415-572-
9675 and the Web address is www. 
Kensington.com . 

My response to crime: preach hon¬ 
esty and protect with locks. 

John Hotvell 
via Internet 

WRITE TO US 
Send your letters to: 

EQ Magazine • Editorial Offices 
6 Manhasset Ave. 

Port Washington, NY 11050 
Fax: 516-767-1745 

E-mail: EQMagazine@aol.com 
Web: www.eqmag.com 
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MASSIVE PASSIVE STEREO TUBE EQ 

A PICTURE IS WORTH A THOUSAND WORDS... 
Perhaps, but would photographs of our 

Variable Mu or VOXBOX have created their 
successes alone? 
You have to hear this gear. You have to use 
this gear. Put your hands on the knobs and 
crank 'em. 
Engineers who have already gotten hold of 
the MASSIVE PASSIVE have told us: “Why 
does it make everything sound so much 
better?”, “It’s organic and orgasmic.”, “It’s a 
f%#king powerhouse.”, “It’s unlike any other 
EQ.”, “This is IT. The sound I’ve always dreamt of 

Craig ‘HUTCH’ Hutchison designed these 

monsters... The MASSIVE PASSIVE 
is a two channel, four band equalizer, 
with additional high pass and low pass 
filters. “Passive” refers to the tone 
shaping part of this clever new EQ 
design not using any active circuitry. 
Only metal film resistors, film 
capacitors and hand-wound inductors 
sculpt the sound, kinda like a Pultec EQ 

on hyper-steroids. Super-beefy, hugely-
high-headroom Manley all-tube make-up 

gain amplifiers deliver your tunes into the 

but couldn’t ever get until now.” 

GOT THE PICTURE? 

next realm. You’ll need to experience this. 

Contact us for your nearest authorized MANLEY dealer. 

MANLEY MANLEY LABORATORIES, INC. 
13880 MAGNOLIA AVE. 
CHINO. CA. 91710 USA 
TEL: ( 909) 627 -425 4 
FAX: (909) 628-2482 
emanley@manleylabs.com 
http://www.manleylabs.com 
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E Q & A QUESTIONS & ANSWERS 

MASTERING MISHAPS 

Q I have a pretty nice home setup; 
my problem is that projects leave 

here sounding great, but when they go to 
a mastering house, even though they 
sound more "radio ready, ” it seems that 
the low-end punch is gone. They're using 
Sonic Solutions and Manley tube gear, so 
I don’t want to blame equipment. Do you 
think the master engineer is getting 
compressor happy? What to do? 

Also, I’m thinking of getting a pro¬ 
gram for my computer so I can do basic 
mastering on my own. I have a PC 300 
MHz, so I could use this, or I have an old 
Mac with Opcode Vision. I was thinking 
of getting a new Mac and updating Vi¬ 
sion, which has basic mastering in it. 
Please advise me as to what would be the 
most cost-effective solution. 

Mark Maier 
via Internet 

A Bass takes up a lot of spectral en¬ 
ergy. It could be that the mastering 

engineer is trading off less bass in order 
to get more level onto the CD. Or, it could 
be that by boosting the highs, the bass 
seems less prominent. Sometimes I’ll nar¬ 
rowly boost one “magic” bass frequency 
(the exact frequency depends on the 
song, try between 50 and 130 Hz) to give 
more bass presence without boosting the 
entire bass range. Another option is to use 
multiband compression and compress 
just the bass so it has a higher apparent 
level. Bass is very tricky to get right; talk 
with your mastering engineer and see if 

any of the above solutions make sense in 
your particular application. 

As to mastering at home, the PC has 
some excellent mastering-oriented pro¬ 
grams available such as Steinberg Wave¬ 
Lab, Sonic Foundry Sound Forge, or 
even the extremely cost-effective Syn-
trillium Systems Cool Edit. For the Mac, 
try BIAS Peak and/or TC Works Spark 
(Sound Designer and Alchemy, two 
mainstays for Mac mastering for many 
years, are no longer really current). 
Also, a program called T-RackS (available 
for Mac or PC) provides more of a vin-
tage/tube mastering vibe. A 300 MHz PC 
with suitable RAM should be enough to 
run your mastering software and a cou¬ 
ple plug-ins. Speaking of which, check 
out Steinberg’s Mastering Edition set of 
plug-ins, which are optimized for mas¬ 
tering, and Sonic Foundry’s XFX series. 
Both have become workhorses in my 
Windows-oriented mastering suite. 

Craig Anderton 
Technology Editor 

EQ Magazine 

MOVING ON UP 

Q I am recording classical guitar in a 
quiet basement room. IhaveanAKG 

3000 and a Shure SM81 connected to a 
Yamaha ProMix 01V connected via Light¬ 
pipe to a blackface ADAT. I find it difficult 
to get enough gain before hearing the noise 
floor monitoring the 01 Vs headphone out¬ 
put. lean close-mic the guitar, but I'd like to 
move the mies back to arm 's length. At that 
distance, Ifi nd I have to do everything I can 

to get the ADA T LEDs close to-18 dB on av¬ 
erage. That includes slamming the channel 
levels and even using the 01 Vs compressors 
just to get some extra "makeup"gain. 
Should my next investment be: 
1. More sensitive mies (Neumann 
KM 184’s) 
2. Quieter mies (Neumann TLM 103’s) 
3. Outboard preamp (Great River) 
4. Balanced power (Equi=Tech) 
My goal is clean and quiet. Can you rec¬ 
ommend an upgrade plan? 

Kip 
via Internet 

AI think the AKG 3000 is pretty quiet 
to begin with, so you would proba¬ 

bly get the most noise improvement from 
going to an outboard preamp. But it does 
seem a little strange that you can’t get 
enough gain out of the pres in the 01V, so 
make sure you don’t have any pads en¬ 
gaged in the mies. Going to KM 184's would 
help with the overall gain of your signal 
path, since they are a little more sensitive 
than the 3000’s, and it’s hard to argue with 
the sound of a Neumann mic. As far as out¬ 
board preamps are concerned, I’ve never 
reviewed the Great River product line, but 
I understand that they’re quite good. If you 
have the bucks and want to up the social 
status of your studio a notch, check out the 
Millennium Media HV-3 preamp. I think it 
could be the greatest-sounding mic pre on 
earth, and it’s not really that much money. 

Mike Sokol 
IMS Productions, Inc. 
jmsokol@intrepid.net 

www.soundav.com 

BOARD 
Online Studio Community 
WWW.EQMAG.COM 

FEATURING: Roger Nichols • George Massenburg • Ed Cherney 
Get your questions answered by those who know. Tal k with your peers, log on Today. 
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What’s HOT? 
• The ultimate 24/96 CD mas¬ 

tering and archiving device 

with 3.2gig nard drive $1699 

MACKIE HDR 24/96 

• The ultimate 24/96 hard disk 

multitrack has landed1 64996 

TASCAM DA 78HR 

• 24-bit. long-play, 8-track 

recording, and low price S3i99 

KORG TRITON 

II III II III II III II III II III 
• Pure sone power! Comes 

packed with 64-voice polypn-

ony, and 6 outputs! 69799 

DIGI001 

ROLAND VSR-880 

MACKIE MIXERS 

MACKIE HR824 

• Affordable Pro Tools interface 

w/ 8 channels of 24-bit analog 

1/0,2 mic pres. &ADAT I/O 6996 

24-bit. 8-track* 128 Virtual 

Tracks* 24-bit A/D/A* 12 

inputs outputs • R-BUS 6^795 

• The J 

complete i 

line of 

world-class 

Macke analog mixers is in stock 

and ready to ship to your door! 

• Accu¬ 

rate pow¬ 

ered 

monitors 

that perform 

like pros! Excellent 

response and they're loud! 6749 

• Knockout 24-bit. 24-track 

recordei w/ 9gig hard drive, 

and optonal digital I/O. 69999 

M0TD24I 

TC ELECTRONIC M*ONE 
«n 

• 20 incredible effects, up to 

200 presets, analog-style user 

interface. 1/4" jacks. S/PDIF 

digital I/O, Dual-engine tech¬ 

nology. and 24-bit A/D/A! 6699 

DIGITAL PERFORMER 

• Upgrade to 

Digital Per¬ 

former, for pro r 

sequencing « 

• Modular digital mixing with 

tremendous I/O flexibility! 

DIGIDESIGNPR0T00LSI24MIX 
The Pro Toolsl24 Mix Plus 
2-card system thunders 
across the audio production 
tools landscape like a ram¬ 
paging diplodocus. With Pro 
Toolsl24 Mix Plus you can 
pretty much do everything

and anything right there at your workstation— 
compose, record, edit, mix the entire album or 
soundtrack without the need for extra DSP cards 
or an expansion chassis. Push your digital work¬ 
station into uncharted territory with Pro Toolsl24 
Mix Plus! $7995 

TOOLS 

IV^hat gear will you hear on tomorrow's top hit records? You can find 
W it today at Sweetwater You can choose from thousands of prod¬ 

ucts for studio and stage: amazing mixers, marvelous microphones, fine 
guitars, out-of-this-world keyboards, and much more*. When Sweetwater 
delivers direct-to-your-door. you receive far more than just a great price. 
Your personal Sales Engineer will help you make the best choice for your 
music, the first time. Our ace Tech Support team is at your service—free 
of charge! And we can express ship to your studio, so you get your new 
gear fast, while it's still hot! We strive to offer you the best selection, the 
greatest convenience, the best support, and to make shopping for gear 
fun again! We're proud that our efforts have made Sweetwater the lead¬ 
ing direct retailer of music technology products and earned us the trust 
and loyalty of over 200,000 music lovers all over the world. 

*This ad contains Retail prices only. To get real selling prices, call us, e-mail us. or visit our Web site at: www.sweetwater.com 

music technology direct (800) 222-4700 
(219) 432-8176 • Fax (219) 432-1758 • www.sweetwater.com • sales@sweetwater.com • 5335 Bass Road, Fort Wayne, IN 46808 
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E Q & A QUESTIONS & ANSWERS 

For Discount Gear, 

Click Here! 

FREE CATALOG! 
Order online 

or call 800-776-5173 and 
give this code: 125-0003 
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COMMUNICATION BREAKDOWN 

Q I am a professional musician in 
the Latin Field. I use mainly a lap¬ 

top for most of my stuff, and I recently 
purchased a PowerBook G3, 400 MHz 
with a USB port. My MIDI interface is an 
Opcode Studio 4 with exclusively serial 
connectors, which, of course, the Power-
Book doesn’t have. Is there a commer¬ 
cially available solution to get these two 
to talk to each other? 

Jose Cancela 
via Internet 

A If you have an iMac or desktop 
G3/G4, go to www.geethree.com 

for info on their Stealth port. It inserts 
in the modem card slot (you’ll have to 
take out any existing modem), and pro¬ 
vides a suitable serial connection known 
to work with the Opcode interfaces. 
However, laptops are a different issue; 
although USB-to-serial adapters are 
available, they reportedly do not work 
well for MIDI. You’ll probably need to 
bite the bullet and get a USB MIDI in¬ 
terface such as those available from 
Emagic, Mark of the Unicorn, and 
MIDIMAN. 

Craig Anderton 
Technology Editor 

EQ Magazine 

FOR A FEW BITS LESS 

Q Where might I find info on the 
process of converting 24-bit audio 

waves to 20- or 16-bit (digitally). I’ve re¬ 
ceived Cakewalk 24-bit audio files and 
wish to import them into our Fostex 
D-160 20-bit hard-disk recorder. We’re 
not quite set up for PC mastering yet, as 
our D-l 60 is quite at home with our ana¬ 
log gear. I’m under the impression we 
need to go through a sample-rate con¬ 
version. Am I wrong? 

Bob 
via Internet 

A Sample-rate conversion is only 
needed if the files were recorded 

at something other than 44.1 kHz (for in¬ 
stance, if your final destination is audio 
CD and your file is 48 kHz). If you have 
higher-bit resolution files (20 or 24 
bits), and you're transferring the signal 
digitally via S/PDIF or AES/EBU, then 
the receiving device will automatically 
truncate the LSB (Least Significant Bits) 
that it can’t use. So if you send a 20-bit 
data stream to a DAT recorder, it will 
end up as 16 bits on tape. Truncation is 

the least effective way to down-convert 
24- or 20-bit data to 16 bits, since all in¬ 
formation beyond 16 bits is effectively 
thrown away. 

There are algorithms that do some¬ 
thing called dithering, which is a 
process that adds a low-level noise sig¬ 
nal into the data stream. This will allow 
high-resolution audio information from 
a 20- or 24-bit file that would be lost in 
truncation to 16 bits to be audible in the 
final soundfile. But dithering is a bit of 
an art, and must be evaluated for each 
type of music and/or signal chain. Pro¬ 
grams like Sonic Foundry and consoles 
like the Panasonic DA-7 both have 
dithering options that allow you to ac¬ 
complish this. 

Mike Sokol 
JMS Productions Inc. 
jmsokol@intrepid.net 

www.soundav.com 

ADDING EXCITEMENT 

Q l've been waiting a long time for 
Craig Anderton’s article like “The 

Mixing Protocol" in the January 2000 is¬ 
sue. Kudos. Here’s a question: So after 
you have what you think is a great mix 
that you carry around and play over 
various systems, why would something 
like an Aphex Aural Exciter be used? 
And how? 

Dave 
via Internet 

A The Aphex Aural Exciter is a child of 
the days of analog tape, where (lit¬ 

erally) every time you played the tape, there 
would be a bit of treble loss. The Aphex 
helped make up for that, and restored some 
of the “sparkle” lost during the recording 
process. However, despite this being the 
digital age, the Aural Exciter is by no means 
obsolete. Although I wouldn’t really rec¬ 
ommend it for processing your stereo mas¬ 
ter (if your productions lack sparkle, track 
down the real reason why this happens 
rather than trying to apply a “fix”), I find it 
very useful on individual tracks, especial¬ 
ly samples with low sampling rates, analog 
synths (which often have a limited high-
frequency response), vocals, certain 
acoustic instruments, etc. The Aural Exciter 
is very helpful for blending analog sounds 
with brighter, “sparkly” digital sounds, 
allowing them to co-exist in a more har¬ 
monious manner. 

Craig Anderton 
Technology Editor 

EQ Magazine 
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EXACTLY 

CIRC 31 ON FREE INFO CARD 

Smart (Technology 

COPIES ALL CURRENT CD FORMATS 
AUDIO FORMATTED CDS & DATA FORMATTED CDS 

Easi-AUDIO / Easi-DAT 
DISTINCTIVE IMPORT OPTIONS 

FOR PRO AUDIO USERS 

SMARTDRIVE CONFIGURATIONS 
RANGING FROM 2 TO 16 DRIVES 

400 Eagleview Blvd. 
Exton, PA, USA 19341 
Phone: 610-458-9200 

Fax: 610-458-9554 
Toll Free (USA): 800-220-1215 

email: info@mediaform.com 
web: http://www.mediaform.com 

AUTO FORMAT DETECTION 
MAKING DUPLICATION SIMPLE AS 

USING A PHOTO-COPIER 

STANDALONE SYSTEMS 
NO PCS NECESSARY TO 

OPERATE ENSURING 
RELIABILITY AND EASE 

PRO SERIES MANUAL TOWERS 
FULLY AUTOMATED STANDALONE SYSTEMS 

cdDIRECTOR NETWORKED SYSTEMS 

CD-DUPLICATION 



HOW TO SOUND BETTER 
WITHOOT HAVING TO REHEARSE MORE 

‘Could I hare more of me hi the monitor and “/ loaded in. YOC load out." are trademarks of being musician-. Neus flash: P.D. the Corporate ( hihuahua just celebrated her eleventh birthdayl 
02000 Mackie Ik signs Inc. All Rights Reserved. "Mackie.’'and the Running* Man figure are registered trademarks of Mackie Designs. Inc. EMAC. FR Series and 



THE CFX/SRM430 COMBO 
UITIMATEPERFORMANCEÍCONVENIENCE. 
It’s easy to transport, simple to set up and it delivers a level of accu¬ 
racy that's never before been pos¬ 

sible with a compact sound system. 
Just plug a CFX* 12, CFX* 16 or 
CFX*20 mic/line mixer into a pair 
of active SRM450s, the first sound 
reinforcment loudspeaker accurate 
enough to sound like a studio moni¬ 
tor. Only way WAY louder. 
The first effects mixers you 

won’t be embarassed to be heard 
in public with. Our CFX Series™ 

start with a typically feature-laden 
low-noise high-headroom Mackie 

mixer design.. .and then add ultra-

realistic EMAC™ 32-bit digital 
effects, derived from our Digital 
8*Bus recording console. Plus a lav¬ 

ishly over-engineered 9-band stereo 
graphic EQ that doesn’t degrade 

sound quality the way cheap ones do. 
CFX Series mixers are easy for 

non-technoids to set up and use, 
yet are packed with features sea¬ 
soned pros appreciate, such as 
3-band EQ with sweepable mid¬ 

range, variable effects parame¬ 
ters, and a way-cool Break Switch 
that mutes all channels and automat- with crisp, clean treble, sweet 

The highest fidelity 

compact SR system 

available today. Just add 

mies, instruments, stands 

and a modicum of talent. 

ically switches to tape input (which 
has its own level control, no less). 

natural midrange and loads of tight, 

low bass. Second, they’re capable of 

CFX SERIES MIXERS INCLUDE: 
True 4-bus design 
16 built-in 32-bit EMAC™ 
effects, each with two 
variable parameters 
9-band stereo graphic EQ 
3-band EQ with swept mid 
on channels with mic inputs 
4-band fixed EQ on 
stereo line channels 
60mm log-taper faders 
2 Aux sends (AFL/PFL) + 
internal and external EFX 
level controls on each ch. 

EFX 2 (INT) RETURN MASTERS 

Extra utility output with level control 
75Hz subwoofer crossover with XLR output 
Level-setting LEDs on all mic channels 
18dB/oct low-cut filters on all mic channels 
BNC lamp socket & EFX footswitch jack 

CFX«12 12 total channels • 4 buses 
• 8 mic/line channels • 2 stereo line-level 
channels • 8 channel inserts 
CFX-16 16 total channels • 4 buses 
• 12 mic/line channels • 2 stereo line-level 
channels • 12 channel inserts 

CFX-20 20 total channels • 4 buses 
• 16 mic/line channels • 2 steieo line-level 
channels • 16 channel inserts 

Active accuracy: 
better than pow¬ 

ered; way better 
than passive. Our 

SRM450 active speak 
ers are re-defining 
“small” PA sound 
performance. First 
and foremost, they’re 
incredibly accurate 

SRM450 ACTIVE 2 WAY 
SR LOUDSPEAKERS: 

• Transducers servo-coupled to internal 
FR Series™ amplifiers (300 total watts) 

• Built-in electronic crossover + 
time and phase correction circuitry 

• Multi-cell high dispersion horn for 
ultra-wide audience coverage 

• Damped titanium HF transducer 

• 12-inch LF transducer outplays most 
passive 18-inch systems 

• Built-in mic preamp with level setting 
control & LED + line input 

• Contour EQ and remote turn-on feature 

• Rugged trapezoidal cabinet with three 
balanced handies for easy transport 

CIRCLE 28 ON FREE INFO CARD 

awesome output without a hint of 

distortion. And finally, SRM450s have 

ultra-wide, even dispersion at all 
frequencies...so everyone hears the 

same great sound. 
The reason? Custom-transducers 

that we make ourselves, a unique 

multi-cell aperture horn design, true 
active servo-coupling between trans¬ 
ducers and internal FR Series™ high-

current amps.. .and electronic time 
and phase correction. 

Call us or visit our web site for 

more info. Better yet, hear (and buy) 
the unbeatable CFX/SRM450 combi¬ 
nation at your nearest Mackie dealer. 

If you’re a good musician, you’ll 
sound better. If you’re an OK musi¬ 
cian, at least those wrong notes will 
be really loud and really clear. 

& 

www.mackiexoiMOO/258 6883 
Matt hMa 1» a 

RrnnlimlM. ibly. 
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Recording Legend Roy Segal 
of Fantasy Studios Retires 
After more than a half century in pro¬ 
fessional audio, Roy Segal recently 
stepped down as the head of Fantasy Stu¬ 
dios and the Saul Zaentz Film Center in 
Berkeley, CA. Over the course of his ca¬ 
reer, Segal engineered hit records, over¬ 
saw the construction of world-class 
facilities, managed a small empire, and 
watched the Academy Awards roll in — 
mostly from behind the scenes, as he 
preferred it. 

“Roy Segal is one of a kind; he’s re¬ 
spected and trusted by everyone he works 

with, including filmmakers, editors, mu¬ 
sicians, and engineers,” says film produc¬ 
er and president of Fantasy, Saul Zaentz. 
"He’s been with us for20 years, looking af¬ 
ter Fantasy Studios and the [Saul Zaentz] 
Film Center. Under Roy’s leadership, the 
crews working at the Film Center have won 
many Academy Awards. Santana's ac¬ 
claimed Supernatural album was record¬ 
ed and mixed in Fantasy Studios. Our fa¬ 
cilities and the talented people who work 
here have all benefited greatly from Roy’s 
guidance. We are all going to miss him.” 

Born in Brooklyn, Segal 
got his first job in 1949 as a 
member of Local 1212 1BEW, 
installing the telecom systems 
and running PA for the United 
Nations (first at New Hyde 
Park, then at the "new” building 
in Manhattan). In the mid-
1950s, he left the UN for Co¬ 
lumbia Records, where he 
worked on hundreds of album 
projects as an editor. There, he 
was mentored by Don Paluse 
(later of Berklee College of Mu¬ 
sic) and soon worked his way 
up to engineer. 

By the 1960s, Segal was 
recording with the likes of Big 
Brother & the Holding Compa¬ 
ny, Sly & the Family Stone, and 
Laura Nyro. Segal left New York 
in 1970 and headed to San Fran¬ 
cisco, where Columbia head 
Clive Davis wanted a studio to 
support the spate of Bay Area 
acts he had signed. Segal helped 
equip and manage the studios 
(later to become the legendary 
Automatt), and he engineered 
for Poco, Redbone, Doctor 

Dreamhire Announces 
pro Audio Services 

Dreamhire,the world’s largest pro au¬ 
dio rental house, has introduced 
Dreamhire Professional Audio Ser¬ 
vices, which offers state-of-the-art pre¬ 
mastering and mastering, inter- and 
intra-format transfers, archiving, audio 
restoration, tape restoration, digital 
editing, tape editing, tape copying, 
and CD duplication. “There are other 
places out there who are just doing 
transfers, but we can really do it all! It’s 
the natural evolution of meeting the de¬ 
mands of our high-end clientele,” says 
Dave Olivier, sales and marketing man¬ 
ager in Dreamhire’s NYC office. 

All Pro Audio Services will be per¬ 
formed in their studios with top-notch en¬ 
gineers and equipment such as SSL, Sony 
3348HR and PCM 9000, Genex GX8500, 
Studer A827, Sontec EQs, Sonic Solutions, 
Weiss EQs and compression, des con¬ 
verters, and Pro Tools. 

Call Dreamhire Professional Au¬ 
dio Services at 212-691-5544 or 800-
234-7536 for rates and scheduling. 

Room with a 
VU Correction 

In the February issue’s Room with a 
VU on Sabella Recording Studios, 
the Web site was listed incorrectly. 
The correct URL is www.sabella 

Hook, and the Grateful Dead, among 
many others. Columbia closed the stu¬ 
dios in 1977, and, for three years, Segal 
worked as an independent engineer. 

In 1980, Segal was hired by Fantasy 
Studios to take the new recording facility 
from an in-house production facility to a 
commercial enterprise. Two years later, he 
was asked to run the film division also. In 
his first two years as head of the Film Cen¬ 
ter, the company walked away with two 
Best Sound Oscars [The Right Stuff, 
Amadeus). The Oscars returned to the Film 
Center in 1996 with The English Patient. 

“We are all going to miss Roy,” says 
Steve Shurtz, Film Center general man¬ 
ager. "He kept us on a steady course 
through thick and thin times, through sev¬ 
eral films. Roy has overseen major updates 
and constant upgrades, while managing 
the staff professionally and with heart.” 

Segal plans to work on his golf 
game. 
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The Focusrite Studio Console — custom built for a few discerning 
studio owners, like Allen Sides of Ocean Way, Hollywood. 

A unique sound, contributing to countless 
gold and platinum recordings. 

The Studio Console was based on the ISA110 Microphone 
Preamp and EQ module, originally commissioned in 1987 

by George Martin for Air Studios, London, to extend 
his custom Neve console. 

Now you too can own a piece of recording history, 
the ISA110 Limited Edition. All we have added is the 

19” rackmount case and integral power supply. 
The rest is pure history. 

The Focusrite ISA110 Limited Edition. 
An appreciating asset. 

SPECIAL MILLENNIUM PRICE! 
PRODUCED IN THE UK BY DISTRIBUTED IN NOR H AMERICA BY 

, « www.dieidesign.com 

rocusnte 1 VA ll.M 1 LV $2,000srp 
* Available singly or as consecutive pairs. 

1.800.333.2137, code 567 
CIRCLE 17 ON FREE INFO CARD 
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Eddie Kramer Talks at SAE 
For four days in December, legendary pro¬ 
ducer/engineer Eddie Kramer was a visitor 
to the New York campus of the SAF. Institute 
ofTechnology. Kramer, whose name brings 
to mind classic recordings by Jimi Hendrix, 
Led Zeppelin, and the Rolling Stones, 
among many others, conducted a series of 
seminars with senior students. Sessions cov¬ 
ered discussions of recording theory and 
techniques, the music business, and his 
work with the aforementioned artists; 
hands-on preproduction, tracking, and 
mixing; and relationships with record labels. 

“Given the fact that we have an in¬ 
ternational network of 30 schools, it 
does make sense to have big names like 
Eddie Kramer doing workshops," says 
SAE USA senior vice president Marcel 
Gisel. “Not only at one school, but all over 
the world. Currently, we are working on 
a worldwide tour for him. We bring Eu¬ 
ropeans over to America, and Americans 
to Europe and Asia." 

Kramer espoused his philosophies 
and opinions on a multitude of topics in his 
own charismatic style. “Whatever I do," he 

told the students, "is driven by the desire 
to make music sound better." A broad ar¬ 
ray of subjects was covered — the nuts n’ 
bolts of the music business, analog vs. dig¬ 
ital (“thank God for analog tape,” he often 
says), the MP3 audio format (“it sucks”), the 
history of multitracking, and recording tips 
and tricks. The three-hour lecture of Day 
One culminated in a photographic “show 
and tell" with Kramer projecting images he 
shot while in the studio and on location 
with Jimi Hendrix, Robert Plant and Jimmy 
Page of I.ed Zeppelin, Mick Jagger and the 
Rolling Stones, and a symphonic session 
with original Stones guitarist Brian Jones. 

The following day, the students 
were witness to Kramer behind the 
glass — guiding them through an entire 
recording session process, from miking 
and recording a band live in the studio 
to mixdown. “The notion of starting at 
the bottom is tough for some," Kramer 
states, “hut most realize that this is 
where one starts. I love to teach, period! 
And I always learn something new from 
the students." —Christopher Walsh 

Mackie Designs and EAW 
Sign Letter of Intent 
Mackie Designs. Inc. and Eastern 
Acoustic Works, Inc. (EAW) announced 
that they have signed a non-binding let 
ter of intent by which Mackie will pur 
chase all shares of EAW. 

Based in Whitinsville, MA, EAW is 
a high-end professional loudspeaker de¬ 
sign and manufacturing firm. It holds 
leadership positions in both fixed in¬ 
stallation and concert touring markets. 
The company’s products are utilized in 
sound reinforcement systems at major 
stadiums and arenas, performing arts 
centers, churches, clubs, and, more re¬ 
cently, in the custom residential market 

The move unites two of the pro¬ 
fessional audio industry’s most suc¬ 
cessful developers of technology. Both 
sides point out that the arrangement will 
prove highly beneficial to each entity, 
while, at the same time, both companies 
will continue to focus their primary en¬ 
ergies on their respective core markets, 
products, and customer bases. 

M-ONE 
DUAL EFFECTS PROCESSOR 
BEHIND THE EXTERIOR OF THIS COOL REVERB 
- lie more than 20 years of know-how ft experience 
in supplying solutions for demanding audio professionals. 

MHIN FEHTURES 
► 20 incredible TC effects: 

Reverb, Chorus, Tremolo, 
Pitch, Delay, Dynamics... 

► Analog-style User Interface 
► Presets: 100 Factory/100 User 

► Dual-Engine'" design 
► 24 bit A/D-D/A converters 
► S/PDIF digital I/O, 44.1-48kHz 
► 1/4" Jacks - Dual I/O 
► 24 bit internal processing 

SBY Y0Ü WONT TO... 

► Run two of the best sounding Reverbs or other quality 
effects simultaneously, without compromising sound 

► Have more flexibility to create cool quality effects 
► Have instant control of all vital parameters right 

at your fingertips 

► Shortly put: Get right down to the business of making 
music instead of wasting time programming 

YOU MUST CHECK OUT THIS MACHINE INSTANTLY! 

D’TWO 
MULTITAP RHYTHM DELAY 

- SPATIAL - Experience extra wide delay witli a single keystroke 
► PING-PONG - Pick any of five patterns and set the relationship 

Iwlween Panning speed and Delay tempo 

► REVERSE - Reverse Delay with the flick of a key 
► DYNAMIC - Set release time and threshold Io lei the Input signal 

control the level ol Delay - keeping everythin«) nice and tidy 
* CHORUS - Or perhaps you prefer Flanger? Hit one key and 

you've instantly added it to your Delay 
► FILTER - Increase filtering as repeats decay 

OHSED ON THE CLHSSIC TC 2290 DELRY 
- TC introduces direct tap-in of actual rhythmical patterns as 
well as control of exact number of repeats and their duration. 

MHIN FEHTURES 
► Multitap Rhythm Delay 
► Airsolute Repeat Control 
► Up to 10 seconds ol Delay 
► Presets: 50 Factory/100 User 

► 24 bit A/D-D/A converters 
► S/PDIF digital I/O, 44.1-48kHz 
► 1/4” Jacks-Dual I/O 
► 24 trit internal processing 

BIX UNIOUE DIRECT-HCCESS FEHTURES .. 
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Britishaudio.com Launched for Online Production 
Music Needs for Postproduction, Multimedia 
Britishaudio.com recently announced 
the launch of its new online production 
music network, which was created to al¬ 
low users to preview, purchase, and dig¬ 
itally download broadcast/CD-quality 
production music for film, television, 
multimedia, video production, and cor¬ 
porate presentations worldwide. 

With the Liquid Express player, 
end users can save the downloaded mu¬ 
sic directly to multiple editable formats, 
including WAV, AIFF, and Avid/Sound 
Designer II. There is no need to burn a 
CD to use the music. 

Liquid Audio compression tech¬ 
nology provides high-quality audio 
transfers, in addition to accelerated 
download time. Audio selections are en¬ 
crypted for secure transactions and 
digitally watermarked to provide secu¬ 
rity and tracking for copyright and roy¬ 
alty purposes. All music is available on 
a blanket license basis. 

The britishaudio.com music library 

network offers an extensive range of mu¬ 
sic, including full-scale orchestral, jun¬ 
gle and trip hop, Latin, world fusion, 
acid jazz, theatrical, Euro pop, big 
beats, grunge, swing, rock, and country. 

Featuring music composed by 
Emmy- and Grammy-nominated film 
and television composers, rock leg¬ 
ends, and new artists, 
britishaudio.com’s 
credits range from 
Buffy the Vampire Slay¬ 
er, The X Files, The Twi¬ 
light Zone, Matlock, 
Perry Mason, Diagnosis 
Murder, Murder She 
Wrote, The Earthling, 
The Witness, The Ar¬ 
rival, Funny Lady, The 
Night They Raided 
Minskey’s, to Synthetic 
Pleasures. Over 1000 
tracks are available as 
digital downloads with 

over 60 hours of music in standard CD 
format. End users can search the ex¬ 
tensive music library to find their se¬ 
lection of stylistic categories or com¬ 
posers in the search engine at the 
britishaudio.com site. 

For more information, call toll free 
877-744-3472 and visit www .british 

■electronic 

electronic 

MIX 

Delay 

t.c. electronic 
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Digidesign and Rocket Network 
Plan for a Strategic Alliance 
Digidesign and Rocket Network have an¬ 
nounced plans for a technology and strate¬ 
gic partnership that provides Digidesign 
with a significant equity stake in Rocket 
Network and a seat on the Rocket Board of 
Directors. The companies intend to work 
together to develop technologies and ser¬ 
vices that enable Pro Tools users to col¬ 
laborate using Digi Internet studios. 

“Digi believes that the Internet will 
greatly expand collaboration between audio 
pros in completely new and exciting ways,” 
said Dave Froker, president of Digidesign. 
“Our strategic investment in Rocket ensures 
that our customers will have access to the 
world’s best tools and technology for high 
quality collaboration with other Pro Tools 

users — anywhere, anytime.” 
Rocket Network, Inc. is the first and 

only company to provide Internet Record¬ 
ing Studios where audio professionals can 
meet online to collaborate and produce 
original audio from anywhere in the world. 
The company’s technology provides a 
cost-effective and convenient comple¬ 
ment to traditional studios by reducing pro¬ 
duction expenses and increasing creative 
alternatives for professional-quality audio 
in TV, film, radio, music and Web sites. 

Digidesign’s Internet studios will be 
based on an enhanced version of Rock¬ 
et Network’s technology, and enable Pro 
Tools users to enjoy the industry’s rich¬ 
est collaboration experience. 

Massenburg, Cherney to Answer 
Questions on EQ’s Message Boards 
Legendary recording industry luminar¬ 
ies George Massenburg and Ed Cherney 
have joined Roger Nichols in sharing 
some of their vast recording knowledge 
on www.eqmag.com 's message boards. 

You can ask Massenburg anything 
about audio and recording on his “Ask 
George Massenburg” forum. And Ed 
Cherney will troubleshoot all your 
record production concerns on his "Ed 
Cherney: Behind the Big Board” forum. 

And if to you “online” means where 
you’re standing outside of a movie theater, 
we’ve still got you covered. Each issue we’ll 
pull one of the more interesting threads 
and run it here. Remember, if you like what 
you see, log onto www.eqmag.com . 

Thread of the Month: 
Bass Compression with 
George Massenburg 

Yesterday, a friend brought me a 12-track 
tune he recorded and wondered if I 
could do something with the bass. It’s 
very muddy and won’t sit well at all. I’ve 
tried compression (-8 to -11 dB; attack 
60-100 ms; release 20-60 ms; ratio 5:1 to 
13:1) and nothing seems to help. He did¬ 
n’t know which/how many mies were 
used in tracking, but, from the sound, 
I’m guessing that the cabinet was miked 
close and off-center with a dynamic mic 
plus a DI to the board. I’ve tried adding 

EQ in the 400-600 Hz range, plus a little 
around 4 kHz, but it just won’t "work.” 

Doug 
Boston, MA 

The first question I’d ask is, “What do you 
mean by 'work'”? The first thought I’d have 
is that the “problem”’ may be musical 
rather than technical. But, say it’s not... 

In general, this is the way I approach 
EQ’ing bass. First, I listen carefully to 
whether the bass spectra is well "shaped,” 
i.e., whether there is a noticeable “bump" 
in the response (as might come from a less-
than-optimum bass cabinet) or even 
sharper peaks. I’ll correct them by dipping 
with a parametric section or two or three, 
carefully choosing frequency and Q. 

Now, the tricky part: If the bass was 
compressed after it was (perhaps badly) 
EQ’d, then I'll usually compress it again, usu¬ 
ally with one of my compressors, but I'd also 
use a dbx if one of mine wasn’t available. 

Finally, I know of no “magic” fre¬ 
quencies for bass... or anything else for that 
matter. I seldom find anything at 4 kHz on 
a bass track, and would suggest that you 
sweep around to look for where there 
might be something resembling highs. 

George Massenburg 

I assume you’ve checked that the L/R chan¬ 
nels are in phase. This applies to the master 
outs and/or if there is more than one chan-

Congrats to Grammy Winners 
EQ would like to congratulate all the recent 
Grammy winners. It's always great to see 
those behind the board honored, includ¬ 
ing producer Matt Serletic and engineer 
David Thoener who won Grammys for 
their work on Santana’s Supernatural, and 
Al Schmitt, who not only walked away with 
the Best Engineered Album Grammy for 
Diana Krall's When I Look In Your Eyes, but 
also discusses his recording techniques on 
page 44 of this magazine. 

Other winners include Walter Afanasi-
eff (Producer of the Year), Club 69 (Remix¬ 
er of the Year), Markus Heiland (Classical 
Engineered Album), and Adam Abeshouse 
(Classical Producer of the Year). 

nel being used for the bass and its effects. If 
not, getting in phase may allowyou to adjust 
the EQ and get much crisper results. Also, be 
careful to make sure the transients — typi¬ 
cally found around 2.5 kHz are sufficiently 
present. I’ve read and found that these are 
really key to a crisp/present bass line. 

Ken Favata 

Great addition, Ken, and points up some¬ 
thing I missed. If there's any crosstalk 
from the bass into anything else — 
drums, guitar, et. al. — switching the 
phase on the bass channel will change the 
bass sound, sometimes dramatically. 

Another point to be made on the EQ: the 
transients (the pluck, one assumes) will be a 
function of how the string is sounded (pluck 
or slap or whatever, not to mention where on 
the string), what kind of strings, how much 
treble pickup, etc. Doug will perhaps need to 
really crank the mid EQ after tuning for the 
best boost frequency (assuming he’s using a 
parametric). 

George Massenburg 
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Sometimes you create ideas on the fly. Other 

times you work deep in the details. Your 

recording system should allow you to do both 

That’s the idea behind Alesis digital audio 

technology. Link your ADAT and computer, 

and create music exactly the way you want to. 

Use ADAT for recording. The M20",XT20' 

and LX20 ” offer the best way of capturing 
music right as it’s happening...in the studio,on 

stage, anywhere. You can take tapes to other 
studios, or even exchange them with 

collaborators around the world. 

Then, use ADAT/EDIT" to nail the details. It 
has everything you need - software, hardware, 

and cables - for serious computer-based audio 

editing. And with the AI-3 " digital interface, 

you can record straight to hard disk with the 

security of safe, hassle-free archiving on ADAT 

Can an affordable digital audio system offer 

you total creative flexibility? With Alesis, the 

answer is yes. Contact us at www.alesis.com 
or 800-5-ALESIS. Then, combine the power 
of ADAT and hard disk...and get the best of 

both worlds. 

Alesis Digital Audio Technology 
a complete creative system 

System includes: 
• ADAT/PCR card for your PCI-compatible 

Power Mac® or Windows® 95/98 PC 
• Software co-developed by Alesis and Emagic " 
•Optical and sync cables 

SS1AI3 Analog/Digital Interface 
EÊAH 

Alesis Corporation 1633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com/1PEM01 
® Alesis and ADAT are registered trademarks; XT20, LX20. M20, ADAT/EDIT and AI-3 are trademarks of Alesis Corporation. 
Other trademarks are the property of their respective holders. 

XlLESIS 
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FIRST LOOK 

Roland VP-9000Variphase Processor 
Roland provides a 

digital sampler that does 
a whole lot more than 

just sample 

BY STEVE LA CERRA 

Many EQ readers are familiar with the 
age-old problem of sampling an 
acoustic instrument: when you play 
the actual note at which the sample was 
taken, the instrument sounds fine, but 
as you play notes higher and lower than 
the original, the sampled sound suffers 
from the "Mickey Mouse/Darth Vader” 
syndrome — resulting in un-natural 
timbre as well as increased noise. One 
solution has been to multisample an in¬ 
strument, taking many samples of the 
instrument across its range and then as¬ 
signing each sample to a small range of 
MIDI notes in an effort to improve 
sound quality. Unfortunately, this does¬ 
n’t really work when vocals are con¬ 
cerned because, by the time you multi¬ 
sample a lead or background vocal, you 
may as well just have the singer perform 
the parts you need anyway. With the in¬ 
troduction of the VP-9000 VariPhrase 
processor, Roland is on a mission to 
change that. At its most basic level, the 
VP-9000 performs the functions of a dig¬ 
ital sampler, but there’s so much more 
to the unit that “sampler” is really only 
a distant cousin. 

The VP-9000 VariPhrase processor 
lives in a two-space rack chassis hiding 
some pretty impressive processing 
power that allows you to capture audio 
and then alter the pitch, time, and for¬ 
mant of the sound in real time via MIDI, 
all while maintaining the sonic in¬ 
tegrity of the original sound. Audio can 
be pitch-shifted without changing tem¬ 
po or formant, or you can change the 
tempo of a phrase without changing its 
pitch. Perhaps most dramatically, you 
may also change the duration of a par¬ 
ticular note within a phrase or change 
the rhythm of a groove mid-phrase. All 
of these edits may be done nonde-
structively, and then, of course, saved if 
you like the results. 

Before a sound is processed by the 
VP-9000, it must be sampled or “cap¬ 
tured” by the unit. The sampling engine 
of the VP-9000 comes stock with 8 MB 
RAM providing 25 seconds of stereo 
sampling time or 50 seconds in mono. 
Standard SIMMs may be used to ex¬ 
pand the internal memory up to 136 MB 
for a maximum of about seven minutes 
of stereo sampling time (or about 14 
minutes in mono). Sample rates from 8 
kHz to 48 kHz are supported in 8-bit or 
16-bit word lengths. In addition to its 
own file format, the VP-9000 will read 
Roland S-700, Akai S1000, AIFF, and 
WAV file formats. For easy archiving 
and loading of audio data, the unit 
comes with a 250 MB Iomega Zip drive 
installed. Both 25-pin and 50-pin SCSI 
ports are provided on the rear panel for 
connection of whatever SCSI device you 
might desire for loading or saving of 
data. 

After a sound has been captured by 
the VP-9000, it is encoded by the unit’s 
processing engine using one of three al¬ 
gorithms optimized for solo instru¬ 
ments, backing arrangements, or en¬ 
semble sounds (Roland refers to this 
process as “training the audio to be 
elastic”). The VP-9000's engine process¬ 
es both formant and pitch of the sound, 
allowing audio phrases to be trans¬ 
posed over an extremely wide range of 
notes without multisampling and with¬ 
out suffering Mickey Mouse-syndrome. 
After encoding, the sound may be 
treated as wave data, the parameters of 
which can be modified via MIDI in real 
time. The sound can be played back via 
6-voice polyphony at any speed or in 
any key, it may be re-pitched, or made 
to swing (rhythmically speaking), or it 
can be sped up or slowed down on the 
fly. Using three front-panel, assignable 
control knobs — as well as any external 
MIDI controller such as a pitch-bend or 
modulation wheel — these alterations 
may be made in real time, nonde-
structively. Movement of the front¬ 
panel knobs is transmitted at the MIDI 
out jack for recording to a MIDI se¬ 
quencer. 

One of the most striking abilities of 
the VP-9000 is that, in the middle of a 
phrase, you can change the pitch of a 
sound without changing the tempo; or 
you could use any modulation source to 
change the tempo mid-phrase without 
affecting the pitch. Sounds may also be 
processed by an on-board effects en¬ 
gine that generates reverb, chorus, and 
delay, and includes a multieffect section 

continued on page 146 
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Getting the Right Gear Should 
Be Hassle-Free & Risk-Free. 

{And Sometimes Just Plain Free.) 
Welcome to zZounds.com 

At zZounds.com, we’re changing the way you buy gear. You’ll find top-name guitars, keyboards, drums, 
recording equipment, MIDI gear and software—even sheet music and books—all in one place. 

Add unbeatable prices, great service, and tons of free resources to the mix—and you can see why 
thousands of musicians have already made zZounds.com their music store on the Web. 

• The best prices on Earth—guaranteed 
• 30-day, no-questions-asked money-back guarantee 

More than 120,000 products with instant Real-Time Stock Checking™ 
• 1000s of user & expert product reviews 
• Late-breaking product news 
• Expert advice before & after you buy 

Oh yeah, about the free gear. (After all, that’s why you stopped to read this ad, right?) 
Every day, until the boss comes to his senses, we’re giving away gear. Not last year’s left-handed 
kazoo, but cool stuff you’ll actually be happy to win, like Mackie mixers and Roland keyboards. 

Just go to www.zZounds.com/free and find out what we’re giving away today. 

zZounds.com—all the gear you need, with no hassles, no risk, 
and (just maybe) no cash. How’s that for a change? 

Recording & 
Live Sound 

Guitars & 
Basses 

Keyboards, 
MIDI Gear 
& Software 

The Best Music 
Gear Auction 

Books & 
Sheet Music 

Drums, 
Percussion 
& World 
Instruments 

Reviews, 
Buying Guides 
& Product News 

Hw bring the passion. We’ll supply the rest 
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FIRST LOOK 

Yamaha AW4416 
Digital Audio Workstation 

Yamaha debuts an 
all-in-one box that 

really has it all 

BY STEVE LA CERRA 

underneath — allowing (for example) 
eight takes of a vocal track to be com¬ 
p’d into one finished track (song, track, 
part, and region editing functions are 
supported). A front-panel jog/shuttle 
wheel allows precise location and 
scrubbing of audio, while a built-in au¬ 
tolocator with transport control pro¬ 
vides 99 markers per song, as well as 
auto punch in/out. 

via aux send 7 and aux send 8. Howev¬ 
er, these DSPs may also be inserted to 
a specific channel path for dedicated 
processing on a per-channel basis. For 
ease of mixing, channels may be desig¬ 
nated to four fader and/or mute groups. 
Scene Memory provides instant snap¬ 
shot recall of all console settings; addi¬ 
tionally, mixes may be dynamically 
automated via Auto-Mix. 

Even when you deal with technology every 
day, it’s still pretty amazing to see how 
much digital audio horsepower can be de¬ 
livered in packages that are continually 
shrinking in both physical size and price. 
A perfect example is the Yamaha AW4416 
digital audio workstation. Debuting sev¬ 
eral weeks ago at Winter NAMM 2000 in 
Los Angeles, the AW4416 provides an al¬ 
most frightening amount of mixing DSP 
power, 44 input channels, 8 busses, 8 aux 
sends, plus an onboard hard-disk recorder 
in a package that’s only about 22 wide x 18 
deep x 6 high (inches) in size. 

At the heart of the AW4416 is a dig¬ 
ital hard-disk recorder with (at least) a 10 
GB, 2.5-inch IDE drive for stor¬ 
age, allowing a minimum of 80 
minutes of 16-track, 24-bit/48 
kHz recording. The unit is capa¬ 
ble of recording (and playing 
back) uncompressed audio at ei¬ 
ther 16-bit or 24-bit word 
lengths, at sample rates of either 
44.1 kHz or 48 kHz. In the 16-bit 
mode, the AW4416 can record up 
to eight tracks while simultane¬ 
ously playing back 16 tracks. In 
24-bit mode, 16 tracks may be 
recorded and played back si¬ 
multaneously. Word length is de¬ 
termined by the user on a song-
by-song basis, and both 16-bit 
and 24-bit songs can exist on the 
drive simultaneously. 

Maximum storage space 
per song is 6.4 GB; those musi¬ 
cians, engineers, and producers 
who work in short snips of au¬ 
dio will be happy to hear that up 
to 50,000 songs may be titled 
and stored on the drive. Each of 
the 16 audio tracks may have up 
to eight virtual tracks layered 

The top panel of the AW4416 is 
reminiscent of Yamaha’s hugely suc¬ 
cessful 02R mixing console, containing 
a total of 17 60 mm, motor-driven 
channel faders (16-channel, 1 mas¬ 
ter). Above each fader is a channel 
on/off switch and a select switch that 
"picks” the channel for accessing func¬ 
tions like 4-band parametric EQ, pan 
and bus assignment, dynamic process¬ 
ing, phase reverse, attenuation, group¬ 
ing, aux sends, and insert. 

That last bit requires some expla¬ 
nation: the AW4416 contains two on¬ 
board multieffect processors that, un¬ 
der typical circumstances, will be used 

INPUT/OUTPUTS 
As you might expect, the AW4416 fea¬ 
tures a variety of both analog and dig¬ 
ital inputs and outputs included as 
standard. Eight analog mic/line in¬ 
puts are provided, the first two featur¬ 
ing TRS and XLR input connectors, 
phantom power, and hardware TRS in¬ 
serts (channels 3 through 8 are mic/line 
inputs on TRS connectors). An S/PDIF 
I/O is provided for interface of a digital 
2-track such as a DAT machine; stereo 
analog outs are also available for main 
mix out and monitor output. Four 

continued on page 142 
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® Easy-to-use, full-featured automation 

with built-in storage 

® Fully dedicatee center section channel 

strip with large integrated color display 
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PAH PLAN 

CHANNEL AUDIO SCENE ' CUE I AUTO MIX i KEEP MIX ¡ CONHIOI SYSTEM 

SONY 
I Auto Mix Mode: 

- 00:00:00:00 

® Complete 5.1 surround implementation; 

both 5.1 mixing and monitoring 

® Future-proof analog and digital 96 kHz/ 

24 Bit capability with excellent sound quality 

1-800-472-SONY ext. R100 
www.sony.com/proaudio 

SONY 
© 2000 Sony Electr. nies Inc. All rights reserved Reproduction in whole or m part without written permission is prohibited. 
Sony is a trademark of Sony Features ard specifications subject to change without notice 



ROOM WITH A VU 

Garden View 
A real room with a view, 
The Vertical Corporation 

flies high in 
New York City 

STUDIO NAME: The Vertical Corporation 
KEY CREW: Curtis Curtis, owner 
LOCATION: Midtown Manhattan 
PROJECTS RECORDED: Billy Pace, Princess 
Superstar, Curtis Curtis, Rasa-Don (of 
Arrested Development), TJ. Tindall Ex¬ 
perimental Theater Company, Marni 
Pickens, Dead Marilyn 
CONSOLE: Amek/TAC Magnum (36x24x8x2); 
Mackie HUI for Pro Tools control 
MONITORS: URE1 811 ; Tannoy System 6; 
KRK KroK; Electro-Voice Sentry 100 
AMPLIFIERS: Crown Macrotech 2400 for 
the UREI 811’s; Hafler amplifiers for 
everything else 
COMPUTERS AND SOFTWARE: Pro Tools Mix 
Plus V5.0 (a four-card system with a to¬ 
tal of 22 DSP chips!) plus lotsa’ TDM 
plug-ins; PowerMac 9500 with G3/400 
MHz accelerator card, 2.0 GB hard dri¬ 
ve, and 144 MB RAM (the G4 is en route); 
Glyph 18 GB hard drives [2] ; Logic Audio 
4.0; Digidesign 888; Apogee AD8000 
RECORDERS: 24 tracks of Akai ADAM’s (two 
machines); Otari MX5050, 1/4-inch, 
half-track mastering deck 
DAT MACHINES: Panasonic SV-3900 and 
SV-255; TASCAM DA-50 and DA-30 
MICROPHONES: AKG "The Tube” and C414 
TLII; Neumann M147 and KM184 [2]; 
Audio-Technica AT4050; Shure SM81 
and SM57 |6|; Sennheiser MD441; Asta¬ 
tic JT-30 crystal mic; Crown PZM 
OUTBOARD GEAR: Amek/Neve 9098 mic 
pre/EQ; Demeter Tube Compressor; 
Eventide H3000 Harmonizer™; Yamaha 
REV7 and SPX90; Alesis Q2 and 
Quadraverb [2]; dbx 160X 
KEYBOARDS AND DRUM MACHINES: Arp 
Odyssey, Solus, Quadra, and Little 
Brother; Moog MemoryMoog, Source, 
Micromoog, Etherwave Theremin, and 
Moog Modular with 30 modules, 2 cab¬ 
inets, and 960 sequencer; Korg MS-20, 
Prophecy, 01/W, Wavestation SR, M3R 
(21, Poly 800, EA-1, and ER-1; Roland 
Jupiter 8, Jupiter 6, JP-8000, Juno 106, 

SH-2, SH-3A, TR-909, TR-808, 
TR-707, TR-606, TB-303, JV-
880, SP-808, SP-202, DR-202, 
MC-303, MC-202 [2], CR-68, 
and TR-55; Oberheim 
Xpander, Matrix 6R, Matrix 
1000 (2], OB-Mx (6-voice), 
and OB-1; EMU Orbit, Vintage 
Keys, Morpheus, Planet Phatt, 
Proteus (2), EIII, ES1-32, and 
Drumulator; Alesis S4 and D4; 
Quasimidi Raven, RV-309, and 
Technox; Novation Nova, 
BassStation keyboard and 
rack, and Drumstation; Waldorf Mi¬ 
crowave and Microwave II; Sequential 
Circuits Prophet 5 (rev 3, Kenton), Six-
Trak, Drumtracks; Casio CZ-101 and 
VZ10M; Clavia Nord Lead (12-voice); 
Studio Electronics ATC-1; Yamaha RM-
IX and TX-81Z; Electro-Harmonix 040 
Mini Synthesizer; Oxford OSC Oscar; 
AKAI MPC2000 with 32 MB, multiport 
expander, FX card, Zip, and ROM dri¬ 
ves; Acetone Rhythm Ace (1969) 
MISCELLANEOUS: SampleCell II; Opcode 
Studio 5 MIDI interface |4]; Kenton Pro-
4; Gretsch drum kit (circa 1978) with 
Sonor hardware; Marshall TSL 122; 
Music Man 212-HD (tube amp, 1978); 
Yamaha and Marantz CD-Rs; Roland 
SVC-350 vocoder. 
STUDIO NOTES: According to Curtis Curtis: 
This penthouse studio is located in a 
building right next to Madison Square 
Garden, which is home to many musi¬ 
cians as well as rehearsal studios, a mu¬ 
sic store, and even a club. This truly is 
a room with a view...I can look right 
down on the Garden from the control 
room and the live room. I can even tell 
when the Knicks’ games let out — 
which is good because the street is full 
of fans and no available cabs! As for the 
history of the studio rooms, I’m not sure 
who actually built them, but they are 
floated and provide pretty good isola¬ 
tion. I’ve had lots of great sessions here. 
EQUIPMENT NOTES: Curtis continues: I love 
my analog synths. I’ve been collecting 
them since the ’70s when I got the 
Roland SH-2. The collection is mostly 
American and Japanese synths, each 
with its own personality. The Moog 
Modular has come in handy for a num¬ 
ber of signal processing effects. Some¬ 
times I even set it up on the I/O bus of 

28 MARCH 2 0 0 0 E Q 



the Apogee converters as an insert effect 
in Pro Tools. Another thing we’ve been 
having fun with is the Astatic crystal mi¬ 
crophone. It has a pretty narrow fre¬ 
quency range, having been designed 
for harmonica — but I’ve been using it 
for intense female rap vocals. It has a real 
radio-like quality and cuts through a mix 
in its own special place. As for the 
Amek/TAC console, Tinglad 1 never went 
through the trouble of putting automa¬ 
tion in it. I use it mainly for monitoring 
now, and if 1 need the preamp inputs, it 
has a great British sound. 

PRODUCTION NOTES: Curtis states: Lately I’ve 
been really paying attention to beat 
clock. With Pro Tools 5, 1 can send beat 
clock all around the studio to the MIDI in¬ 
terfaces to get all of the arpeggiators, 
LFOs, and drum machines going in time 
with each other and Pro Tools. Then I 
record the parts I want back to the com¬ 
puter and it stays rock-solid. I’ve even 
been able to make this work with the old 
960 sequencer from the Moog Modular. 
Here’s how I do it: I send beat clock to the 
Novation DrumStation, which has a DIN 
sync output. I connect that sync output to 

the DIN input on a Roland TR-606. The 
'606 has two 5-volt triggers for the high 
tom and the low tom. I connect one of 
these to the shift input on the 960 se¬ 
quencer. 1 program the TR-606 with 
quarter-note beats (or whatever note val¬ 
ue 1 need) and uoliá! 1 tweak the filters, 
keep adjusting the sequencer, and per¬ 
form a live loop back into the computer. 
I usually apply the sequencer to the two 
Moog filters (stereo effect!) from differ¬ 
ent sections of the sequencer. 
(Curtis Curtis may be reached via e-mail 
at info@verticalcorp.com. I E® 
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PHILE MICRO 

RCA SK-46 
Announcing this 

blast from RCAs past 
MICROPHONE NAME: RCA SK-46 
FROM THE COLLECTION OF: William Mered¬ 
ith, Cinesound Company, NYC 
YEAR OF MANUFACTURE: Circa 1961 
PRICE WHEN NEW: $59.25 (as of November 
1, 1961) 
TYPE OF MIC: Ribbon transducer 
FREQUENCY RANGE: 50 Hz to 10,000 Hz 
POLAR PATTERN: Bidirectional 
OUTPUT IMPEDANCE: 200 ohms or 15,000 ohms 
OUTPUT LEVEL: -58 dBm for low imped¬ 
ance operation; -60 dB below 1 volt for 
high impedance operation (@ 1 kHz) 
OUTPUT VOLTAGE: 117 pvolts/dyne/square 
centimeter (low impedance); 1020 
pvolts/dyne/square centimeter (high im¬ 
pedance) 
HUM PICKUP: -113 dBm, low impedance 
relative to a field of 1 x lO(cubed) gauss 
MOUNTING: 5/8-inch — 27 thread 
DIMENSIONS: 5 1/8 high x 1 29/32 wide x 
1 3/8 deep (inches) 
FINISH: TV gray with satin chromium-
plated screen 
WEIGHT: 13 ounces without cable 
MIC NOTES: According to literature from RCA, 
the SK-46 Program Velocity Microphone 
was intended for AM, FM, and TV studio or 
control room announcing. Directional 
characteristics of the SK-46 were intended 
to reduce unwanted acoustical background 
noise, reflections, and feedback. During the 
same time period, RCA manufactured the 
SK-35 Anti-Noise Microphone, which was 
almost identical to the SK-46 except for the 
addition of internal damping designed to 
attenuate the pickup of extraneous noise. 
USER TIPS: One of the more interesting 
acoustic characteristics of the SK-46 micro¬ 
phone is its change in frequency response 
relative to distance from the sound source. 
At a distance of about 6 inches, frequency re¬ 
sponse of the mic is within a tolerance of 
about ±3 dB. However, free field response of 
the mic is markedly different, dropping off 
steeply below around 400 Hz—down to al¬ 
most -20 dB at 50 Hz. If you’re trying to 
achieve a warm bottom end when using this 
mic for vocal or acoustic guitar, keep the mic 
about 6 inches away from the instrument. 
Technical data furnished courtesy of 
Clarence Kane, ENAK Microphone 
Services, Pittman, NJ. E® 
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MASTER 

introduces a Formatted DTRS Master that saves you time and head wear.. 
Now you can get the world's best-performing DTRS Master already formatted - saving you time in the studio and 

wear and tear on your DTRS recorder head. BASF's new Formatted DTRS Master lets you record to DTRS 

immediately, without having to format the master tape. 

PLUS, get all the benefits of a BASF DTRS Master tape that's designed for all of the rigors of 

digital multitrack recording. 

consistently delivers lower error rates than any other major brand on the market; 

specially constructed ABS shell providing precision tracking, virtually eliminating dropouts 

coused by static or dirt; 

convenient sliding erase-lock tab offering a simple means to safeguard your masters. 

Available in 44.1 kHz 113-minute length only. Compatible with Tascam's DA-38, DA-88, DA-98 and Sony's PCM 800. 

EMTEC Pro rvedia, Inc. (£) US 1-888-295-5551 Canada 1-800 817 4478 or visit our web site at www.emtec-usa.com 
CIRCLE 73 ON FREE INFO CARO 

CIRCLE 53 ON FREE INFO CARD 

7 on si HS on 

EMTEC EMTEC Magnetics 



INDUSTRY INSIDER 

ANALYSIS GEAR 
For his audio analysis and mastering projects, Ernest uses the Following: 
Computers: Powermac 7100 [2], PowerMac 9600 [2], and a 300 MHz Pen¬ 

tium II. 
Sound Cards: Audiomedia II, SampleCell II, and Ego-Sys Waveterminal 

2496 
External Monitoring DAC: Audio Alchemy Digital Decoding Engine VI. 1 
Software (Mac): Momentum Data Systems' DSP Designer, Digidesign Sound 

Designer II and PowerMix, BIAS Peak, and MOTU Digital Performer 
Software (Windows): GigaSampler and Cakewalk Pro Audio 

In the process of mastering music, 
Ernest frequently looks at the dynamics in 
various frequency bands. Out of curiosity, he 
started applying this kind of analysis to ex¬ 
isting recordings that he considered emo¬ 
tionally satisfying to see if they had any com¬ 
mon characteristics, and he also compared 
this to music he didn't find as satisfying. As 
we go through these examples, remember 
his criteria were not whether the music was 
"good" or “bad,” “commercial" or "non¬ 
commercial”; he was looking solely for mu¬ 
sic that has an emotional impact, preferably 
on a significant number of people as to pro¬ 
vide a sort of validation regarding a piece’s 
ability to move people. 

Consider fig. 1, which shows amplitude 
vs. time for the treble band of two violin per¬ 
formances of Bach’s “Solo Violin Sonata in 
G (the Adagio).” The upper is Sandor 
Vegh’s performance, and the lower is Itzhak 
Perlman’s. When Ernest sent me the graphs 
along with an audio CD of the perfor¬ 
mances, I decided to listen to the audio CD 
first. I definitely found Segh’s performance 
more emotionally satisfying than Perl¬ 
man’s. Upon looking at the graphs, I noticed 
that Segh’s dynamics were not only wider, 
but more tightly controlled, ramping 
smoothly from peak to valley. 

Fig. 2 compares two performances of 
Holst’s “The Planets" (in this case, Mars) 
by the Toronto Symphony on the top, and 
the Montreal Symphony on the bottom. 
When listening to the CD, I preferred the 
Montreal version, and, again, their graph 
shows more tightly controlled dynamics. 

Now consider the graph of the Chemi¬ 
cal Brothers’ “Block Rockin’ Beats” (fig. 3), 
and its relative lack of dynamics in the treble, 
midrange, and bass frequencies. Actually, I 
really like the tune, but that’s because it 
moves my body, not necessarily my emo¬ 

tions. Perhaps this is why many people, when 
reacting to electronica, find it lacking emo¬ 
tion; the dynamics-killing aspect of excessive 
compression could 
be the culprit. 

Fig. 4 shows 
the treble, 
midrange, and 
bass graphs for 
Phil Collins’s “In 
the Air Tonight,” 
which is a very 
emotional song. 
Of course, the vo¬ 
cal performance is 
a big part of that, 
but note how the 
bass anchors the 
tune during the 
first two-thirds of 
the song, while the 
midrange and tre¬ 
ble build slowly but relentlessly. During the 
climax, the drums and the bass guitar kick 
in, contributing a major surge of bass that 
takes the tune to a higher level. 

THE BOTTOM LINE 
As with the feel factor regarding timing, all 

of this seems obvi¬ 
ous in retrospect — 
“of course dynam¬ 
ics make a differ¬ 
ence in music.” 
But, by analyzing 
these graphs, it’s 
pretty easy to see 
it’s not just dynam¬ 
ics that makes a dif¬ 
ference, but the de¬ 
gree of control over 
those dynamics. In 
other words, prac¬ 
ticing dynamic 
control is as impor¬ 
tant as practicing 
any other aspect of 
music, such as 

pitch discrimination. Perhaps this is also 
why some people feel automated mixing 
has taking some of the soul out of music; 

in the pre-automation days, engineers 
were more prone to add dynamics to the 
mix with faders. I vividly remember watch¬ 
ing an engineer at CBS Studios (who had 
several hits, by the way) keep his eyes com¬ 
pletely closed as he mixed, so he could 
concentrate on moving the faders rhyth¬ 
mically and dynamically. I must say it was 
a compelling mix. 

In any event, in these days when we 
have so much control over music (be it 
through digital audio or MIDI), here’s one 
more element that deserves further explo¬ 
ration. If you come up with any interesting in¬ 
sights of your own, you can contact Ernest via 
www.numericalsound.com . 

Craig Anderton has played on, pro¬ 
duced, or mixed 17 major-label 
recordings, presented lectures on 
technology and the arts in 37 states 
and 10 countries, and written 15 
books. He is also the online content 
editor for the MPN Network 
(www.MusicPlayersNetwork.com l. 

FIGURE 4: Dynamics for the treble, midrange, and bass re¬ 
gions (going from top to bottom on the graph) for “In the Air 

Tonight,” by Phil Collins. 

FIGURE 3: Dynamics for the treble, midrange, and bass re¬ 
gions (going from top to bottom on the graph) for “Block 

Rockin’ Beats,” by the Chemical Brothers. 
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An Informational Advertising Feature 

World Wide Audio, 
without leaving your studio. 

Rocket Network takes audio production beyond the boundaries of studio walls, 

making connections that let you work with anyone, anywhere, anytime. 

It's like a global multi-track, ready around the clock for musicians to lay down 

parts, voice-talent to deliver lines, or producers to audition mixes. 

No time zones, no jet lag, just pure audio productivity. 

On-line Flexibility. 
Rocket Network” uses the Internet to allow 

professionals to work together on audio 

productions without having to be in the same 

physical space. Instead of shipping tapes from 

place to place or renting high-capacity phone 

lines, you log into your Internet Recording 

Studio, where Rocket Network handles 

the details of passing your parts to others 

and vice versa. That leaves you free to 

concentrate on capturing the perfect take, 

using your own local system to record and 

edit. Whenever you're ready for others to hear 

your audio or MIDI parts, you simply post 

your work to the Internet Recording Studio, 

automatically updating everyone else's session. 

Full Audio Fidelity. 
With Rocket Network, there's no compromise 

in audio quality—the system handles files in a 

vast range of formats and compression levels, 

all the way up to uncompressed 24 bit/96kHz. 

And you don't need access to a super-fast 

connection; DSL or T1 is great, but you can also 

work productively over a humble 28.8 dial-up. 

The system supports multiple user-defined 

presets for posting and receiving, and handles 

all conversions, letting everyone participate in 

their own preferred format. That means you 

can conduct a session in a speedy, low 

bit-rate "draft" mode, then move on while 

the final parts are posted in the background 

at full-fidelity. 

Escape the boundaries of your studio walls. 

Professional Tools. 
Through partnerships with leading audio 

developers, Rocket Network is bringing 

RocketPower™ to the professional tools you 

already use, starting with Steinberg Cubase 

VST and Emagic Logic Audio. Because 

participants in a session don't all have to use 

the same application, you each work in 

whatever RocketPower environment best 

suits your needs. A multi-level permission 

system lets you control access to your Internet 

Recording Studio. And our RocketControl™ 

client offers built-in chat capabilities, so 

everyone in the session can chime in with 

feedback as the project takes shape. The Rocket 

Network Web site offers additional resources 

for audio collaboration including, software 

downloads, forums, and a directory of like¬ 

minded creative types from around the globe. 

A Powerful Connection. 
Rocket Network adds a new level of freedom to 

creative collaboration, allowing you to choose 

your team — singers, musicians, voice-talent, 

composers, engineers, producers—based on 

who's right for the project, wherever they 

happen to be. With full fidelity, plus anytime, 

anywhere productivity, Rocket Network is 

a powerful new connection to the world of 

audio production. 

Register at www.rocketnetwork.com 

source code RN9 N E T W 0 R K‘ 
Internet Recording Studios 

All rights reserved © Rocket Network, Inc. 2000. All other product and company names are tm or ® of their respective holders. 

CIRCLE 42 ON FREE INFO CARD 
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KURMUDGEON'S KOUCH 

Standin’at the Crossroads 

What is it that really 
drives your life 

BY AL KOOPER 

There comes a time in the life of every pro 
audio enthusiast when the inevitable cross¬ 
roads appear. You’ve devoted a high per¬ 
centage of your time and life to your stu-
dio/band/retail business and you’re getting 
that sinking feeling that you may have erred 
in judgment. Should this be your livelihood 
or your passionate hobby? Let’s examine: 

1) Are you truly supporting yourself 
from your audio endeavors? At the end of the 
year, is your business putting«// your food on 
the table? Or is a secondjob truly supporting 
you? If handing out menus is your prime 
source of income, then refocus, and realize 
that the audio part of your life is a hobby with 
potential or no potential. It’s best to place 
yourself in the real world. It is a lifesaver when 
you dinde your life/time more realistically. 

2) Can you afford to invest more 
money on maintenance and/or new equip¬ 
ment ? This is a toughie. If you don't relap 
the heads on that analog 24-track macltine 
of yours, it might well metamorphasize into 
a small boat anchor. If you do relap those 
heads, your wife may take off with the kids 
in tow 'cause popcorn ain’t tlie best dinner 
to contemplate three nights in a row. Ditto 

on purchasing that new digital console that 
will free up quite a lot more space in your 
control room. Priorities are everything. 
Studios come and go, soul mates and flesh 
and blood appear maybe once in a lifetime. 

3) Has that glamorous life in rock ‘n’ 
roll you dreamed of mutated into playing 

Make sure you’ve got what it takes to 
make those unforeseen changes work for you 
chronologically, spiritually, and financially. 
If not, immediately plan what direction you 
want your life to go in realistically, and im¬ 
plement that plan as soon as possible. 

Now, I know there are exceptions to the 
in local bars every night 
(if you’re lucky) for the 
door take? If you’re sin¬ 
gle and you can hang 
with it, I gotta admit — 
playing music live beats 
going to an office or 
slinging hash every 
day/night. Again, if 
you’re in a relationship, 
it gets old for a spouse to 
sit home alone nightly or 
haunt a barstool peren¬ 
nially listening to the 
same old tunes. It’s hard 
to admit that you’re on a 
one-way-street to 
palooka-ville, but so 
much better when you 
point your life in a better 
direction that could pos¬ 
sibly brighten every day 
and every night as well. 

These are just three of 
myriad questions that 
are important to ask 
yourself on a regular ba¬ 
sis. Denial is a costly sin 
in the music business. It’s 
sad to watch your heroes 
from another decade 
shave their heads and 
try to play music that 
couldn’t possibly be from 
their hearts. It brings a 
tear to one’s eye to watch 
your favorite studio close 
after years of faithful ser¬ 
vice, only to be renovat¬ 
ed, re-designed, and re¬ 
opened in such a 
configuration that you 

Denial is a costly 

sin in the music 

business. It’s sad to 

watch your heroes 

from another 

decade shave their 

heads and try to 

play music that 

couldn’t possibly be 

from their hearts. 

rules. There are always 
exceptions to the mies. 
Bonnie Raitt, Carlos San¬ 
tana, Al Schmitt, Tom 
Dowd, and our own Roger 
Nichols contradict every¬ 
thing I’ve said so far. They 
have either hung on longer 
than anyone could have 
been expected to or kept 
their windows of oppor¬ 
tunity open far longer than 
their peers. Their collective 
dignities are intact. But 
they probably represent 
less than 10 percent of the 
people who are pondering 
at the previously men¬ 
tioned crossroads. For the 
other 90 percent, let this be 
a wake-up call. 

I was always aware 
that I had a certain 
amount of time (Andy 
Warhol’s famous 15 min¬ 
utes) in the limelight and 
how important it was to 
know when that time 
was up and move along. 
I saved up fantasies to 
pursue at a later date, 
and I am pursuing them 
avidly now with a smile 
on my face. Teaching 
school, writing books and 
for mags like this, DJ’ing, 
and acting are just a few 
of the things I was way 
too busy to investigate 
when I was a full-time 
musician-producer. Now 
it seems like a luxury to 
implement Plan B. If I 

definitely wouldn’t wanna book time in there 
anymore. But, as the late Hoyt Axton used to 
say, there are only three constants in life: 

1. A cowboy hat blows off in a stiff 
wind: 

2. Sex rules the world; 
and, last but certainly not least, 
3. Things change 

hadn’t had a Plan B, or if I never realized 
that rainbows do end, I could have had se¬ 
rious career trainwreckage in my life. But 
my transition was seamless due to long-
range planning. If this doesn’t apply to you, 
well...uh...what can I say? Congratula¬ 
tions! You’ve actually survived the music 
business... so far. E® 
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O DSP PLUG-INS! 

MDW 2x2 High-Resolution Parametr-c Equalizer 

plug-in from Grammy-winning engineer/producer 0FREE OS UPGRADE! 

AND( 

REASONS NOT TO BUY A MACKIE D8B . ZERO” 
—ROGER NICIOLS.fQ MAGAZINE 11/99 

Antares’ 

Auto-Tune 

for the D8B 

uses 

advanced 

DSP algo¬ 

rithms to 

George Massenburg. Mono/stereo EQ at 96kHz 

sample rate for unprecedented clarity and high 

frequency smoothness. 

canif id ill pligii | 

ANTARES 

detect the incoming pitch of a voice or solo instru¬ 

ment as it’s being tracked and instantly pitch-cor¬ 

rect it without introducing distortion or artifacts. 

Fully automatable. 

c«miui ill » I 

DRAWMER 

Drawtner offers two dynamics packages for the 

D8B: ADXI00 includes their industry standard 

frequency conscious gating, plus compression and 

limiting; ADX200 adds variable “Peak Punch” and 

further Drawmer innovations. 

Ct'Uh'i Oh 5 eg .1 

t.c. electronical ■ — ■■-ail zm : 
I HI JO -

to • 10 ▼ s-w rut» fTc-Zx! '»tiWtdOIE I 

t.c electronic 

TC Reverb (bundled with the D8B UFX card) pro¬ 

vides Reverb I and Reverb 2 algorithms from 

the renowned TC Electronic M20O0 Studio Effects 

Processor. TC FX upgrade package contains an 

expanded set of M2000 reverbs plus Delay, Chorus, 

and Pitch. TC 2000 adds Reverb 3 from the TC 

M2000, de-essing, tremolo, phasing, and panning. 

OS 3.0: OVER 30 NEW FEATURES! 
Our Programming Department has been chug¬ 

ging the double lattes to create Mackie Realtime 

OS ’ Version 3.0, packed with more new features 

and enhancements than you can shake a mouse at. 

Here’s just a partial list of what 3.0 adds to the 

already amazing D8B. 

• Multiple Undo List — 999 levels! 

• Externally or internally accessible inserts 

across Mains and Buses plus channel 

inserts pre and post DSP. 

• Updated GUI including 48-channel fader 

bank view screen. 

• New key (sidechain) inputs for ah 48 

onboard dynamic processors featuring soft 

knee architecture and single band 20-20k 

parametric EQ for frequency dependent pro¬ 

cessing such as de-essing 

• 3rd-party plug-ins via our new UFX card. 

Up to 16 simultaneous plug-ins on the first 48 

channels, pre or post DSP, pre-fader via up to 

4 UFX cards. Each plug-in is available twice 

- once when tracking, and again at mixdown! 

0 ’99 TEC AWARD! 
We have a strict policy of not naming 

competitors in our ads. But in this case, Mix 

Magazine published who we competed against 

for their 1999 TEC Award for Outstanding 

Technical Achievement in Small Format Con¬ 

soles: Allen & Heath’s GS-3000, Digidesign’s 

ProControl, Panasonic’s WR-DA7, Spirit’s 

Digital 328 and Yamaha's 01V. 

Thank you to all who helped us win this 

prestigious award. 

• New Snapshot libraries. 

• MixLink™ networking allows cascading of 

multiple Digital 8*Buses and remote control 

console mirroring of D8B from a second D8B 

or aptop via Ethernet. 

• Time Offset (delay) adds a delay of up to 

999 samples to the signal at the pre-DSP 

(dynamics I EQ ) point in the signal path. 

• New surround capabilities including 

depth-of-center control (ICR mixing with 

divergence), multiple surround panner 

window, individual LFE channel level control. 

• Multiple direct outs per channel. 

* Optional level to tape fader control. 

• Assignable, bi-directional MIDI control 

of all D8B parameters. 

■ Cross patching allows substitution of 

channels between various banks. 

The list of top engineers and producers who 

use the award-wianing Mackie Digital 8 • Bus 

is growing daily. For info on the D8B, the 

new UFX card, 3rd-party plug-ins and how 

D8B owners can get their free OS upgrade 

call toll-free or visit www.mackie.com. 

While you're at it, call or 

e-mail us for a free Win • 

dows /Mac -compatible 

demo of the Digital 8* Bus’ 

2.0 software. 

CIRCLE 27 ON FREE INFO CARD www.mackie.com - 800.258.6883 Digital Macke ids 
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BONZAI BEAT 

Susan Herndon 

The engineer/ 
producer/musician 

paves her own way in 
the recording industry 

BY MR. BONZAI 

Mr. Bonzai: What’s your main equip¬ 
ment here at Madhouse? 
Susan Herndon: Trident 80-B — I love this 
console, and I can take it apart and put it 
back together again. 1 also have an Otari 
MTR-90 Mark III, and my main micro¬ 
phone — you’re gonna love this — is a 
Neumann U 87 with an Innertube Audio 

retrofit. The guts have 
been pulled out and 
it’s retrofitted with a 
tube. The capsule is 
from the ‘87.1 use an 
Akai DR-4 hard disk 
for all my vocals. I 
have a JOEMEEK Stu¬ 
dio Channel and a 
few compressors. We 
just record here — no 
mixing. 
What are you work¬ 
ing on now? 
I’m mixing the Ra Ra 
rap record for MCA 
over at Skip Saylor’s 
on the SSL Axiom 
MT, and I’m co-pro-
ducing a rock artist, 
Mark Mason, with 
Rick Allen. 1 like the 
MT because 1 can 
work so amazingly 
fast. Before we send 
our tapes into the la¬ 
bels for approval, I 
will slam through 
five mixes in two 
days, and whatever 
they accept, I just go 
into a 15-minute re¬ 
call, spend a few 
hours, and dial it in. 
I have all my presets 
stored. 

Suspect: Susan Herndon 

Occupation: Engineer/Producer, 
Musician, Studio Owner 

Birthplace: Atlanta 

Residence: West Los Angeles 

Vehicle: '89 Firebird "Musclecar" 

Pet Peeves: "None. I'm treated really 
well, and, during the past few years, be¬ 
ing a girl has been an advantage. The 
recoralabels remember me because I'm 
one of the few chick engineers. I'm glad 
to see more and more female assistant 
engineers in town — girls have more 
sense and a softer touch." 

Credits: Recorded Immature's The Jour¬ 
ney and mixed Introducing Imx. 
Remixed Tatyana Ali's "Daydreamin.' " 
Recorded Keith Washington, Smooth, 
Jesse Powell, Brandy, Dogg Pound, 
Mack 10, K-Ci & JoJo, The Pointer Sis¬ 
ters, and Bizzy Bone. 

Notes: The subject has been engineer¬ 
ing for 12 years. Co-owns Madhouse 
Studios, previously known as Granite 
Recording and Silvery Moon. 

Comments: Special thanks to EQ 
reader Leslie Oaks, who wrote to me: 
"There is an engineer that you should 
meet.. .She's amazing. Not your typical 
engineer. She is not only a girl, she is 
missing an arm from the elbow down. 
And she's good — damn good!" 

deal. But she’s com¬ 
ing in here to record, 
and it looks like I’ll 
be working on her 
next record with pro¬ 
ducers Chris Stokes 
and Platinum Status. 
The Dogg Pound? 
They were doing a 
guest appearance on 
the Immature record. 
Immature has since 
changed their name 
to Imx, and I mixed 
their current album 
on the “J” over at 
Pacifique. This is my 
third record with 
them, and I’ve toured 
with them doing live 
sound. I’m so proud 
of those boys — and 
I couldn’t believe it 
— girls in the audi¬ 
ence have actually 
fainted at the shows. 
Who else are you 
proud of? 
Let’s see — I recorded 
Jesse Powell’s record, 
which went gold 
about six months ago. 
I’ve done a bunch of 
stuff with Keith 
Washington — both 
Keith and Jesse work 

Can you tell me about your work with 
Brandy? 
I did some vocals with her — no big 

with producer Rodney Jerkins. 
Why are you so popular with black 
artists? 
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Pro Tools moves the studio beyond a tool of 
production and turns it into an instrument of 
creation. It opens up a whole new world of 
options for bringing music to life. From cutting 

1622 I/O 
Each 1622 I/O"'audio 
interface offers 16 
inputs for mixing 
racks of synth 
modules, samplers 
and effects processors 
into Pro Tools. 

sampling, to tone generation, to hardware that 
pulls it all together — Pro Tools gives you the 
complete system for stretching the traditional 
boundaries of musical creation. 

Utilizing the same 
DSP algorithms as the 

Access Music Virus 
hardware synthesizer, 

the Virus TDM Plug-In 
is the ultimate software 

tone generator, providing 
up to 80 voices on a 

Pro Tools 124 MIXplus system. 

SampleCell II Plus'" is 
a scalable PCI card-

i based sampler and 
waveform editor. It 

features optional TDM 
integration, a super-fast 

trigger time, 32 voices and 
32 MB of RAM per card. 

Koblo Studio9000 
A complete synthesis, 
sampling and drum 
machine package, 
Koblo's Studio9000 
uses Digidesign's 
DirectConnect 
Plug-In engine to stream 
awesome, mind-bending 
tones into Pro Tools. 

edge host-based synthesis, to TDM-integrated 

See and hear the difference. Check cut our website at www.dig_design.com or call 

1.800.333.2137, code 535 to order your free Pro Tools v5.0 for Music video. 

1/2000 Digidesign, a division of Avid Technology, Inc. 1622 I/O, DirectConnect, Pro Tools, Pro Tools 124 MIXplus, and SampleCell I! 

Plus are trademarks or registered traderarks of Avid Technology, lnc.,or its subsidiaries or divisions. Mac OS is a registered trademark 

of Apple Computer. Windows is a registered trademark of Microsoft Corp, All other trademarks contained herein are the property of 

'www.digidesign.com 
c 

digidesign 

their respective owners. All features and specifications subject to change without notice. CIRCLE 13 ON FREE INFO CARD A division of 



B O N Z A I BEAT 

Umm...no idea. I got a gig and 1 guess 
I’m good at it. [Laughs.] 
What was your first big triumph as an 
engineer? 
The Immature record. I was the assistant 
on their first record, with Claudio Cueni 
engineering. I moved up to engineer on 
their next record, and on their most re¬ 
cent record I was the mixer. I’ve grown 
up with those kids. I worked at Para¬ 

mount Studios for three and a half years, 
and that’s where I met many of the peo¬ 
ple I still work with today. 
Who instructed you in the art of engi¬ 
neering? 
My first gig in a studio after doing live 
sound and radio engineering was at 
Boulevard Sound, assisting Allen “Blaze" 
Blasik. I learned so much from him — es¬ 
pecially how to get great drum sounds. 

Who owns Madhouse Studios? 
I do, with my two partners — one is a pro¬ 
ducer and one is my manager. Everything 
The Ultimate Group — my manage¬ 
ment company— does is recorded here. 
1 now have Joe Breuer doing a lot of the 
recording, and he sends the tapes over to 
me wherever I’m mixing. I like working 
here — when 1 recorded Rick Allen, we 
had his drums set up for eight months, 

Digital EQ with Sliders plus FBX Feedback Exterminator, Compressor, & Delay, ALL IN ONE! 

GRAPHI-

HHnOS*On DIGITAL EQ! 
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GRQ-31C1: Single channel (one in/two out) 

The Power of Hands-On 
Digital Just Got Better! 
Now you can Tweek & Peek on your Graphi-Q! 

Touch any front-panel control & the Graphi-Q 

displays the precise 

Try on 

your analog EQ! 

This is the digital EQ you've been waiting for' Sabine’s new GRAPHI-Q'“ 
Series gives you hands-on, analog-style control of the industry's most advanced 
digital processing, all at one third the price of products with half the features. 

Our 24-bit A/D and D/A gives the cleanest audio possible, and the new 
32-bit floating-point SHARC processor powers every Graphi-Q, allowing 
simultaneous use & independent control of the 'unctions you need. 

■ Perfect for Mains or Monitors 
■ 31-band, 1/3-octave Digital Graphic EQ 
■ FBX Feedback Exterminator with 12 Filters per channel. 
The original & the best automatic feedback controller! 

■ Digital Compressor/Limiter 
■ Digital Delay for time alignment 

INE 
ADAPTIVE AUDIO 

For complete GRAPHI-Q details: 

www.SabinePro.com 

lei: (904)418-2000 

Pax: (904)418-2001 

Fax-Back Product Info: (904)418-2002 

PATENTED • MADE IN USA 

'FBX and FBX Feedback Exterminator are registered trademarks of Sabine. Inc., and are the brand names of its line of automatic feedback controllers. Covered by U.S. Patent 
No. 5,245,665, Australian Patent No. 653,736. German Patent No. 69118486.0. U.K. Patent No. 0486679. and Canadian Patent No. 2,066,624-2. Other patents pending. 



sm57 
©1999 Shure Brothers Incorporated 

Once in a blue moon a product comes along that defines a standard for an entire generation. 

The Shure SM57 is one of them. 

The SM57 is a fixture tn most recording studios in the U.S. - and beyond. Its outstanding clarity and 
one-of-a-kind response pattern make it essential for studio work. 

On stage, the SM57 has set the standard for the way instruments should sound. And its road worthiness 
is a legend in itself. Which explains why so many world class artists won’t play live without it. 

Best of all, you don’t have to be a star to afford it. 

For a closer look at what may he the most versatile microphone in the universe, call 1-800-25-SHURE. 
In Europe, phone 49-7131-72140. Outside Europe and the U.S., call 847-866-2200. 

THE SOUND OF PROFESSIONALS WORLDWIDE * 

www.shure.com 
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B O N Z A I BEAT 

and you can’t do that in a commercial 
studio. We would change things a little 
every day and get 'em dialed in real tight. 
Some may say you have a handicap — 
but it doesn’t seem to be for you. 
It’s not. 
Did this happen when you were a 
young girl? 
I was born this way, so it’s natural for me. 
How has that made you a different kind 
of person? 
It’s probably made me stronger. 1 was 
never told I couldn’t do anything. I 

played on softball and basketball teams. 
My mom put me on the piano when I 
was six, and I could read music by the 
time I was eight. I got a guitar when I 
was 12 — but that was traumatic. 

1 wanted to be a rock star, and I 
signed up for a guitar lesson. This old 
fuddy-duddy told me I could never play 
guitar because I didn’t have two hands. 
I was so mad — I went out of there cry¬ 
ing and I taught myself. I played trumpet 
in school band. I’ll play anything you put 
in front of me — I have no shame. 

two fish 

blue fish 

REVEAL Tannoy/TGI North America 

F 300 Gage Avenue, Unit I, Kitchener, 

Ontario, Canada N2M 2C8- S19 745 1158 

Fax: 519 745 2364 • Web site: www.tannoy.com 

TOLL FREE DEALER ORDER HOT LINE 

(FAX): 1-800-525-7081 

In an ocean full of nearfield monitors, 

it is almost impossible to know whether 

or not you will make a good catch. 

That is, until now. Clearly, there are two 

distinctively different monitors on the 

scene. Tannoy Reveal and Reveal Active. 

Sure, they feature the latest in transducer 

technology, cabinet integrity and 

styling, but clearly what sets 

them apart is performance. 

Dual highspeed mosfet 

amplifiers-are driven by beefy 

toroidal transformers. 

The amplifiers are 

■^kO^ divided by precision 
fc- active filter networks 

that combine to help you 

clearly navigate the murky depths 

of your next mix, no matter how many 

fathoms deep it is. But let’s face it, 

they're all just fish stories until you listen 

* for yourself. Go ahead, stick your toes 

} in the water at your nearest dealer 

— and find out why the New 

¿ Tannoy Active Reveal is 

catching on! 
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How would you describe your record¬ 
ing style? 
Lots of bang with my R&B work. Nice vo¬ 
cals — I drop them on the hard disk and 
I can fly those puppies in so fast. That got 
me lots of gigs. Getting the hard-disk 
recorder was the best money I ever spent. 
Any secrets? 
I keep things simple, and I have certain 
setups that I use every time. I stick with 
the things I know, and I have recall 
sheets on every vocalist I’ve ever worked 
with. With vocals, I use my U 87 to 
record straight to tape. In the mix, I’ll 
usually go through an Avalon 737 with 
a little compression, and out of there 
into whatever the best EQ is in the rack, 
and then a second compressor to catch 
everything the first one misses. And, in 
the mix, I always put up all the faders 
and listen to the song in its entirety be¬ 
fore I even begin to get any sounds. 
What do you listen to while cruising 
around in your Musclecar? 
Oldies from the ’50s, and I listen to clas¬ 
sic rock stations. 
If you could go back before recording 
existed, what would you like to hear? 
The ancient Native American tribal 
music. 
What is the first music you remember 
hearing as a child? 
My mom playing the piano. 
Any heroes? 
Rick Allen was a huge inspiration for me. 
As a drummer who lost his arm, I 
couldn’t believe the man could still play 
drums. I went from Atlanta to Chat¬ 
tanooga to see him play, and he inspired 
me to join my first band a week later. It’s 
really cool that here I am working with 

continued on page 146 
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meet the standard nobody else can match 

In the world of studio recording, video and film, 24-bit res¬ 

olution audio is the inew de facto standard - bringing 

recorded sound in-line with the absolute limits of human 

hearing and providing a 256 fold improvement in signal 

definition. 

The DA-78HR takes TASCAM's market leading 8-track digi¬ 

tal DTRS format into the 24-bit environment, providing 

affordable access to this new audio standard for recording 

studios, project studios and home recordists alike. The 

DA-78HR exploits the full potential of 24-bit audio record¬ 

ing to give major improvements in dynamic rangie and sig-

nal-to-moise performance. All analog and digital circuitry is 

optimized to maximize the 24-bit sonic quality. 

Other advanced performance features include on-board 

digital mixing - with level and pan control - and internal 

digital I/O patchbay, ensuring no loss of the 24-bit sound 

quality when copying or comp'ing tracks. Time Code I/O 

and on-board SMPTE synchronizer, MIDI IN/OUT/THRU, and 

Word Sync I/O enable the DA-78HR to operate readily with¬ 

in existing recording systems with other digital or analog 

multitracks, digital mixers, DAWs or video decks. The DA-

78HR also records locate points and punch in-out informa¬ 

tion, onto tape, so that these can be recalled dijring later 

sessions. 

The DA-78HR is backward compatible with 16-bit DTRS 

recording and locks seamlessly with any combination of up 

to 16 other DA-38, DA-88 or DA-98 recorders, to provide 

integrated digital recording systems of up to 128 tracks. 

TASCAM DA-78HR 

H'GW RESOIUTION OTRS 

0 I 10 00 03 

TASCAM B■8I888V 

a whole world of recording 

The world's first 24-bit MDM is not only 
the world's mos: cost effective 

professional 24-bit audio recorder, but 
also one of the finest digital multi-tracks 

ever produced. 

TEAC America, Inc., 7733 Telegraph Road, Montebello., CA 90640 
323-726 0303. web: www.tascam.com. faxback: 800-827-2268 
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FROM THE DESK OF 

Building the Mix 
Al Schmitt reveals his 

secrets to his more than 
50 years of making 
chart-topping songs 

BY HOWARD MASSEY 

"Legendary" is a word that is often 
bandied about too freely. But what else 
could you say about a man whose first 
session was for the Duke Ellington Or¬ 
chestra and whose work continues to 
dominate the charts? After more than half 
a century behind the board, Schmitt is 
universally acknowledged as being one of 
the absolute masters of his trade, a fact 
that is reflected in the multitude of 
Grammys he has won and in the more 
than 150 gold and platinum records he 
has produced, engineered, and/or mixed 
for an incredibly wide range of artists: 
from Henry Mancini to Steely Dan; from 
Frank Sinatra to Jefferson Airplane; from 
Eddie Fisher to Duane Eddy; from Barbra 
Streisand to Neil Young. Soft-spoken yet 
intense, Schmitt took some time out to 
talk with us in-between sessions for Di¬ 
ana Krall’s When I Look In Your Eyes—a 
project that has since then won him a 
Grammy nomination for Best Engi¬ 
neered Album of the year. 

EQ: How do you feel the rise of the pro¬ 
ject studio has impacted on how 
records are made today? 
Al Schmitt: In general, the demos that I 
get now sound better than a lot of 
records that were made 15, 20 years ago. 
A lot of it comes from the sharing of in¬ 
formation between musicians and the 
fact that they loan one another gear. I do 
a lot less work on overdubbing things 
like guitars and keyboards and synth 
parts than I used to do because a ma¬ 
jority of it now is being done at home. So 
I work with an artist and we’ll do the ba¬ 
sic tracks; when everything’s done, 
we’ll transfer stuff over to ADATs or DA-
88’s and they’ll take that home and put 
all the other stuff on what we used to 
spend hours in the studio doing. When 

they get all the overdubs done, we bring 
it in, we dump it back in, do whatever 
finessing we have to do, and then we 
mix it. So it’s helping with budgets and 
so forth. 
Is it possible to make a good acoustic 
recording without a top-of-the-line 
microphone? 
I’m a microphone freak, and I know that 
a lot of the microphone companies are 

getting into making microphones for 
less than a thousand dollars that are 
great. The one that kills me is the Neu¬ 
mann 103 — that’s a fabulous micro¬ 
phone. Audio-Technica’s also making 
some good microphones for reasonable 
amounts of money. I’ve been using the 
Neumann for dates — and it’s rare for 
me to use a cheap microphone on 
dates — but I’ve been using it on guitar 
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Introducing the Antares Microphone Modeler 
Now the microphones you own can sound like 

the microphones you wished you owned. 

IF YOU'VE BEEN FLIPPING thorough the pages of this magazine, 
you've almost certainly noticed the intense focus on micro¬ 
phones. From the proliferation of exotic new mies to the almost 
cult-like following of certain historical classics, never has the 
choice been greater. Or the prices higher. A perfect time, in 
fact, for Antares to introduce our new Microphone Modeler. 

Using our patented Spectral Shaping 
Tool™ technology, we’ve created 
precise digital models of a wide 
variety of microphones, from 
historical classics to modern exotics, 
as well as a selection of industry-
standard workhorses. Simply tell 
the Microphone Modeler what 
microphone you are actually using 
and what microphone you'd like it 
to sound like It's as simple as that. 

Just Like Being There 
Not only do the models reproduce all of the subtle sonic 
characteristics that make each microphone unique, but they 
also give you control of each mic's specific options. Does the 
mic have a low cut filter? If so, it's in the model. Wind screen on 
or off? Close or far placement? Each option results in the same 
sonic effect that it would have with the actual modeled mic. 

And for that final touch of perfection, you can even add some 
tasty tube saturation. 

W.th the Microphone Modeler, you can afford to record every 
track through c model of the specific mic that will produce the 
ideal sound you're looking for. Or use it in Hve performance to 

get the sound of mies you'd never 
consider bringing on stage. You can 
even use it during mixdown to 
effectively change the mic on an 
akeady recorded track. 

And with the ability to download 
new models from our web site, the 
Microphone Modeler will always 
keep you at the forefront of the 
microphone art. 

Have It Your Way 
The Microphone Modeler will initially 
be available as a plug-in for the TDM 

and MAS environments, with DirectX and Mac VST not far 
behind. And for those who prefer a self-contained solution, 
there will be the AMM-1 stand-alone rack-mount processor. 

And best of all, whichever version you choose, you can expect 
to pay substantially less than even a single modestly exotic mic. 

ANTARES AUDIO TECHNOLOGIES 464 Monterey Avenue, 2nd floor, Los Gatos, CA 95030 | www.antarestech.com 
US and Canada: 888 332 2636 | from Overseas: 408 399 0008 | info@antarestech.com 
©1999 Antares Audio Technologies. All rights reserved. 
The "Don't Sue Us!' Disclaimer: All trademarks are the property of their respective owners. References to specific microphones are intended solely 
to identify the microphones analyzed in the development of our digital models and do not in any way imply any association with or endorsement 
by a specific microphone's manufacturer. 

ARES 
REALLY COOL STUFF 
FOR MAKING MUSIC 
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FROM THE DESK OF 

on an album I just finished. I also used 
it on trumpet in a section. It sounded 
fabulous. 
If you’re working with an inexpensive 
mic versus a $10,000 mic, is the place¬ 
ment the same or different? 
The placement is pretty much the 
same. Even with real expensive micro¬ 
phones, no two microphones sound ex¬ 
actly alike; I don’t care what anybody 
tells you. 
But will you put them in the same 
place? 
Yeah, I would start out that way, but that 
doesn't mean I’m going to leave it that 
way. First of all, it depends on the play¬ 
er and how he plays. Moving the mic an 
inch can make all the difference in the 
world. The most important thing is to 
stand out there when the guy’s playing. 
Whether it’s trombone or trumpet or vi¬ 
olin, listen to what it sounds like, then 
try to place the mic where you think it 
should be placed. One of the best 
gauges is the guy that’s playing the in¬ 
strument himself. The player can give 
you a general idea of where the best 
place is for the sound that they put out, 
so you should start in that direction. The 
best friend an engineer has in the studio 
is the musician. You’ve got to be friends 
with the musician — you’ve got to get 
out there, you gotta make his life easi¬ 
er because he’s gonna make your life 
easier. The more comfortable they are, 
the better they play and the easier it is 
to make records. 
Do you ever experiment with miking at 
the musician’s ears? 
I’ve tried that a few times. It doesn’t al¬ 
ways work and it also depends on what 
else is going on. If you’re just overdub¬ 
bing a musician, maybe you can do that, 
but if you get other things going on in 
the same room — in the same vicinity — 
it doesn’t always work that well. You’ve 
got to have some sort of separation; you 
can’t have what’s playing three or four 
feet away louder in the mic than the guy 
that you’re trying to mic. Except that you 
do want to capture the ambience and 
the leakage because that’s what makes 
the thing sound big. You have to keep 
that in mind when you’re placing mi¬ 
crophones — and also where you place 
the musicians. Most guys who have stu¬ 
dios at home are usually doing one in¬ 
strument at a time — it’s usually an 
overdubbing thing. They usually don’t 
have a rhythm section in there, so they 
won’t have that problem. 
How do you generally mic acoustic guitars? 

It depends on what kind of guitar it is. 
If it’s a round-hole guitar, I’ll usually put 
the microphone off the hole, maybe 18 
inches away. And I’ll have the mic up a 
little, facing down towards the hole. We 
just did some acoustic guitar on this Di¬ 
ana Krall record, and I used a C12. It’s 
a $10,000 microphone and it sounded 
wonderful. But you can get by with AKG 
451’s; certain Schoeps are also good. 
I’ve also tried this new Neumann 103; 
that sounded great on acoustic guitar, 
and we were very happy with that. 

ter — just to give it a little bit of stereo. 
How do you approach electric guitar 
amp miking? 
I learned a long time ago that, 99 per¬ 
cent of the time, a [Shurel 57 works. I’ll 
put up good microphones and the mu¬ 
sician will usually say, “That’s not quite 
what I really want to hear,” so then I’ll 
stick a 57 up and they’ll say, "That’s it!” 
So I’ll do that and then I'll put a really 
good mic up — maybe a Neumann U 67 
or an M 50 — for the room 
How far away would the room mic be 

So you work down by 
the hole, not up by the 
frets? 
No, down at the hole. 
Sometimes I use two mi¬ 
crophones — I may have 
one up on the frets and 
one down by the hole. 
But the hole is there for 
a reason. It’s like when 
you’re miking a bass — 
you don’t put the mic 
way up on top on the 
bass, you put the mic 
down where the F-hole 
is. I’ll put up a tube U 47, 
and it usually just 
sounds wonderful. I had 
a guy in just recently, 
and with the tube ‘47, 
the bottom end of the 
bass was great, but I 
wasn't getting that nice 
top, so I took a Schoeps 
and 1 put it up where his 
left hand would be — I 
had it up high — and I 
just touched a little of it 
in there, but it gave me 
that top end and the 
bass sounded great. The 
bass player was thrilled 
because he said he nev¬ 
er gets that kind of 
sound. 
If you’re using two mies 
on an acoustic guitar, 
would you record it in 
stereo? 
If 1 have the availability 
of tracks, yes. If not, I’ll blend them to¬ 
gether. 
But will you look for a stereo image? 
Not really. You may get a little bit of 
imaging, but I wouldn’t try to get a real 
broad stereo image on it — maybe just 
a little bit. And, even if I was going to 
pan it off center, it would just be a little 
off — a little left and a little right of cen-

placed? 
It depends on the room. 
It could be anywhere 
from 15 feet to 20 feet. 
And the close mic, is 
that on-axis? 
Yes, on-axis, and a little 
off the center of the 
cone, on-axis. 
When you record elec¬ 
tric bass, do you typi¬ 
cally use some amp, or 
is it always just DI? 
I use a Demeter tube 
DI, and my chain on 
that is, it goes into the 
Demeter, into a Summit. 
I'll limit maybe a dB — I 
want to get the tube 
sound — and that’s it. 
No EQ. 
So you don’t typically 
use bass amps at all. 
Very, very rarely. And if I 
do, then I’ll try maybe a 
FET 47 on the bass amp. 
But very rarely do we do 
that anymore; I don’t 
get the call for it much. 
What’s your approach 
to recording acoustic 
piano? 
I know that Ed Cherney 
says the most difficult 
thing in the world to 
record is the human 
voice; I say the piano is 
the most difficult in¬ 
strument to record well. 
I’ve been doing so many 

piano records — I work with Joe Sam¬ 
ple, Bill Evans, on and on and on. Late¬ 
ly, I’ve been using the new Neumann M 
149’s on piano. If it’s a solo instrument 
— and by that I mean if the artist is not 
singing — I’ll use an AKG C24 stereo 
microphone off the piano. So I’ll have 
the two M149’s close in on the piano, 
and then off the piano — if you open 

“The biggest 

mistakes that 

happen in 

project studios 

are the result of 

the monitoring 

systems. ” 
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the piano lid, just where it curves — I’ll 
have the C24 right up in there. If I have 
the tracks, I'll use four tracks, and then 
I can blend them in however I want to. 
Where do you place the close mies? 
The close mies are usually a couple of 
feet off the high end and a couple of feet 
off the low end, kind of at 45-degree an¬ 
gles to each other. And then you move 
them around a little bit. Again, it de¬ 
pends on the player, it depends on the 
instrument. Again, I’m lucky in that I’m 
going (to] the kind of artists where we 
rent 9-foot German Steinways, so the pi¬ 
anos all sound good. 
Have you done much recording of up¬ 
right pianos? 
Sure. I use to do all that stuff with 
Mancini years ago — there were a lot of 
upright pianos. I used to put two mies 
behind the piano, off the sounding 
board. You’ve got to place the mies 
where they pick up all 88 keys. 
So you’d work in stereo. 
Yes, but if a guy’s doing an effect where 
he’s just playing something up on the 
high end, then you just worry about that 
part of it, just zero in on that section. 
Do you often re-amp DI signals? 
I do that all the time when I’m mixing — 
I’ll feed signal through really good 
speakers out in the room and then put 
some mies up reasonably close to the 
speakers and then maybe some mies 
further back. I might even use a little bit 
of delay on it. 
What’s your take on the resurgence of 
tube gear over the last few years? 
Well, for me, it’s not a resurgence since 
tube gear is all I ever use! [Laughs.] I like 
old boards — Neve consoles and APIs — 
and I use all-tube microphones on my 
sessions. If you walk in on one of my 
sessions when I’m doing a big orches¬ 
tra date, there might be 30 mies out 
there, and they’ll all be tube micro¬ 
phones — and 95 percent of them will 
be Neumanns. 

I think my all-time favorite mic ever 
made — for a microphone that does 
anything — is the [U] 67. I use it on 
strings, I’m using it on Diana’s vocals, 
you can use it on upright bass, you can 
use it on saxes, trombones, trumpets. To 
me, it’s the most flexible mic made that 
sounds really good. If I was going to buy 
one mic, that would be that would be the 
mic I would buy, although now they’re 
very expensive. I’m sorry I didn’t buy all 
those mies for $ 300-400 apiece when I 
had the opportunity! 
You mentioned that you sometimes use 

a little light limiting when you’re 
recording bass. 
Yeah, but I mostly do what they call 
hand limiting, where you ride the fader 
on the vocals; I still do that a lot. When 
I use a limiter or compression, it’ll be for 
sound or for an effect. Maybe I’ll squash 
the hell out of a sound if I’m looking for 
a certain effect on it, but, in general, I 
use very little EQ and very little limiting. 
I know that, in recording, you get 
sounds from mic placement rather 
than from EQ, but do you use very lit¬ 
tle EQ on your mixes, too? 
Yeah — I almost try to turn it off. If you 
look over my shoulder at the board, 
you'll see very few EQs. 
Do you find yourself using more com¬ 
pression on mixing than during track¬ 
ing, or do you still keep it very light? 
Very light. If a compressor’s [affecting] 
2 or 3 dB, for me, that’s an awful lot. 
So I guess I shouldn’t even ask if you 
ever strap one across the stereo bus. 
You know, I've done that; in fact, I just 
did that recently on [a project where] we 
were trying to match something that was 
done in Japan and it needed a little bit 
of compression overall. I wound up us¬ 
ing an old SSL stereo limiter and it 
sounded pretty good, but I only did like 
a dB and a half on it. It did work. 
Do you do a lot of digital recording, or 
are you still sticking with analog? 
I stick with analog mostly, but I do some 
digital. Digital is getting better and bet¬ 
ter, but I still prefer analog. At some 
point, there won’t be any more analog; 
someday we won’t have tape machines 
any more — it will all be going into the 
computer, they’ll have the sound down 
so well. Hopefully, I’ll be out fishing 
when that comes about! [Laughs.] 
What’s the most common problem that 
you hear in tapes coming out of project 
studios? 
The biggest mistakes that happen in 
project studios are the result of the mon¬ 
itoring systems. I get stuff where 90 per¬ 
cent of the time it’s overloaded with low 
end for some reason; I think they try to 
overcompensate for (monitoring defi¬ 
ciencies] in some way. 
So I guess the assumption has to be that 
some of the monitors that people are 
using in project studios are bass light. 
They're either bass light, or something’s 
going on lacousticallyl in the rooms they 
are in. I’ve got to say that, in general, I’m 
really impressed with stuff coming out 
of project studios. But, no matter how 
good the equipment is nor how good the 
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FROM THE DESK OF 

speakers are or anything else, a big part 
of it depends on the guy that’s putting 
it together — the engineer/produc-
er/musician or whoever is doing it. A lot 
of guys don’t know how to balance 
things, so what sounds right to them 
may be totally wrong to me. 
What are your personal favorite mon¬ 
itors? 
I use the Mastering Lab monitors — the 
hybrid that they put together with the 
Tannoy 10.1 have four of those; I’m try¬ 
ing to get another one so I can do my 
surround mixes on them. But I did (Na-
talie Cole’s] Unforgettable on NSlO’s. 
My wife is an audiophile, and she 
rarely ever comes to the studio, but she 
came to this studio and she saw the 
NSlO’s and she just gave me a working 
over about how can you do this? 
[Laughs.] You've got $50,000 worth of 
musicians out there playing their hearts 
out and you’re listening on this $300 
crap, you know? [Laughs.] But it’s just 
what you get used to. 
So are you recommending that people 
stick with NSlO’s in their project stu¬ 
dios? 
In an oblique way, I am. The reason why 
NSlO’s got so popular was that every 
studio had them. Years ago, it was the 
Big Reds with the crossover networks 
and all that. When it got down to the 
nearfields, in every studio there was a 
pair of Auratones, the “Horrortones, ’’ as 
we used to call them. Now, with the ad¬ 
vent of all these great new nearfield 
speakers, you walk in the studio and 
everybody’s got different monitors. 
What order do you bring faders up dur¬ 
ing a mix? 
I start from the bottom up, like building 
a house — I put the foundation down. 
So it’s the bass, the kick, the drums, then 
getting my echoes set — I have certain 
kinds of echoes I like to use on things. 
Then maybe I’ll put the guitar or key¬ 
board in. When I get the rhythm section 
set, then I may stick the vocal in for 
awhile and just kind of get that com¬ 
fortable, get my echoes right. Then I’ll 
take the vocal out and start adding oth¬ 
er things in — violins or woodwinds or 
brass. Then I’ll pump the vocal back in 
just to make sure we’ve got a relation¬ 
ship, and I'll take the vocal back out 
again and fine tune things, work on my 
echoes. I don’t use a lot of echo, but I 
use a lot of different echoes. 1 may use 
as many as eight different chambers on 
a mix — sometimes more — all at dif¬ 
ferent lengths. 1 try not to overburden 

the chamber with too many things go¬ 
ing in. 
So you only send one or two sources to 
each echo. 
Right. And that’s pretty much it. 1 mix 
fast, so I can usually do a couple of mix¬ 
es a day; I’ve done as many as four or 
five in a day on jazz albums. In gener¬ 
al, even if it’s large orchestral things and 
vocals, I’ll always get two a day. But I 
work on the rhythm, getting that foun¬ 
dation first, making sure 
that’s right and making 
sure the vocal is sitting 
in the right spot and 
with the right echo. If 
I’m working at Capitol, 
I try to get that live 
chamber on vocals as 
much as I can — that’s a 
great chamber. If I’m 
not mixing there, I use 
the old EMT250 plate — 
the R2D2 — on vocals or 
my [TC Electronic] 
M5000, or I may use a 
combination of the two 
of them. I’ll just finesse 
that for a while — I may 
spend 20 minutes just 
working on that, set¬ 
ting different blends, 
decay times, and so 
forth, until I get exactly 
what I want. And that’s 
all that will go to the vo¬ 
cal — those chambers 
will only be used for 
that; I won’t put any¬ 
thing else in there. But 
on each tune it will be 
different — I won’t use 
the same setup on each 
song. 
What sort of tricks have 
you come up with to get 
a problematic vocal 
track to sit in a mix? 
You’ve got to equalize 

recording vocals? 
Well, you’ve got to use a good wind¬ 
screen, certainly — you’ve got to make 
sure that artist isn’t swallowing the 
mic. That’s one mistake that a lot of peo¬ 
ple make — they get too close on top of 
the mic and the diaphragm just doesn’t 
work right when you're that close. My 
recommendation is that you stick your 
thumb to your nose and then spread 
your fingers out; you shouldn’t be any 

closer than that. In gen¬ 
eral, try to keep the 
singer anywhere from 
nine inches to a foot 
away from the micro¬ 
phone. 
Do you usually use a 
large diaphragm con¬ 
denser mic for vocals? 
Yes, but even if you’re 
not, you still don’t want 
the singer to swallow the 
mic. 
Do you mic vocals di¬ 
rectly on-axis? 
It depends on the artist. 
Some people have a lot of 
sibilance problems and 
you’re going to try to ad¬ 
just for that; others have 
major pop problems, 
even with windscreens. 
Sometimes, if a person 
sings down, I’ll have the 
mic below them so they 
are singing into it; some¬ 
times they sing up, and 
I’ll have the mic up. The 
chain I normally use is 
the microphone to a re¬ 
ally good preamp. I’ve 
been using the Martech 
(preamp] lately or the 
Mastering Lab preamp 
— I like both of those a 
lot, so it’s one or the oth¬ 
er. Then I’ll go into the 
Summit, compress it a dB 

“The demos 

that I get now 

sound better 

than a lot of 

records that ' 

were made 15, 

20years ago.” 

and get it set right, though you don’t 
want to overdo that. Again, you should 
do hand limiting to make sure that you 
even the vocal out, because if you 
overdo a limiter, squashing it is not 
quite the same. Sometimes even taking 
a vocal (track] and putting it into a 
speaker in the room. Sometimes just a 
tiny bit — almost inaudible — will help 
give it a little depth and help it sit bet¬ 
ter. But fixing things in the mix usually 
doesn’t work. [Laughs.] 
What is your general approach to 

or so, and that’s it — I hand limit the 
rest. But when you’re doing it at home, 
try to keep things on-axis. Also, there’s 
a reason that there’s red on the meter; 
it means be careful. You don’t want to 
slam stuff unless you’re looking for 
some sort of saturation; try to keep 
things relatively close to zero and get 
your cleanest sound. 
What mies do you favor for percussion 
overdubs? 
I always try to use a nice, really bright 
microphone — C12’s or the M149’s, but 
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a lot of times I’ll use AKGs or Sennheis-
ers. When I'm doing congas, I only use 
two mies and I try to XY them over the 
player’s head. I usually place them at 
head level, pretty much where his ears 
are, but out over the instruments. For 
tambourines and shakers, the room 
determines where you put the mic; you 
just move it around until you’re happy 
with what you get. There I’ll use EQ 
sometimes, but, if I do, it’s usually air. A 
lot of the home boards don’t have that, 
but a lot of professional boards allow me 
to add 20,000 cycles. I can add 4 or 6 dB 
up there, which gives it some air; I try to 
do that as much as I can. 
What’s the single most important piece 
of equipment in the project studio? 
Where would you spend the most mon¬ 
ey if you were starting out building a 
modest room? 
Personally, microphones are the most 
important thing to me, but you’ve also 
got to have a good board and you have 
to have a good monitoring system. The 
nice thing about using [modular record¬ 
ing systems] in project studios is that, as 
you get a little more successful and get 
a little more money, you can add on. 
What sort of features should the project 
studio owner look for in a console? 
It’s got to have some good EQ because, 
usually, if you’re recording at home, the 
acoustics in the rooms may not be as 
good [as in a commercial studio] and 
you’re going to have to use some EQ to 
do things. I like inline boards so I can see 
what’s happening straight up. 
How important is the quality of the mic 
preamps? 
That’s the most important thing. I 
would try to spend some money on 
some good preamps — buy one and, 
maybe later on, buy another. That 
makes a big difference as far as warmth, 
because a lot of the digital boards, 
while they sound OK, they sound digital. 
They don’t add that warmth you look 
for, and that’s why a good tube preamp 
is so important. Save up enough money 
and get one at a time, and buy micro¬ 
phones when you can save up enough to 
get a decent microphone. They’re always 
going to go up in value; these things 
don’t lose their value, so a good micro¬ 
phone is a good investment if you can 
afford it. 

I know that, unfortunately, a lot of 
project studio guys are working 9 to 5 
and they’re also trying to make these 
records at home, but when they can — 
if they’re going to invest in themselves 

and their studio — they should try to do 
it with some good preamps and some 
good microphones. You really can’t 
lose on those, because you can always 
find somebody who’ll buy it from you if 
you have to get rid of it. 
What are the things you listen for in a 
demo when you’re considering working 
with an artist? 
The most important thing to me is the 
song, that’s number one. If I’m judging 
the artist, I want to hear that material, 
because a mediocre singer can have a hit 
with a great song, but even a really good 
singer will rarely have a hit with a 
mediocre piece of material. So the first 
thing I listen for is the material, the song. 
The second thing is the vocal. If the vo¬ 
cal knocks me out and the song is 
mediocre, I’ll still say, “Well, wait a 
minute; there’s something happening 
here vocally. Now all we’ve got to do is 
find the right material and we could 
have something good here.” Those are 
the most important things. 
Can bad engineering obscure a good 
song? 
Sure it can. And really good engineering 
can make a mediocre song or artist 
sound pretty damn good. I’ve had that 
happen — you say, “Wow, this is great," 
and then as you listen further on you re¬ 
alize that it’s not so great; it was a good 
mix and a really good demo with good 
effects and all. 
Do you have any other advice you can 
give our readers? 
Well, if you’re investing money and time 
in your own studio, you must love what 
you’re doing, so just persevere. Don’t let 
anybody beat you up, don’t let anybody 
tell you that what you are doing is sh*tty. 
Stick with doing what you’re doing; hang 
in there and keep doing it. Believe in 
yourself. I can’t tell you how many 
times guys get turned down and reject¬ 
ed and battered about and then, all of a 
sudden, wham!— they just pop through. 
I don’t know a better way to enjoy your 
life than making a living doing some¬ 
thing you really love to do. I’m blessed 
that way, so it can happen to anybody! 
If you love doing something, you’re go¬ 
ing to do it well, and if you do it well, 
you’ll make money from it and have a 
good life. 

This interview is excerpted from 
Howard Massey’s new book Conver¬ 
sations With Record Producers, soon 
to be available from Miller-Freeman 
Books. 
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TECHNIQUES RECORDING 

Recording in This Little Room 
Vernon Reid has no 
regrets in using his 

project studio to record 
his latest effort, 
This Little Room 

BY RICH TOZZOLI 

Vernon Reid’s upcoming new Sony 550 
release, This Little Room, is a classic ex¬ 
ample of the powerful combination of 
project studio production and com¬ 
mercial studio polishing. Working out of 
his comfortable "little room” in New 
York, Vernon has combined his Gram¬ 
my-award winning talents of songwrit¬ 
ing and guitar playing with his long-de¬ 
veloped skills of recording at home on 
the latest gear. 

“Most of the record was done using 
Cubase VST Version 4.0 and 4.1 on my 
G3 300 MHz Mac,” states Reid. Integral 
to the use of Cubase was his use of VST 
plug-ins, such as the Prosoniq plug-ins, 
GRM Tools, Pluggo by Cycling ’74, VST 
MetaSynth, and the Dpole Filter Module 
by Waldorf. “I also extensively used the 
Waves collection, as well as plug-ins I 
downloaded from the Internet such as 
MDA,” he continues. Reid states that he 
also relied heavily on his use of Bias 
Peak V 2.02, as well as Opcode’s Vinyl 
and Filter programs. 

Combining hard-disk recording 
with good microphones, preamps, mon¬ 
itors, and care taken during the record¬ 
ing process can yield excellent results, 
no matter what the location. Vernon ex¬ 
tensively used his tube gear, such as the 
ART Pro VLA and Pro MPA, as well as his 
TL Audio Valve EQ’s to shape the sound 
of the record before it even “hit tape.” “I 
would use a Neumann TLM 103 or 
Groove Tubes mic on the vocalists, run 
through the tube preamps, with an all 
Monster Cable signal path,” Reid states. 
The many diverse vocalists on the album 
include Everett Bradley, William Duvall, 
Rachid, Kevin Webb, D.K. Dyson, and 
Carl Hancock Rux. “The record is an in¬ 

timate look at a particular time period 
in my life, from the middle '90s post Liv¬ 
ing Color, and it really holds together 
even with different vocalists," continues 
Reid. “Each singer brings their own per¬ 
sonality and relationship to the song. 
They are all really good friends of 
mine, so working with all the musicians 
was a very intimate process. I’m really 
happy with the results, and it was 
great working at home.” 

Reid’s giant “home” guitar sounds 
were achieved using a combination of 
live amps and direct signals. The direct 
path would usually include the Roland 
VG-8 with a Roland GT-3. For amps, he 

would mic a Mesa Boogie Subway 
Rocket or Tri-Axis, using an Audio 
Technica 4033 — again through the 
tube gear. The drum sounds were 
achieved using loops and a drummer 
on a Roland V-Drum set, run through 
the TL Audio Valve EQs to fatten up the 
sound. Jo Jo Mayer, Leon LaMont, and 
Ramsey Jones came in to lay their 
touch to Vernon’s songs. “The drum¬ 
mers would intertwine with the loops, 
in combination with computer sound¬ 
design,” continues Reid. “We spent a 
lot of time with the V-Drums, and we 
strove to have great sounds that would 
really fit each individual song, but also 
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have sounds the drummers were com¬ 
fortable playing. If it sounds too artifi¬ 
cial . you wont get the best performance 
out of them.” Reid monitored the 
record on his KRK 7000’s with a Carv¬ 
er TFM6CB power amp, as well as a set 
of powered KRK Exposé speakers, and 
an occasional check on his set of Para¬ 
dyne Audio’s. A Soundtracs Topaz con¬ 
sole handled all the signal outputs 
and monitor feeds. 

When it came time to take the 
record out of the project studio. Reid dig¬ 
itally transferred his files at 24-bit from 
the computer to the Roland 1680. Work¬ 
ing with engineer Troy Hightower, the 
tracks were then transferred to analog 2-
inch tape for mixdown. This Little Room 
was now was ready for final production, 
with mix sessions taking place in New 
York City at Electric Lady, Kampo Cul¬ 

tural Center, and Mirror Image studios. 
Reid comments on the differences 

he heard and felt when chaining both 
formats and studios: “Two-inch tape 
filled out the sound, and it also seemed 
to have more impact to me. Things that 
were hitting seemed to hit harder. It was 
a different listening environment. I was 
so close to everything at home (prox¬ 
imity wise), moving into the other 
rooms created a real sense of space, all 
in a different context.” 

Reid finishes, “In today’s envi¬ 
ronment, the actual importance of the 
song gets sidetracked, and, in a way, it 
really doesn’t matter what medium 
you record on or where you do it. You 
have to live with it, so anything you can 
live with is cool. To me, ‘have no re¬ 
grets’ is the ultimate philosophy of 
recording." E® 
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TECHNIQUES RECORDING 

The Makeshift Mansion Studio 
Facing the challenges of 
turning an upstate New 
York mansion into a 
recording studio 

BY STEVE LA CERRA 

There’s something exhilarating about 
waking up at 11 AM in the New York 
countryside, looking out over the Hud¬ 
son Valley, and knowing that the day’s 
activities center around recording mu¬ 
sic. There’s also a strange and wonder¬ 
ful feeling about taking a shower and 
shave in...the guitar player’s iso booth? 
Yep. So began my second day of record¬ 
ing a new CD for the band Thick in 
Selkirk, New York. 

Bob Napierski (drummer for Thick) 
has a “friend of the family” who owns 
this awesome mansion in Selkirk. After 
the band began rehearsing there in 
early 1999, they thought it’d be a cool 
idea to record their next CD quite liter¬ 
ally “in house.” They had already soni¬ 
cally explored the many rooms in the 
dwelling, so it was only natural that the 
guitar amp would be recorded in the 
second floor bathroom, which was big 
enough to support some kicking low 
end, and bright enough to keep the 
crunch of the guitar sounding...well... 
crunchy. And, besides, we didn’t mind 
sharing the bathroom with guitarist 
Tom Atkins’s Mesa Boogie Dual Rectifier 
Solo amp/4 x 12 cabinet. The only rule 
was no tossing any towels on the mic 
stand! 

GETTING INTO THE THICK OF IT 
Before recording began, we first had to 
consider what equipment we’d need for 
the project so that it could sound great 
but not cost a huge amount of money. A 
remote truck was out of the question 
due to the expense. Plus, there’d be no 
fun and adventure in simply making a 
call and having the gear show up, 
ready-to-record in a mobile studio. 

The band and I decided to pool our 
gear and somehow strap it all together 

to record the sessions. Tom brought his 
Mackie 24»8, TASCAM DA-88, a few as¬ 
sorted toys such as a DigiTech TSR-12, 
Symetrix SX201 parametric EQs, and 
Sony CD player. In the meantime, I 
grabbed a TASCAM DA-38, my trusty 
Demeter VTMP-2b tube mic pre, and a 
rack full of compressors, including a 
pair of Empirical Labs Distressors, Pur¬ 
ple Audio MC76’s, and an ART Pro VLA. 
In addition, I brought a bunch of mies, 
including Audix Dl’s, D2 and D4, bey-
erdynamic M420 and M201 dynamics 
and an MCE82 stereo condenser mic, 
Lawson L47MP and L47, Sennheiser 
MD421’s, Neumann IJ 87, KM 84’s, and 
TLM 103, plus a few Shure SM57’s and 
58’s. The plan was to spend four days 
on the project, with the first for setup 
and auditioning of sounds, the second 
and third for tracking, and the fourth for 
overdubs (though overdubbing would 
be minimal). Tracking would be live 
with bass, drums, guitar, and lead vocal. 
It turned out that we overdubbed lead 
vocalist John Grignon a few weeks lat¬ 
er because he was ill during the week of 
tracking. 

AN OUNCE OF PREPA¬ 
RATION... 
Thick was very well-
prepared for this 
project; even though 
I had never seen the 
mansion, the band 
had already deter¬ 
mined which rooms 
in the house would 
work best for their 
instruments. Bassist 
Eric Schwanke and 
Bob found the first-
floor dining room 
perfect for the drum 
kit. It’s a rectangular 
room of about 25 x 
12 feet, with a ceiling 
height of 12 feet. 
From the attic up 
above the second 
floor (this became 
my makeshift con¬ 
trol room), we ran a 
12-channel snake 
down to the dining 
room. The snake 

barely made the distance for placement 
alongside Bob’s kit. We used a combi¬ 
nation of close- and distant-mics in this 
room for the drums, with an Audix D4 
on kick, beyerdynamic M420 on snare, 
Sony C48 for ‘hat, and Audix Dl’s on 
rack and floor toms. The beyerdynam¬ 
ic MCE 82 stereo mic was used for cym¬ 
bals, but it wasn’t placed overhead. We 
put it on a stand in front of the kit, 
about 6 feet high and 10 feet from the 
kick drum. 

Instead of centering the mic in 
front of Bob's vintage Ludwig Vistalite 
kit, we moved it slightly left-of-center to 
favor the ride cymbal a tad. We used a 
tall studio boom to place a Lawson 
L47MP way up the far corner of the 
room near the ceiling (the L47MP was 
set to omni). This mic was connected to 
the Mackie console via the snake with 
a channel of the ART Pro VLA com¬ 
pressor inserted in the channel path. 
The comp was set to a ratio of almost 
5:1 with fast attack and slow release so 
that it would squish the room sound. 

The result was absolutely wonder¬ 
ful. The remaining drum mies were 
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TECHNIQUES RECORDING 

connected to the Mackie 
preamps with the excep¬ 
tion of the kick mic, 
which went through an 
ART Tube MP. Output of 
the Tube MP went to a 
Distressor for about 6 dB 
of compression, and then 
the signal went to tape. 
Each of these mies were 
recorded to a separate 
track. A headphone send 
from the Mackie’s 
“phones 1” out was con¬ 
nected to one of the snake 
return lines. At the snake 
box next to Bob’s kit, we 
used an old Redco Little 
Red Cue Box to drive 

the amps would be in 
rooms nearby the 
drums, possibly leaking 
into the drum mies (we 
really wanted to avoid 
this). Also, placing the 
amps downstairs meant 
I’d probably have to 
come up with an idea to 
skirt a mic snake situa¬ 
tion: although the snake 
had 12 channels, it was 8 
XLR send, 4 TRS return. 
Since there were eight 
mies on the drum kit, I 
had already used all of 
the XLR lines (plus one 
of the TRS for Bob’s 
cans), and I wasn’t 

Bob’s headphone mix (more about 
headphones later). 

FIRST STRING 
Initially, the entire band was going to 
play in the dining room facing Bob’s 
drums for communication purposes, 
but there were several detriments in do¬ 
ing this. We could have placed the 

amps up on the second floor, using re¬ 
ally long instrument cables for con¬ 
necting Tom's guitar and Eric’s bass into 
their amps. But I’m not a big fan of this 
because long cables tend to load down 
instrument pickups, resulting in a loss 
of tone on the way to the amp. If we put 
the amps downstairs, we could use 
short guitar and bass cables, but then 

thrilled with the idea of adding TRS-to-
XLR turn-around adapters in the mic 
path — it was just another connection to 
possibly interfere with the signal. Fi¬ 
nally, it presented Tom with the problem 
of not being in front of his amp to cre¬ 
ate feedback when he needed it. 

Our solution was to put Tom and 
his rig in the second floor bathroom and 

YOU WON’T FIND 

ART DECO COCKTAIL 

SHAKERS OR BEANIE 

BABIES ON DIGIBID. 

YOU WILL FIND THE 

PRO AUDIO AND MUSIC 

GEAR YOU'RE AFTER. 
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AUCTION ARENA WHERE 
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CAN BID ON QUALITY 

EQUIPMENT—WITH NO 

HIDDEN RESERVES. 

And the best gear 
DEALS ON THE PLANET 

ARE THE MOST FUN, 

ESPECIALLY SINCE 

THEY’RE ALL 100% 

GUARANTEED. 

Get on and get off. 
WWW.DIGIBID.COM 
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JOEMEEK 

the nem Joemeek Channels, 
VG6Q^ic< 

Joemeek set the standards 

for "vintage1 retro recording 

designs by offering quality 

9. Siu 

Mi 

VC3Q Mic-Pre 

and value. N o other direct 

recording channel can match 

the silky smooth colored 

soundof Joemeek. While other 

units claim to reproduce colored 
itcHíñg 

"vintage"' sound, wouldn't you 

rather own the one that does. 
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TECHNIQUES RECORDING 

i Ht BAbbib i hab landed: trie bcnwanKe on tne 
second floor landing. Note the mirror on his left. 

recorded on a 
separate track. No 
EQ or compres¬ 
sion was used on 
this channel. 

In the mean¬ 
time, Tom was 
getting comfort¬ 
able in the bath¬ 
room (!). Two long 
mic cables 
spanned the dis¬ 
tance from the 
bathroom straight 
up to my “control 
room,” into the 

Eric’s SWR bass rig into a medium-sized 
closet on the second floor. Miking Eric’s 
rig was pretty straight: a Sennheiser ‘421 
about 3 inches in front of one of the 

remaining channel of the Demeter 
VTMP-2b and from the out of the 
VTMP-2b to a tape track, again using the 
Monster Cable harness. 

speakers with a home run to a channel 
of the Demeter VTMP-2b pre, from the 
out of the VTMP-2b into a Purple Audio 
MC76 compressor, and from the comp 
to DA-88 via Monster Cable XLR to D-
sub harness. His direct sound sourced 
from the direct out on h4s SWR bass 
head, straight to the 24*8, and was 

Picking the right mic for Tom’s amp 
took a little bit of doing. After trying 
about five different mies, a Sennheiser 
*421 nailed the job, giving us enough 
top-end crunch with the right body in 
the lower mids. The ‘421 was placed 
pretty close to the cabinet, on the low¬ 
er right speaker, just about dead center 

and 3 inches away from the grille. In¬ 
terestingly, we had tried the two top 12-
inch speakers in that same ‘Boogie cab¬ 
inet, but they didn’t seem to have the 
same tone as this one particular speak¬ 
er. Just for the entertainment factor, we 
also ran a DI line straight from Tom’s 
guitar to the console and recorded the 
signal on a separate track (though we 
didn’t use it). 

For communication purposes, Tom 
and Eric needed headphones, so we 
dropped a long headphone extension 
cable from the 24«8’s “phones 2” output 
down to the second floor and plugged it 
into a Furman HR-2 headphone box. We 
parked the HR-2 in the hall near the 
bathroom door and connected two pairs 
of cans to the HR-2: one pair went into 
the bathroom for Tom, and the other in 
the hall for Eric. Eric was playing on the 
landing of the second floor so he could 
be relatively close to his amp, yet still 
communicate with the other guys. 

Tom actually cut the tracks while in 
the bathroom (there’s gotta be a wise¬ 
crack in there somewhere...), so, by leav-

continued on page 142 
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“Choosing the right mic is 
all about what you hear.” 

Michael D. Clute: producer/ engineer extraordianire 

Mike Clute’s one of the most respected 
engineers in the business. He knows 

good sound, and for twenty years has been 
perfecting the art of recording t. 

"Over the years, I've learned that the way to 
get the biggest sound is to start off right. 
Unplugging all that extra stuff, and really 
listening. Go for that sound up front, rather 
than try to tweak it with the EQ.” 

“The E35O can capture detail and character 
like few mies can. It's quiet, handles high 
sound pressure and has a great response.” 

"Mies are our most important tools, and 
having a big locker full to choose from is 
great. But the E35O is one of the few mies I 
can use on most anything. There aren't too 
many mies I can say that about." 

“There may be more expensive mies, but 
there aren’t many better than the E35O You 
should check it out and let your ears decide." 

See your qualified CAD dealer and take the 
blindfold challenge. For the name of the CAD 
dealer nearest you call 800-762-9266 or visit 
our web site at www.cadmics.com. 

Don’t listen with your eyes. 

The E350 
Servo-Condenser 

Features the hand-dampened, gold 
sputtered, 1.1 inch Optema14 

capsule 

Selectable pattern: cardioid, omni, 
figure-eight 

137 dB dynamic range, with 
proprietary high-current E>C 
phantom fusion power source 

11 dB self noise, among the quietest 
mies available 

148 maximum SPL 

THD less than 0.15% 

10Hz - 20 kHz frequency response 

Made in the USA 

Professional Microphones 
A division of CTI Audio, Inc. 
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Engineer/guitarist 

Jimmy Johnson tells 

how he helped define 

the Muscle Shoals 

Sound and put the 

state of Alabama on 

the musical map 
By Diane GiTshiiny ¡mil David Sweet 



Session Guitarist. Bandmember. Engineer. Producer. 

Music Publisher. Commercial Studio Owner. Project 
Studio Pioneer. 

If Jimmy Johnson had merely achieved competence 
in so many facets of his profession, his life in music would 

be noteworthy. That he became so successful at each 

makes his career a virtual one-of-a-kind. But it's when 

you listen to Johnson's stories of a professional life lived 

almost entirely behind soundproof glass that his 
unique and staggering breadth of musical experience 
begins to sound like American pop music history itself. 

Not that Jimmy would ever take himself that seri¬ 
ously. Watch his face while he answers, "Dumb luck" 

°Oo 

to the question, "What contributed most to your suc¬ 

cess?" and you'll swear he half expects you to supply 
a better answer. But his opinion turns out not to be typ¬ 

ical "aw-shucks" Southern self-deprecation. Jimmy 
Johnson really believes he's one of the luckiest "pick¬ 
ers" to walk the earth. 



Iüjm Builder 
Beginnings 
Johnson’s musical saga began as 
a preteen who was disconnected 
to his family’s taste for country 

music, in high school, his physical 

Ray’s aluminum factory worker 
wages. 

Johnson's engineering career 
began to take shape earlier, as a 
preteen, when Jimmy’s Uncle Dex-

her dad had to drive her to the stu¬ 
dio.” Jimmy jumped at every 
chance he got to engineer on what 
would now be regarded as ludi¬ 
crously primitive gear. "My uncle 

Vo

talents got him voted “most feared 
football player,” while his guitar 
licks in the Del Reys garnered him 
“best musician” status. Actually, 
Jimmy says, "I played a coronet 
in middle school — a shorter 
trumpet! 
[Laughs.] I 
played it in 
seventh and 
eighth 
grade, and 
by the time I 
went up to 
high school, 
I played 
football. 
[Laughs.] 1 
learned to 
read music 
with the 
horn, plus 
the impor¬ 
tance of 
playing with 
good time. 
So later, 
when I picked up guitar, my timing 
was already there.” 

Rythmic precision, perhaps 
the key to both Johnson’s session 
guitar success and the “Muscle 
Shoals” guitar style, was thus in¬ 
grained. Johnson underscores the 
point by stating, "If you want to be 
a great session player, get your 
time down first — take some per¬ 
cussion or drum lessons.” 

Jimmy’s distaste for mid-’50s 
country music became a blessing 
in disguise as a new guitar-driven 
music began exploding in the 
youth culture of the time. Rock 'n’ 

ter opened 
the first 
recording 
studio in 
north Al¬ 
abama. In 

a grin, 

“The tape 

record e r 

\\as called 

and, in¬ 
stead of a VU meter, 
it had this eye. It just 
kind of opened up 
when the music hit it 
— it was really weird. 
[Laughs.] It looked 
like the top of a vac¬ 
uum tube placed 
horizontally. The 
tape was 1/4-inch, 
and I’d never seen 
anything like it be¬ 
fore, or since. You’d 
hit one button, push 
a lever to get it start¬ 
ed, then stand back 
and watch the eye 
blink while the band 
started playing.” 
[Laughs.] 

had a big 
mono 
tape ma¬ 
chine and 
one mi¬ 
crophone 
— which 
seemed 
like plen¬ 
ty to us at 
the time.” 

How 
primitive 
are we 
talking? 
Jimmy re¬ 
calls with 

roll was its name, and the solid¬ 
body electric guitar became Jim¬ 
my’s game. Gigging by 15, Jimmy’s 
weekend jobs began bringing in 
more money than a week of his dad 

retrospect, the garage-based stu¬ 
dio’s most notable project was 
recording Tanya Tucker’s first 
demo. “She was just a very young 
girl,” Jimmy recalls. "I remember 

Studio Grunt 
Jimmy’s engineering opportunities 
blossomed as a teenager when a lo¬ 
cal man, Rick Hall, opened Muscle 
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THE RUMORS 
ARE ALL TRUE 

Qrcle 
Accurate. Revealing. Detailed. Unt ring. 

HHB Circle Studio Monitors deliver the best¬ 
value monitoring solutions in the business. 

And the good news is spreading tast. 

Just one session was all it took for the 
legendary musician Mick Fleetwood to 
standardize on Circle monitors for his studios 
in London, Los Angeles and Hawaii “When I 
heard that detailed, robust bottom end, I 

said: ‘I love them. Where can I get a pair?’” 

Reviewing the Circle 5s, Pro Audio Review 
concluded “Detail, clarity, off-axis response 
and imaging are superb... definitely give 

the HHB Circle 5s a listen” while Audio 
Media said of the Circle 3s “I fell in love with 
the active pair as soon as I plugged them 

in... the Circle 3s sang out loud and proud 

with a reassuring kick in the gut providing 

enough bass, while remaining accurate.” 

So what are you waiting for? Get your ears 
down to the nearest HHB dealer and check out 
Circle monitors today. 

Above (left to right): HHB Circle 5 midfield monitor 
(active and passive versions available). HHB Circle 1 
powered sub-woofer, HHB Circle 3 nearfield monitor 
(active and passive versions available). 

Left: Mick Fleetwood with HHB Circle 5 active midfield 
monitors and Circle 1 powered sub-woofer. 

HHB Communications USA LLC -1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA 

Tel: 310 319 1111 • Fax: 310 319 1311 • E-Mail: sales@hhbusa.com 

HHB Communications Canada Ltd ■ 260 King Street East, Toronto, Ontario M5A 4L5, Canada 

Tel: 416 867 9000 • Fax: 416 867 1080 ■ E-Mail: sales@hhbcanada.com 

HHB Communications Ltd • 73-75 Scrubs Lane, London NW10 6QU, UK 

Tel: 020 8962 5000 ■ Fax: 020 8962 5050 ■ E-Mail sales@hhb.co.uk 

http://www.hhb.co.uk FIRST WE LISTEN 
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Builder 
Shoals’s first recording studio, 
called Fame Studios. Jimmy was 
Hall's first employee, and the job 
was about a country mile from 
glamorous. Johnson confirms: “I 
was a janitor, gopher, secretary, 

In the first of many career sur¬ 
prises, Jimmy’s first big hit record 
came not as a guitarist, but as an 
engineer. Johnson recalls working 
on Percy Sledge’s 1966 monster hit 
"When a Man Loves a Woman”: “I 

gering 25 million units and turned 
the R&B recording industry’s at¬ 
tention toward “the four white 
kids from Alabama.” 

The Mum Ie Shoals Pilgrimage 
and ran his pub- . 
lishing compa- » 
ny.” But Jimmy 
also got to work 
with Hall in the 
control room, an 
experience he 
refers to as his 
"seven-year, 
real-life educa¬ 
tion in how to 
record and mix.” 
And what an ed¬ 
ucation. Fame 
ended up being 
one of the most 
important R&B-
oriented record¬ 
ing studios in 
the world — de¬ 
spite its tiny size 
and modest 
gear. 

In his fifth 
year at Fame, 
Johnson became 
a member of the “Fame Gang,” a 
precursor to the Muscle Shoals 
Rhythm Section (MSRS). From '64 
through '66, the band woodshed-
ded in the studio, recording demos 
for the most part. The personal toll 
this 60-hour-a-week “studio 
lifestyle” exacted on Johnson 
makes one wonder how he sur¬ 
vived it. Johnson confesses: “I was 
smoking five packs a day, drinking 
33 cups of coffee, and eating was 

Immortalized later by Lynyrd 
Skynyrd’s “Swampers” reference (a 
nickname Leon Russel coined for 
the band) in “Sweet Home Alaba¬ 
ma,” booking the studio band on 
its home turf became sort of a holy 
grail to top producers, including 
R&B legends Jerry Wexler and Ah¬ 
met Ertegun. In a scenario unimag¬ 
inable in today’s racially divided 
music industry, top producers flew 
their big-city black artists to small¬ 
town Muscle Shoals, located in the 
heart of the deep South, to tap the 
“groove machine” of Jimmy and 
his fellow Caucasians. 

Decades before “whites have 
no rhythm” jokes became com¬ 
mon, the band put their signature 
fat grooves on a slew of hit records 
for top black artists. Later labeled 
“the Muscle Shoals Sound,” John¬ 

son describes a 
particularly mem¬ 
orable moment in 
its development: 
“Jerry Wexler was 
the biggest execu¬ 
tive in the busi¬ 
ness, and (after a 
falling out with his 
former studio 
band Booker T 
and the MG’s) 
[he] comes down 
to work with us 
little country 
boys. He walks 

the major form of entertainment 
outside of making music.” Though 
he’s a trim non-smoker now, such 
appetites ballooned Jimmy’s body 
at one point to over 300 pounds. 
On the subject of exercise, Johnson 
dryly adds, “You don’t bum a lot of 
calories pickin’ and twistin' 
knobs.” 

was the engineer that day. Roger 
Hawkins, Spooner Oldham, and Ju¬ 
nior Lowe were the musicians, 
with producers Marlin Greene and 
Quinn Ivy. That was cut in mono, 
by the way. It was the first certified 
million-seller for Atlantic Records; 
can you imagine that?” The song 
eventually went on to sell a stag-

into the studio and we were just 
shaking in our boots. But that first 
tune we cut did really well (Wilson 
Pickett’s “Land of a Thousand 
Dances’), so we snared a bunch of 
Jerry’s sessions with Wilson and 
Aretha Franklin as a result.” 

Early hits for both artists fol¬ 
lowed, including "Never Loved a 
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Man the Way I Love You” and “Do 
Right Man, Do Right Woman” for 
Aretha. Johnson states: “That was 
a landmark date for us because it 
was the first stereo record we cut; 
we were mono even through (Wil-

During this period, MSRS and 
Johnson put their stamp not only 
on the Queen of Soul’s albums, but 
on several of the male kingpins of 
soul music as well. Two such acts 
stand out in Johnson’s mind: “I en-

was all just feel. He would get out 
on the floor and just start...just 
telling you what he was looking for, 
and everybody would just fall in. It 
was really just unbelievable to 
watch. The horn lines were so 

son Pickett’s) ‘Mustang 
Sally.’ ” Joining the band 
for the Aretha sessions 
was a brilliant 20-year-
old Southern guitarist 
named Duane Allman. 
Says Johnson, "I’d engi¬ 
neered him when he and 
Greg were with Hour¬ 
glass, and he was a fine 
guitar player even then. 
He fit right into what we 
were doing.” Legend has 
it Eric Clapton recruited 
Allman for Derek and the 
Dominoes after hearing 
his work with MSRS. 

By then, the famous 
producer and the now-fa¬ 
mous studio band were 
becoming fast friends. 
Johnson laughs, recall¬ 
ing: "Jerry taught us how 
to drink Chateau Lafitte 
Rothschild, where, be¬ 
fore, our idea of good 
wine was quite literally 
Mogan David. We were 

unique, I mean, it was the 
most amazing thing, be¬ 
cause he would create it 
right on the spot. And he 
was such a nice human 
being. He was big and 
looked kinda tough, but 
he was really a gentle man 
with a fabulous sense of 
humor.” 

Jimmy describes one 
example of Redding’s wit: 
Atlantic Records’ Ahmet 
Ertegun and Jerry Wexler 
evidently both had secre¬ 
taries who regarded Otis 
as a “typical dumb South¬ 
erner.” So, to the great 
amusement of Jimmy and 
the other MSRS members, 
Otis would call them and 
give them his best “dum-
bguy” act, including re¬ 
peated requests for Erte¬ 
gun’s assistant to put 
“Om-e-let” on the phone. 

As the '60s came to 
an end, Fame owner Rick 

chugging this French wine not 
even knowing it was, like, $600 a 
bottle! Talk about rednecks!” The 
producer’s investment in good 
vibes and good wine for the band 
paid off, however: Wexler won 
three consecutive Producer of the 
Year Grammys from the records 

they did together, and became 
sort of a second dad to the young 
musicians. 

gineered Arthur Connelly’s “Sweet 
Soul Music” hit for him and got to 
work with Otis Redding — one of 
the most talented people I ever had 
the good fortune to work with.” 

Johnson stutters trying to de¬ 
scribe how impressed he was by 
Redding. "He was just lhe 

most...the most creative horn 
arranger, background arranger, 
and track arranger I’ve ever seen. It 

Hall was recruited by Capitol 
Records, and decided to close his 
studio. Roger Hawkins and Jimmy 
saw opportunity, and purchased a 
little 4-track studio, convincing 
their cohorts, bassist David Hood 
and keyboardist Barry Beckett, to 
join. With that, Jerry Wexler loaned 
them the money to make it com¬ 
patible with Atlantic’s 8-track sys¬ 
tem, allowing the cleverly named 
named “Muscle Shoals Sound” to 
open in April of 1969 in, as Trent 
Reznor will appreciate, a former 
casket warehouse. Music historians 
will also note that four years into 
her career, and three decades pri¬ 
or to her multiple Y2K Grammy 
nominations for “Believe,” Cher 

"Jerry (Wexler) taught us how to drink Chateau 
Lafitte Rothschild, where, before, our Idea of good 
wine was quite literally Mogan David. We were 
chugging this French wine not even knowing it 
was, like, $600 a bottle! Talk about rednecks!" 
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JJISCLE MOER 
®W,S»7_ 

naturally became 

■■■■ 

, Wilson Piickett, and the MSRS 

your best friend who won’t explain 
why. We were really devastated, 
but we had to move ahead.” Luck¬ 
ily, their reputation as the area, 

Shoals Sound 
mainly Jim¬ 
my’s to run. As 
a result of his 
wide industry 
knowledge 
(and probably 
his years of 

came politically incorrect. Jimmy 
recalls the period with lingering 
sadness. “It wasn't something any¬ 
one would admit or even talk 
about, but you could cut the vibes 
with a chainsaw. It was like losing 

band, and studio black artists 
sought out to make hit records be¬ 
gan to attract a new kind of client: 
white rock stars enamored with 
black music. 

J Jimmy and the I 
* Rolling Stones I 

occurred that would change their 
lives forever: the assassination of 
Martin Luther King. Almost 
overnight, according to Johnson, 
the idea of black artists using 
prominent white musicians be-

mon. By the time he’d come to 
Muscle Shoals, Simon had already 
made several arduous attempts to 
pull a new sound he had in his 
head out of studio musicians in 
New York and elsewhere with un¬ 
satisfactory results. Johnson says 
Simon was incredulous during the 
very first rehearsal when MSRS 
nailed his sound better, according 
to what Simon told them at the 
time, than any other band had in 
many attempts. “That made the 
sessions really fun for everyone, 
and it showed on the record,” 

Muscle Shoals’s 
Set nuil Era Begins 
One of the earliest such acts to 
make the trek to Muscle Shoals 
were the Rolling Stones in 1970. 
Jimmy engineered “Brown Sugar” 
and “Wild Horses,” and says this of 
the band's legendary studio acu¬ 
men: “Keith and Mick knew exact¬ 
ly what they wanted, and could 
write a song faster than just about 
anybody. The band was no-non¬ 
sense quick when the red light 
came on, so it was just real easy 
working with them.” 

Many acts followed, including 

fled in the studios three hours to 
the north — in Nashville. 

But months before Muscle 
Shoals Sound opened, a tragedy 

inaugurated the first recording 
sessions at the new studio. 

Because he had trained as an 
engineer and knew studio admin¬ 
istration and publishing, Muscle 

"We charged a nominal rate for sessions, but 
asked clients to sign a contract that cut us in for 
points on any record that became a hit." 

'9ha, struggling in a 
recording stu-

George Michael, 
Bob Seger, Rod 
Stewart, Art Gar¬ 
funkel, Simon 
and Garfunkel’s 
reunion (“My Lit¬ 
tle Town”), and, 
perhaps most 
notably, Paul Si¬ 
mon for the mak¬ 
ing of his hall¬ 
mark album 
Rhymin’ Simon. 
Apparently, 
recording with 
the MSRS had a 
big impact on Si¬ 

an hour), 
Johnson came 
up with a 
unique com¬ 
pensation for¬ 
mula. “We 
charged a 
nominal rate 
for sessions, but asked clients to 
sign a contract that cut us in for 
points on any record that became 
a hit.” It turned out to be a brilliant 
move, with several hit recordings 
upping the band’s earnings signif¬ 
icantly. 

How did the Muscle Shoals 
sound come about? Johnson gives 
the area’s musical and cultural 
vibe a good deal of the credit, but 
adds MSRS were so fully booked for 
so many hours a week that they 
had to develop a way of learning 
songs and getting them sounding 
really good in one or two takes. Ne¬ 
cessity being the mother of inven¬ 
tion, the grueling pace forged a 
sound where every note counted, 
and “maximum feel” won out over 
the clinical perfection exempli-
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What /'s PowerWave? 

PowerWave™ is QSCs patented power supply 

technology that not only makes power 

amplifiers more compact, but also better 

sounding. You don't have to settle for 

conventional "lead sled" designs with 

hum, sagging supplies, and backbreaking 

weight. PowerWave is a win-win solution, 

giving you heavyweight audio performance in 

less than half the size and weight of typical amps. 

How does it work? 

Conventional power supplies draw 60 Hz AC 

from the wall directly into the power transformer. 

60 HZ 60 HZ AC TO DC 

CONVERSION 

Here's an analogy 

Today's high-performance 4-cylinder car 

engines generate more horsepower than 

yesterday's heavy V8's. How? By doubling the 

RPM limit, or speed of the motor. Well, imagine 

increasing the RPM by a factor of2000. That’s 

what PowerWave does for power supplies. 

PowerWave gets rid of it. Completely. The 

115-kHz PowerWave supply eliminates 60 Hz 

fields that can couple into internal or external 

audio circuitry. 

Worried 
about hum? 

g POWERWAVE 
Inside the 
PLX 3402 
(3400 watts 
and only 
21 pounds) 

Cleaner Sound. Incredible Bass. Half the (Height. 
It’s PowerUlaue™ Technology. 

35 LB 
TRANSFORMER 

This low frequency requires a massive iron 

core and hundreds of windings. In fact, a 

conventional 3000-watt amplifier needs 

a transformer that weighs at least 35 pounds, 

contributing to as much as two-thirds of the 

amplifier's total weight. 

Low-Impedance 

TRANSFORMER 

115 KHZ AC TO DC 
CONVERSION 

115 KHZ 
POWERWaVT 

PowerWave solves this problem by increasing 

the AC frequency from 60 Hz to 115,000 Hz 

before the transformer. This allows a one-

pound transformer to deliver even more 

clean, efficient power than a 35-pound low 

frequency design. 

But how does it sound? 

Tighter Bass A PowerWave transformer 

has lower impedance and greater efficiency 

because its copper windings are short and thick. 

In essence, it provides a "bigger pipe” to get 

electrical energy to the amp’s output circuitry. 

The result? A stiffer power supply that delivers 

chest-pounding bass. 

Cleaner Sound The PowerWave supply 

charges the rails 230,000 times per second— 

a vast improvement over 100-120 times per 

second in conventional supplies. This high 

recharge rate minimizes AC ripple that can 

degrade sonic quality. 

So before you buy yesterday's technology, 

check out QSCs revolutionary PowerWave-

equipped amps at a dealer near you. 

Whether you're looking for the performance 

and affordability of the PLX Series or the 

brute power of the 9,000-watt PowerLight 9.0^, 

you'll enjoy premium "lead-free" performance. 

O High-voltage Primary 
Energy Reservoir 

0 PowerWave Control Circuit 

0 High-current IGBT Switches 

O Low-impedance PowerWave 
Transformer 

0 Secondary Energy Reservoir 

Call 1-800-854-4079 for more Information or visit www.qscaudio.com 

PowerLight Series PTX Series PLXSeries 

iwerlight". "PowerWave- ami "Hear the Power of Technology" art trademarks of QSC Audio Products. lnc."QSC and the QSC logo are registered with the ILS. Patent and Trademark Office. QSC Andin Products. Inc.: 1675 MacArthur Blvd.. Costa Mesa. CA 92626 ISA 

Choose from 
over 40 QSC 
amplifiers 
that feature 
PowerWave™ 
Technology. 

Hear the Power of Technology. 
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Muscle der 
Johnson adds with a broad smile — 
not mentioning MSRS was nomi¬ 
nated for a Grammy for their work 
on the album that produced “Ko-
dachrome,” “Loves Me Like a 
Rock" and other hits for the artist 
at a critical early point in his solo 
career. 

During this time, Johnson be¬ 
came increasingly busy as a pro¬ 
ducer, most notably with an un¬ 
signed band made up of local 
musicians who named themselves 
with the intentionally hokey red¬ 
neck name “Lynyrd Skynyrd.” How 
he helped the band says a lot 
about what kind of man Jimmy 
Johnson is. 

Friendship Wins Over Money 
“I was the first guy to ever produce 

Skynyrd,” Jimmy states. “We cut 
“Free Bird,” “Simple Man," and all 
those big hits, right? They were so 
long, the record companies turned 
us down. They were nine-minute 
records. I had 17 cuts in the can, 

and they finally walked away from 
me because we couldn’t get them 
a record deal.” 

When Skynyrd was finally 
signed by MCA, the songs were re¬ 
çut, violating the written agree¬ 
ment Johnson had with the band. 
A co-producer at the time pushed 

Jimmy hard to sue — an option he 
felt would have ruined the band 
and made him rich simultaneous¬ 
ly. But, corny as it sounds, his af¬ 
fection for the guys in the band 
outweighed taking the adversarial 

advice he was getting. Instead, af¬ 
ter they’d made it, Jimmy sold the 
masters he owned to the band to 
prevent them getting into the 
wrong hands, with a contingency 
that if they ever came out, he’d get 
a percentage. 

Time and karma worked in 

"I was the first guy to ever produce Skynyrd.. .They 
were nine-minute records. I had 17 cuts in the 
can, and they finally walked away from me 
because we couldn't get them a record deal." 

rr -2315 
Schuko 
(most of 
Europe) 

IT-2315 
France & UK & 
Belgium Ireland 
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Power Ws for Your Ears... 
Headphones are critical to the success 
of your recording project. Years of creative 
effort, thousands of dollars in studio time 
or equipment, and the future of your 
professional music career depends upon 
the stereo mix that you hear prior to 
mastering. 

beyerdynamic headphones are the ultimate 
audio tool crucial to completing your project. 
Offering exceptional value at every price 
point, beyerdynamic's sealed headphones 
are characterized by: 

✓ Superb stereo imaging and unsurpassed 
depth of field. 

✓ Crystal clear sound reproduction. 
✓ Extended frequency response to capture 

every nuance of your production. 
✓ Extraordinary comfort without ear 

fatigue for long sessions 
✓ Durability for long term use 
✓ Field serviceable replacement parts 

DT 770 Pro: Diffuse field equalization, neodymium 
drivers, excellent isolation, and comfortable to wear, 
this headphone is the finest studio headphone available 
anywhere. 

DT 831: Advanced design and materials create 
the broadest frequency response available in the 
market (5 - 35,000 Hz). Equalized for critical 
listening of digital recordings. 

DT 250: Ruler flat frequency response, circumaural 
ear cups, and a replaceable cable are hallmarks of 
this production and professional field recording 
headphone 

DT 231: Designed for the home studio market, 
the DT 231 represents exceptional value in a sealed 
headphone design. 

For nearly three generations, beyerdynamic has been a leader in high performance studio reference monitor headphones. 
We invented the headphone. Today, we continue to make the world's finest headphones. Improve your music. Demo our 
headphones at a beyerdynamic Professional Audio Dealer near you. 

for information in the United Slates 
1.800.293.4463 
e-mail: salesUSA@beyerdynamic.tom 
www.beyerdynamic.com 

for information in Canada 
1.888 567.5940 
e-mail:salesC AN ADA@beyerdynamic.com 

beyerdynamic... /ff , ™ 
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|JMIL BUILDER 
Johnson’s favor. Two years later, 
the band called, informing him, 
“We just cut a song we wrote 
about you guys, and 
it’s called 'Sweet 
Home Alabama.’ ” 
(The specific lyrics 
are “Muscle Shoals 
has got the 
Swampers. They’ve 
been known to pick a 
song or two. Lord, 
they get me off so 
much. They pick me 
up when I’m feelin’ 
blue. How about 
you?’’) Johnson fin¬ 
ishes the story: “And 
guess what? The 
records finally did 
come out. [Laughs.] 
And that built my 
house.” In fact, 17 of 
their records were re-
released last year; all the Muscle 
Shoals cuts came out on one CD. 
And part of those had been re¬ 
leased on another record called 
The First and the Last. 

Muscle Shoals Sound Expands 
Outgrowing the original facility in 
1978, the MSRS partners purchased 
an old Naval Reserve building to ac¬ 
commodate the expansion from an 
8-track to a 24-/48-track studio. In 
true Muscle Shoals style, the build¬ 
ing was chosen as much for it’s 
“mojo” and nostalgia as for its lo¬ 
cation and acoustics. Oddly enough, 

the building had been a popular 
spot for teenage dances and "sock 
hops” during the '50s and ’60s. 

Today, the 31,000-square-foot 
Muscle Shoals Sound Studio is a 
state-of-the-art two-studio complex 
located on the Tennessee River in 
Sheffield, Alabama, but without John¬ 

son at the helm. Why? “Running a big 
studio was something I’d done for a 
long time,” says Jimmy, "and you 

need new challenges to stay fresh.” 
Fortunately, selling his interest in the 
legendary studio didn’t diminish 
Johnson’s appetite for creating music. 

Jimmy threw himself into the project 
studio revolution in a big way. 

Jiniiniy -I Joins The Revolution 
“I converted a little house that was 
in my family into a studio and of¬ 
fices,” Jimmy cheerily states. “And 
the gear is so good these days, 

there’s no real qualitative differ¬ 
ence between my stuff and any¬ 
thing I’ve ever worked on.” Inter¬ 

estingly, for having 
engineered so many hits on 
much-revered vintage ana¬ 
log gear, Johnson doesn’t 
miss it. “It’s really about cap¬ 
turing great performances; 
gear has always been a distant 
second to that. The Mackie 
digital console and Fostex 
hard disk I installed sound re¬ 
ally good together, and 
they’re just a ton easier to use 
— especially if you need to 
work on two projects simul¬ 
taneously. There’s just no 
reason to make things hard on 
yourself.” 

Jimmy Johnson 
has come full circle in 
many ways. From being 
an enthusiastic 10-
year-old, engineering 
in a garage studio every 
chance he got, Johnson 
has grown into an en¬ 
thusiastic man with 
four decades of guitar 
playing, production, 
and engineering chops 
he uses to make music 
primarily in a project 
studio. While he chairs 
the Alabama Music 

Hall of Fame and was recruited to 
teach recording at a nearby uni¬ 
versity, these are just additional 
pages in an extraordinarily broad, 
successful, and musically rich life 
— one sure to produce many more 
chapters. 

More information on Jimmy 
Johnson’s life can be found at All-
Mu sic. com and http://fly. 
hiwaay.net/-jimmyi . 

Diane Gershuny is a veteran 
music journalist with a deep 
love for most things Southern, 
except fried pickles. DK Sweet ac¬ 
tually likes the pickles. 

Jerry Wexler and Jimmy Johnson 

"The gear is so good these days, there's no real 
qualitative difference between my stuff and 
anything I've ever worked on." 
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By Mitch Gallagher 

A LOOK AT THE NEW GEAR THAT WOWED 

ATTENDEES AT THE LOS ANGELES CONVENTION 
CENTER AND THE TRENDS THEY REVEAL, PLUS 

Craig Anderton offers his annual awards 



/ wice a year, NAMM (the Na¬ 
tional Association of Music 
Merchants) puts on a 
tradeshow designed to bring 
together gear manufacturers 
and music/audio retailers. New 
pieces of equipment are intro¬ 

duced and hopefully ordered by dealers, 
prototypes and new concepts are unveiled, 
educational seminars are held, news is an¬ 
nounced, rumors are spread, and various 
convention-style shenanigans are en¬ 
gaged in. NAMM shows also give industry 

(three vocal mies with stand clamps, ca¬ 
ble ties, and a carrying case), KP-Studio 
(two studio mies and ATH-M3X head¬ 
phones in a carrying case), and KP-Wor-
ship (two choir mies with hangers, one 
podium mic, and a handheld dynamic 
mic in a carrying case). 

Earthworks showed their SR69 
handheld vocal mic ($350) and their 
SRO live sound omni ($350), which is in¬ 
tended for drums, guitar amps, piano, 
and recording applications. 

With 13 new mic products at the 

torizedlOO mm faders with 1024-step res¬ 
olution, 88.2 and 96 kHz sampling rates, a 
color LCD with built-in touch panel, built-
in surround sound monitoring capabilities, 
surround panning, Sony 9-pin and MMC 
control, and selection of automation 
punch points so you only affect automa¬ 
tion data between those points. All digital 
I/O is 24-bit, and all analog I/O uses 24-bit, 
128X converters. |See Roger Nichols’s 
First Look in the last issue for more details.l 

Peavey’s RSM 4062 stage/studio con¬ 
sole combines an inline recording archi-

journalists and press types opportu¬ 
nities to get a glimpse at what’s new 
and how the trends are shaping up. 

This year’s Winter NAMM show, 
held in the Los Angeles Convention 
Center, was no different. (The other 
annual show, Summer NAMM, is 
held in Nashville in July.) Loads of 
new gear debuted, latebreaking news 
was released on the unsuspecting 
masses, scads of demos were held, 

WANT AN EVEN MORE COMPLETE 

RUNDOWN ON ALL THINGS N AMM? 

PAY A VISIT TO 

WWW.MUSICPLAYERSNET~WORK.COM. 

tecture for the first eight channels with 
eight unique mic/stereo line channels 
for 9-16. These upper eight stereo line 
inputs can be routed through the 
channel or bussed over subgroup 
5/6, freeing up the channel to be used 
as a low-Z mic input. The RSM 4062 
can simultaneously mix 16 micro¬ 
phones and up to eight additional 
stereo line sources. Also from Peavey 
is the RQ 200 compact mixer, de-

and, in the process, some cool music and 
sounds were made — not that you could 
easily hear anything over the frightening 
din present in the Convention Center’s 
three cavernous halls and numerous 
private demo rooms. 

Undaunted by the noise, EQ's intrepid 
editors donned comfortable shoes and hit 
the floor for a four-day crash-and-burn tour 
of the show. On the following pages you’ll 
find some of the most exciting items we saw, 
as well as a look at industry trends and the 
ever-venerable Anderton Awards The stan¬ 
dard caveat applies: Prices, availability, and 
just about everything else are subject to 
change at the manufacturers’ whims. 

MICROPHONES 
The recent flood of new mic models slowed 
a bit at this NAMM show, but several note¬ 
worthy items were announced, including 
the hypercardioid Rode NT3 condenser 
mic, which uses a JFET impedance con¬ 
verter with a bipolar (transformerless) out¬ 
put buffer. Other features include heavy-
duty cast metal/satin nickel body, high 
immunity to RF interference, a dynamic 
range of >123 dB, and S/N ratio of 77 dB. 

Audio-Technica announced the 
Sound Addict line of mies with two mod¬ 
els, Bark (vocals) and Bite (instru¬ 
ments). A-T also expanded their KitPak 
series of mic bundles with the KP-Vocals 

show, CAD vastly increased the size of their 
catalog at this year’s NAMM show. Of spe¬ 
cial interest were the C84 cardioid con¬ 
denser mic intended for drum overhead, 

signed for hard-disk recording and portable 
applications. With 9V batteries installed, the 
RQ 200 is just as much at home on a remote 
video shoot as it is in the studio. It includes 

hihat, snare, acoustic guitar, strings, and 
choir applications. Also new are the TSM 

six XLR balanced mic preamps, four chan¬ 
nels with mic and stereo line inputs, and EQ. 

izlEPCH 2000 

411, a dynamic mic aimed at a wide range 
of drum and percussion applications, the 
KBM 412 bass drum mic, and the ICM 416 
electret condenser mic designed for cym¬ 
bal, hihat, and overhead drum miking. 
CAD further announced the M177 and 
M277 condensers. The Ml77 uses a sin 
gle-pattern version of the Equitek 
E-300 capsule; the 
more versatile 
M277 pro¬ 
vides nine 
switchable 
polar patterns. 

MIXERS 
Most of the mix¬ 
er action at 
NAMM seemed to 
be taking place in the 
live powered mixer area, in¬ 
cluding new models from Yama¬ 
ha, Peavey, Mackie, and Electro¬ 
Voice. One notable exception was 
Sony’s DMX-R100 digital console 
($20,000), which drew a lot of attention. 
Among its features are 48 channels, 25 mo-

Panasonic’s 2.0 
software update 
for the DA7 digital 
mixer adds 64 en¬ 

hancements, 
such as a 

new in-

Behringer Ultra-DI 
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put-to-output routing matrix that acts 
like a virtual patchbay, 5.1 or 3+1 surround 
sound modes, implementation of the RS-
422 9-pin protocol, independent scene 
memory crossfades, tweaked compressor 
attack time, and peak/signal LED thresh¬ 
old adjustment from -10 dB to 0.0 dB. 

The V3.0 OS software for the Mackie’s 
D8B digital mixer features third-party plug¬ 

in support, added surround sound mixing 
features, networking capabilities, sidechain 
inputs for all 48 onboard dynamic proces¬ 
sors, per-channel delay, multiple undo list, 
and multiple direct outs per channel. 

Preamps, Effects, and 
Processors 
The biggest buzz in processors at the 

show had to be Roland’s VP-9000 Va-
riPhrase processor. Perhaps the unit 
should be characterized as a sampler, 
since audio must be captured before it 
can be processed, but given how much 
the VP-9000 can manipulate audio, we’ll 
throw it in here. The VP-9000 allows you 
to pitchshift audio without altering tem¬ 
po or formant, change tempo without al-

THE ANDERTON AWARDS 
And now, the moment you've all been waiting for: yes, the Phantom 

Menace will be out on video very soon. But while you're waiting, why 

not attend the only virtual award show in the music industry? You 

won't get poisoned by rubber chicken, bored by interminable accep¬ 

tance speeches, or come back to your car to find the stereo missing! 

And now, in our quest to give recognition to products deemed Way 

Cool at NAMM 2000, here we go... 

• The "Overnight Sensation that Took 15 Years" award goes to 

FireWire, the high-speed data transfer protocol featured in Yamaha's 

mLAN system as well as in upcoming systems from Peavey and several 

other manufacturers. With audio-oriented companies such as Digital 

Harmony pushing the envelope, FireWire just may be the next "MIDI 

for pro audio." 

• The "We Want the World, and We Want it Now" award goes to 

the Yamaha AW4416 all-in-one recording audio workstation. It's a 

mixer with motorized faders! It's a 16-track, 24-bit/48 kHz recorder! 

It's a sampler! It's a signal processor! It burns CDs! It does your laun¬ 

dry! Well, maybe not your laundry, but it certainly brings new mean¬ 

ing to the phrase "all in one." 

• The South Park Memorial "Oh My God, They Killed Digital!" 

Award goes to Alesis for their A6 Andromeda analog synthesizer. This 

one zeros in on vintage sound (no stair-stepping when you turn knobs), 

while retaining the kind of 21 st century features we know and love 

such as multiple outs, informative LCD, matrix modulation, and the like. 

Think purify of sound, with an analog body but a digital brain. Now, 

$3500 doesn't sound cheap, but, hey, neither does the Andromeda. 

• Roland's HPD-15 garners the "Give 'Em a Hand" award; this is a 

sensitive, expressive drum controller designed for hand-percussion ap¬ 

plications. It's light years beyond the primitive on-off switch contacts 

that controlled drum synthesizers way back in the late 20th century. 

• The "Imitation is the Sincerest Form of Flattery and Besides, That 

Way We Don't Have to Think of Something New" award goes to all 

those companies with translucent, iMac-like cases. Ten years from 

now, people will be saying "that's soooo 20th century," but, for now, 

it's the style du jour. 

• The "Nikola Tesla Memorial Mad Scientist" award goes to Roland 

for their VP-9000 VariPhrase audio processor. It's basically impossible 

to describe in print...sorry! Take Sonic Foundry's ACID time/pitch-

munching properties, put them in a box that can break down static 

samples into constituent parts and re-work them in a zillion ways — in 

real time — and you have a rough idea of what lurks within this pricey 

(over $3K) but highly innovative box. 

• The "Power to the People" award goes to EMU/Ensoniq, for their 

ROM authoring system that allows musicians with any of several EMU 

samplers to create their own sound ROMs for the Proteus 2000 rack 

module. Yes — take your favorite samples, and make them part of a 

non-volatile rack synthesizer. 

• Steinberg/Propellerheads garners the coveted "Better Living 

Through Technology" award for Reason, a software-based synth studio 

that is, frankly, mind-blowing. For $399, you geta synth, sampler, 

drum machine, sequencer, batches o' effects, patchbay, REX file play¬ 

er, included sounds, and a whole lot more. That sound you hear is 

echoes from all the jaws dropping at NAMM. 

• The "Anyway, Anyhow, Anywhere I Choose" award goes to 

Rocket Networks (with honorary mentions to Steinberg and Emagic) for 

creating the online studio and actually making it work. Need a bass 

part? Hey, go online! 

• Samson wins the "Honey, We Shrunk the Transmitter" award for 

their way-cool Airline series of wireless products. How small are they? 

The guitar version just plugs into your guitar's output ¡ack — no body 

pack required. And the receiver is small enough to fit next to your 

stomp box. If you're into wireless, these are hot. 

• The "MIDI Memorial Industry Standard" award goes to Steinberg 

for their VST 2.0 and ASIO 2.0. Congratulations are also in order for 

the companies that rejected the "not invented here" syndrome and 

helped make these protocols industry standards. Runner-up: USB inter¬ 

facing, which is showing up in a lot of gear these days. 

• The "She Comes in Colors" award goes to SEK'D Samplitude, 

which incorporates the Comparisonics coloring system for waveform 

information. Basically, it lets you analyze different types of sounds 

based on color; for example, kicks show up as a particular color, mak¬ 

ing it easy to do drum replacement. The concept seems frivolous at first 

— until you see it in action. 

• Finally, the "Cher Memorial Comeback of the Year Award" is a 

tie between analog synths (they were everywhere) and MIDI guitar. 

Yes, the guitar technology that was once supposed to take over the 

world, then was supposed to die a horrible death, was back in force 

thanks to Roland, Brian Moore Guitars, and Washburn. As to synths, 

suffice it to say that Bob Moog was back with a new synth...'nuff said. 

And that brings us to the conclusion of this year's Anderton NAMM 

Awards. Please file out through the doors to the left and right sides of 

the hall...thank you very much. —Craig Anderton 



tering pitch, modify the duration and 
pitch of notes within a phrase, or even re¬ 
groove a loop — all in real time and non-
destructively. But this doesn’t begin to 
scratch the surface of what this baby can 
do. Polyphony is six notes, effects are 
built-in, and real-time control is available 
via front-panel knobs or MIDI. Roland S-
700, Akai S1000, AIR, and WAV file for¬ 
mats are supported, and an internal 250 
MB Zip drive provides convenient stor¬ 
age. |See the First Look on page 24 of this 
issue for more details.] Roland was also 
showing two new digital graphic EQs, the 
2-channel, 31-band SRQ-2031 and 4-
channel, 15-band SRQ-4015, both of 
which use an innovative Frequency Slid¬ 

er and Dial Encoder for selecting fre¬ 
quencies and adjusting gain. 

The Earthworks 1024 ($3500) is a 4-
channel single-space rackmount mic pre¬ 
amp. Each channel features phantom pow¬ 
er, polarity reverse, a standby (mute) switch, 
stepped gain control, and variable output 
level. The manufacturer claims response of 
±0.1 dB from 2 1 Iz to beyond 100 kHz. 

The VPRO-1 analog voice processor 
from Peavey can replace a mixer chan¬ 
nel strip for recording or live applica¬ 
tions. Features include a mic preamp 
with phantom power, dual EQs (one 
with sidechain), a compressor/lim-
iter/expander with metering, an analog 
enhancer, and a headphone jack. 

Zoom had two new processors at 
NAMM. The RFX-2000 studio processor 
($399) contains 48 effects including reverb. 
Its mixdown effects can punch up high 
and low frequencies, add extra dynamics, 
and “widen" or "boost” the sound of a 
track or individual instruments. A mas¬ 
tering effect optimizes the sound of a final 
2-track mix. The built-in Mic Simulator is 
claimed to make affordable dynamic 
mies sound like high-priced condensers. 
Editing software for PCs and Macs lets 
users access up to eight additional effects, 
including a 31 -band graphic EQ and a 20-
tap delay effect. The RFX-1000 ($279) 
comes with 33 professional-quality effects, 
including Zoom reverbs. Like the RFX-
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Monitoring 
Fostex was showing their NF-IA nearfield 
monitor ($1598 per pair); a self-powered 
version of the NF-1 speakers introduced 
at the fall AES show. Hafler launched their 
new M5 compact two-way passive mon¬ 
itors ($249). The M5 is magnetically 
shielded and features a 5.25-inch midbass 
driver and a 25-mm silk-dome tweeter. 
KRK was showing prototypes of several 
new monitors as well as a new FireWire¬ 
based speaker interconnect system de¬ 
signed to allow easy monitor interfacing 
with digital audio systems. In other digi¬ 
tally compatible monitor news, Genelec 
announced the 2029B ($1375 per pair), an 
AES/EBU 24/96-compatible version of 
their 2029A active digital monitors. 

NHTPro announced that they were 
changing their name to Vergence Tech¬ 
nology. The new company also intro¬ 
duced the B-20 stereo subwoofer system, 
which features two 10-inch subwoofers 

2000, a range of special mastering/mix¬ 
down effects can be used to punch up, 
widen, or boost the sound of a track or in¬ 
dividual instruments during mixdown or 
fine-tune the overall sound of a final 2-
track mix during mastering. 

The busy folks at Behringer an¬ 
nounced a slew of new products, includ¬ 
ing the Ultrabass Pro subharmonic proces¬ 
sor ($179), Ultra-DI and Ultra-DI Pro 
direct boxes ($59 and $159), Ultra-Curve 
Pro digital EQ ($579), Ultra-dyne Pro 
digital dynamics processor ($579), Virtu-
alizer Pro and Modulizer Pro multieffects 
processors ($139 each), and the Ultramizer 
Pro 2-band dynamics processor ($229). 

Summit was showing their full line of 
Element 78 mic preamp/EQ products, in¬ 
cluding the MPE-200 dual-channel preamp 
EQ, MPE-200S preamp/EQ slave. EQ-200 
4-band EQ, and EQ-200S EQ slave. Intro¬ 
duced at the show was the Extension 78 
plug-in for Digidesign’s Pro Tools. Exten¬ 
sion 78 allows for remote MIDI control of 
the Element 78 line of signal processors. 

Electrix had two new processors to 
offer, the EQ Killer and the Filter Queen 
($299 each). The Filter Queen is a half-rack 
version of the company’s Filter Factory, 
while the EQ Killer is a stereo 3-band EQ 
designed for real-time operation, featur¬ 
ing momentary switches for dropping the 
EQ bands in and out of the signal path. 

Two new channel strip-style pre-
amp/compressor/EQs were being shown at 
the JOEMEEK booth. The VC3Q ($400) is 
the equivalent of one channel of the 
JOEMEEK VC5 Meequal-
izer with the ex¬ 
ception 

cessing a surround mix. Also on display at 
the Steinberg booth was Mindprint’s T-
Comp, a stereo tube compressor ($1100). 
Stereo inserts, a bass filter in a sidechain, 
and Adaptive Mode for program-depen¬ 
dent compression round out T-Comp. The 
unit can be upgraded with DI-Mod for 24-
bit digital I/O capability. 

Kind of Loud was showing new ver¬ 
sions of their RealVerb 5.1 surround re¬ 
verb for Minnetonka’s Mx51 surround 
mixing environment and MOTU’s MAS 
plug-in format. Stereo versions of Re¬ 
alVerb were also announced for 
Digidesign’s TDM and RTAS formats. 

Several modeled guitar processors 
were being shown at NAMM, but perhaps 
the biggest buzz surrounded the Line 6 
Pod Pro ($800), a two-space rackmount 
version of the popular Pod digital guitar 
processor. The Pro offers 32 amp models, 
16 cabinet models, and digital effects. 
Twenty-four-bit AES/EBU and S/PDIF 
digital outs are standard, as are XLR ana¬ 
log outs. Line 6 also addressed bassists 
with Bass Pod ($500), which features clas¬ 
sic bass amp and cabinet models as well 
as bass-specific effects. Pod users can 
also access the new ToneTransfer Web 
Library at www.line6.com for new 
sounds for their gear. 

of fixed-frequency EQ bands. The VC6Q 
($600) adds mid sweep and other features 
such as phase reverse, 20 dB pad, mic/line 
switch, input peak indicator, a gain reduc¬ 
tion meter, and an expanded output meter. 

Presonus had several new items at the 
show, including the Quad Com ($900), a 4-
channel compressor/limiter and the Quad 
Gate ($900), a 4-channel gate. Also new 
from Presonus was the Digimax 8-channel 
preamp with peak limiting and digital out¬ 
puts ($1500), the EQ80 8-channel, 4-band 
parametric EQ ($2300), and the Blue Tube 
half-rack stereo tube mic preamp ($200). 

Plug-ins continued their inexorable 
rise toward audio processing dominance. 
Waves was showing two new processors 
in their Pro-FX Plus processing bundle 
($850 for TDM, $450 for native. Pro-FX 
Plus replaces the Pro-FX bundle; upgrades 
are available.). Doppler adds motion ef¬ 
fects and is aimed at post, film, and game 
sound designers. Enigma offers a new ap¬ 
proach to filtering and modulation, and 
provides an array of creative sound design 
possibilities. Waves also announced com¬ 
plete support for Digidesign’s RTAS plug¬ 
in format. 

Antares introduced RTAS-compatible 
versions of their Auto-Tune and Micro¬ 
phone Modeler plug-ins ($399 each), 
which are currently available for TDM, 
MAS, VST, and DirectX formats. Antares 
was also previewing their upcoming Speak¬ 
er Modeler, which is said to make any “rea¬ 
sonably wide-range monitors” sound like 

any of a variety of speakers, from stu¬ 
dio monitors to computer speakers. 

Surround Bundle, a col¬ 
lection of six real-time 8-

channel surround plug¬ 
ins, was being shown 

at the Steinberg 
booth, running 

on the Nuen-
do plat¬ 
form. A 
compres¬ 
sor, loud¬ 

ness maxi¬ 
mixer, 7-band 

parametric EQ, reverb, and 
two low-frequency processors are 

included in the bundle. Easy channel link¬ 
ing ensures balanced levels when pro-
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mated to a dedicated external amplifier 
($2000), and the C-20 active center 
monitor, designed to match with and ex¬ 
pand the A-20 monitor system. 

In addition to new power condition¬ 
er products, Furman showed a revised ver¬ 
sion of their HDS-16 ($699) headphone 
distribution system and HRM-16 remote 
headphone mixer ($599). Also new was the 
HR-6SPLT headphone cable splitter ($89). 
Samson introduced a new line of pro ref¬ 
erence headphones, including the RH600, 
RH300, and RH 100, which claim linear fre¬ 
quency response from 20 Hz to 20 kHz. 
beyerdynamic expanded their headphone 
offerings with the budget-priced DT231 
closed-ear system, which offers response 
from 20 Hz to 18 kHz. 

ART also jumped into the monitoring 
fray with their HPFX headphone moni¬ 
toring system with effects. Designed to 
function as a traditional headphone split¬ 
ter or as a front-end for a computer-based 
audio recording system, the HPFX offers 
two mic preamps, four independent 
headphone outs, built-in digital effects, 
and a stereo or mono mix input. 

Self-Contained Multitrack 
recorder/mixers 
If you’re one of the legion of recordists 
who favors all-in-one solutions, Winter 
NAMM had many pleasures in store. 
Roland updated their VS-1680 to the VS-
1880, dropping the price significantly in 
the process. Among its new features is im¬ 
proved CD burning. Fostex also intro¬ 
duced a new unit, the VF- 16 digital mul¬ 
titracker ($1299), which features 16 tracks 
plus eight virtual tracks, two digital mul¬ 
tieffects, and a full-featured mixer. Eight 
tracks can be recorded simultaneously via 
analog inputs, 16 using the ADAT interface 
in addition to the analog inputs. Akai’s 
new DPS16 ($2695) one-ups the compa¬ 
ny’s DSP12 with 16 tracks of recording and 
support for 24/96 operation. A stereo mul¬ 
tieffects processor is optional ($400). 

A standout of the show was Yamaha’s 
AW4416, which combines elements of the 
company’s 02R and 0IV mixers with a 24-
bit, 16-track recorder, and a built-in sam¬ 
pler triggerable from eight front-panel 
pads. Features include an internal hard 
drive, external SCSI port, a 44-channel 

mixer, 32-bit effects, 4-band fully para¬ 
metric EQ, eight busses and eight aux 
sends, 17 moving faders, four fader and 
mute groups, and an optional built-in CD 
burner ($3799 with built-in CD burner). 
I/O can be expanded with optional inter¬ 
face cards. [See the First Look on page 26 
for more details.| 

AUDIO INTERFACES AND CON¬ 
TROL Surfaces 
The computer-based audio arena contin¬ 
ues to be a hotbed of activity. Several com¬ 
panies were showing USB audio/MIDl in¬ 
terfaces, which obviate the need for internal 
PCI cards. Swissonic introduced the rack¬ 
mount USB Studio/D, which features two 
phantom-powered balanced mic inputs 
with insert jacks, two high-impedance in¬ 
strument inputs, four stereo line inputs, 
one tape input with switchable head¬ 
phone preamp, S/PDIF digital I/O (coax 
and optical), and an internal power supply. 

TASCAM has adapted their “Portas-
tudio" paradigm to the computer age with 
the US-428 ($599), a 24-bit digital audio 
workstation controller combining a hard¬ 
ware interface with computer function¬ 
ality. The US-428 works with both Win¬ 
dows- and Macintosh-based sequencing 

platforms and can control any number of 
software faders through eight hardware 
faders; groups of eight software faders are 
selectable with buttons located beneath 
the US-428’s jog wheel. A built-in MIDI in¬ 
terface is included as a bonus. 

The Steinberg Nuendo PCI 96 52 for 
the Nuendo postproduction system offers 
up to 26 ins/outs. Features include: three 
ADAT digital I/O, a S/PDIF digital I/O, a 
9-pin ADAT Sync input for sample accu¬ 
rate transfers, and word clock I/O. 

MOTU’s 1296 is a 2U rackmountable 
computer-based hard-disk recording sys¬ 
tem for Mac/Windows that offers 12 si¬ 
multaneous channels of 24-bit, 96 kHz in¬ 
put and output on balanced XLR 
connectors. The 1296 core system includes 
a PCI-324 audio card with three “Audio 
Wire” connectors, allowing expansion to 36 
simultaneous I/O channels. The 1296 audio 
interface will also be sold as an expansion 
I/O that can be mixed and matched with 
MOTU’s entire line of audio interfaces, in¬ 
cluding the 2408,1224,24i, and 308. 

An expansion port on the SeaSound 
SoloEX expandable audio interface ($849) 
allows SoloEX owners to add a SeaSound 
a8 8-channel line level expander or other 
upcoming expansion interface. The SoloEX 
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comes with ASIO, Sound Manager, and 
MME drivers, plus Steinberg’s Cubasis 
AV and Sonic Foundry’s Acid Rock. 

The Radikal Technologies USB-
compatible SAC-2K control surface 
($1700) is a human interface for com¬ 
puter-based software. It offers 12 rotary 
encoders, eight motorized channel 
faders and a motorized master fader, 
solo and mute buttons, switches that 
determine the functions of the various 
controls (including functions such as 
synth editing), and a central control 
center for navigation, marker place¬ 
ment, and transport control (including 
a large LED to show time display). 

Designed to standalone or to func¬ 
tion as a companion to the Motor Mix 
digital mixer worksurface, CM Au¬ 
tomation’s Dashboard digital editor 
worksurface provides eight channels 
worth of hardware control over a wide 
variety of computer-based worksta¬ 
tion editing and mixing functions. 

CONVERTERS AND DIGI TAL 
Gadgets 
A number of manufacturers were show¬ 
ing handy tools for digital audio afi¬ 
cionados. Apogee was showing the 
AP8AD ($1500) and AP8DA ($1200) 8-
channel 24/96 capable A/D and D/A 
converter cards for recorders and mix¬ 
ers supporting Yamaha’s YGDAI and 
mini-Ycard slots (such as the 02R and 
01V mixers, and the D24 recorder). A 
unique extender system allows the card 
to work in both full-size and mini slots. 

In addition to Version 2 software 
for the WR-DA7 digital mixer, Panasonic 
was showing the AD96 and AD96M 8-
channel A/D converters — the “M" ver¬ 
sion adds high-end mic preamps to the 
package. A built-in AD AT interface con¬ 
nects to a variety of devices, and single¬ 
wire high-speed AES and optional dual¬ 
wire AES mode connections ensure 
compatibility with all types of digital au¬ 
dio equipment. 

Lucid introduced the SRC9624 sam¬ 
ple rate converter ($ 1995) .which supports 
a wide range of real-time sample rate con¬ 
versions, as well as varispeed and pull-
up / pull-down. Both single- and dual-wire 
96 kHz connections are available. 

The ADA-7000 and AE-7000 are 
Roland’s new R-BUS-compatible inter¬ 
faces for V-Mixers and V-Studio work¬ 
stations. The ADA-7000 provides eight 
channels of 24-bit A/D/A conversion, 
while the AE-7000 offers eight channels 
of 24-bit AES/EBU I/O connections. 

If you’ve been struggling to get dig¬ 

ital audio routed around your studio, M-
Audio’s CT-14 and OT-14 digital audio 
thru boxes may be the solution you've 
been looking for. The half-rack one-
in/four-out boxes allow distribution of 
coaxial S/PDIF and ADAT or S/PDIF op¬ 
tical signals, respectively. 

Want to take your digital audio sys-

everything. So perhaps It’s no surprise that most of 
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tem on the road? Magma can help you out 
with the CB2 two-slot CardBus PCI ex¬ 
pansion system for Windows computers 
($695). The CB2 connects to the computer 
via the PCMCIA slot, and includes a 0.5 
meter cable. The similar CB2S two-slot 
CardBus PCI expansion slot for Mac 
($1095) includes a SCSI controller card. 

New from ART is the DIO ($249), a 
stereo 24-bit A/D/A converter supporting 
sample rates up to 96 kHz. Unique to 
the DIO converter is a tube warmth 
circuit offering control over the 
character of the processed sound. 

Steinberg’s Nuendo 8 I/O is a 
24-bit, 8-channel A/D and D/A con¬ 
verter ($1999). The 1U rackmount 
enclosure features Intelligent Clock 
Control (ICC), SyncCheck, Syn-
cAlign, TDIF/ADAT converter, and a 
Bit Splitter. All digital inputs and out¬ 
puts operate at 24-bit resolution. 

The WD8 is a precision word 
clock generator from Swissonic. 
The unit has two word clock inputs, 
eight parallel outputs, and a 
Digidesign superclock output, as 
well as AES/EBU I/O. The WD8 is 
said to be stable to 1-2 ppm, and 
can generate clock at 44.1,48, 88.2, 
and 96 kHz rates. Swissonic also in¬ 
troduced the AD8 and AD8 Pro 
24/96-compatible 8-channel A/D 
converters, which incorporate mic 
preamps into each channel. The 
AD8 has ADAT Lightpipe outputs, 
while the AD8 Pro has four AES/EBU outs. 

SOFTWARE 
Cubasis VST ($99) from Steinberg is an en¬ 
try-level digital recording studio for Win¬ 
dows. Combining the MIDI with 32 tracks 
of digital audio recording, digital effects, and 
virtual synthesis, plus CD mastering. Cuba¬ 
sis VST includes the Neon Synth, the VB-1 
Bass Synth, and LM-9 Virtual Drum Ma¬ 
chine. In addition, Steinberg announced 
two new software/hardware bundles: The 
Cubasis VST Project Pack for Windows 
($349) is a 32-track system with stereo 
S/PDIF I/O, and a microphone input. The 
bundle contains Cubasis VST multitrack 
recording and editing software, WaveLab 
Lite audio mastering, editing, and CD 
burning software, and the Steinberg Project 

Audio Card. The Cubase VST Studio Pack 
for Windows ($849) is a 64-track system 
with 24-bit, stereo S/PDIF I/O and 8-chan¬ 
nel ADAT I/O. The Studio Pack contains 
Cubase VST 3.7 multitrack recording and 
editing software, WaveLab 2.0 audio mas¬ 
tering, editing, and CD burning software, 
and the Steinberg ST 24/96 audio card. 

The Cakewalk Pro Suite ($829) in¬ 
cludes Cakewalk Pro Audio 9 digital au-

dio/MIDI recording software, NemeSys Gi¬ 
gaSampler LE sampling/synthesizer 
software, several DirectX audio effects 
(Cakewalk Audio FX1 Dynamics Processor, 
Audio FX 2 Vintage Analog Simulator, and 
Audio FX3 SoundStage Designer), and Mu¬ 
sician’s Toolbox II, a two-CD-ROM collec¬ 
tion of digital audio and MIDI loops, digital 
video libraries, and sound production tools. 

SEK’d Samplitude version 5.5 hard¬ 
disk recording program for Windows in¬ 
corporates Comparisonics technology that 
codes frequency information, as well as am¬ 
plitude, into colorized waveform displays. 
Other new features include additional fade 
options, waveform scaling options, an “ob¬ 
ject" editor that allows processing specific 
objects while leaving the rest of a track un¬ 
touched, MIDI object mixer automation 

(pan and volume), MIDI piano roll-style 
data editing, and 16 automatable controller 
curves per MIDI track. 

Emagic was showing Logic Audio 4.2 
for Mac/Windows 98, a free upgrade for 
registered owners. The new version adds 
sample accurate sync (via ADAT 9-pin 
protocol), Roland VS support, and en¬ 
hancements to the Score Editor, Se¬ 
quencer, and audio engine. SoundDiver 

3.0 (Mac/Windows, upgrade $49 for 
registered owners) features a re¬ 
designed graphic user interface and 
user-defined key commands. It also 
accepts MIDI control from devices 
like the JL Cooper Fader Master Pro, 
Peavey PC1600X, or CM Automa¬ 
tion’s MotorMix. MT4 ($149) is a 
two-in/four-out USB MIDI interface 
with MIDI activity LEDs. In other 
MIDI interface news, MIDIMAN 
was showing their Midisport 1x1, 
Midisport 2x2, and Midisport 8x8/s 
USB-compatible interfaces. 

SoundsLogical WaveWarp 1.2 
digital audio processor is a modu¬ 
lar, real-time, audio effects proces¬ 
sor for Windows 95/98/NT, running 
native on a Pentium-class PC with 
any Windows-compatible sound 
card. With over 260 modular com¬ 
ponents, WaveWarp provides the 
building blocks for creating elabo¬ 
rate audio effect algorithms from 
scratch. WaveWarp supports live 
audio inputs and 8-, 16-, 20-, 24-, 

and 32-bit WAV files at any sample rate. 
All internal calculations are performed 
with 32-bit floating-point precision. 

Minnetonka Audio Software has 
ported their Mx51 surround sound au¬ 
thoring system to work with any multi¬ 
output Windows sound card, such as the 
MOTU 2408 and 1224. Mx51 uses Min¬ 
netonka’s Build-Your-Own-Mixer archi¬ 
tecture. The Surround Panners can be 
controlled by a mouse, or with the Mi¬ 
crosoft Force Feedback joystick, which lets 
you feel Surround Panning as you hear it. 

The Syntrillium Software Cool Edit 
2000 ($69) is an audio recorder, editor, 
and effects processor for Windows 9X, 
Windows 2000, and Windows NT. Cool 
Edit 2000 offers more than 20 DSP effects, 
full MP3 import/export in addition to 23 
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hancements, and the ability to use the 
powerful Master view section as a plug-in, 
independent of the Spark application, in 
both VST and/or MAS for Mac. Also, the 
Cut Editor now allows the user to work on 

other file formats, 24/96 record/playback 
capabilities, and dozens of other features. 

TC Works Spark 1.5 digital audio ed¬ 
itor ($499) features all new cut editing en-

two transitions simultaneously. TC also an¬ 
nounced Spark TDM ($699), which is 
compatible with Digidesign’s Pro Toolsl24 
Mix systems. The TDM version includes 
de-noising and de-clicking functions, as 
well as a new TDM FX window that allows 
up to four TDM plug-ins to be used si¬ 
multaneously with up to 20 native plug-ins. 

Synths and Samplers 
On the synth front, Alesis was making a 
big noise with their A6 Andromeda ana¬ 
log synthesizer ($3500). The Andromeda 
offers true analog synthesis, with 72 
knobs and 144 buttons provided for 
your tweaking pleasure. The 61-note 
keyboard has 16-note polyphony and is 
16-part multitimbral. Among the massive 
list of features are matrix modulation ca¬ 
pabilities, an arpeggiator, an analog-style 
sequencer, digital effects, and tons more. 
You can even make its pitch drift if you 
turn off the background tuning function. 

Speaking of analog synths, industry 
pioneer Bob Moog was showing the Per¬ 
formance Synth (under $2000), a Min-

continued on page 144 

NAMM GETS TRENDY 
Tradeshows are always a great place al which to get a feel for the 

continuing and emerging industry trends And with the on-going blur¬ 

ring of the border between »he Ml (music industry) and pro audio cat¬ 

egories — a trend in itself — the Winter NAMM show has become a 

prime place to get an industry overview. Not only are many imoor-

tant new products introduced there, but most of the major players n 

the manufacturing community are gathered together under one roof, 

checking each other out and trading insider news and rumors. 

In the world of pro audio and recording, a number of trends are 

gathering steam. To be expected is the continued proliferation of 

24-bit/96 kHz-compatible equipment; audio interfaces, recorders, 

processors (hardware and software), and even speakers are now 

touting compatibility with high-resolution audio. Likewise, interest 

in surround sound continues to grow as multichannel-compatible 

hardware, software, and plug-ins become available. 

Of interest to those working with native audio applications 

(those that don't require dedicated DSP chips to work) is the new 

breed of "card-less" interfaces. TASCAM, Roland/Edirol, Swis-

sonics, and others were showing USB-compatible audio/MIDI 

I/O interfaces — no PCI card required. Look for FireWire-com¬ 

patible interfaces very soon (KRK was showing a new FireWire 

studio monitor interconnect system, for example), which will fea¬ 

ture high enough bandwidth to carry many channels of oud:o si¬ 

multaneously. 

The trend toward self-contained recorder/mixers continues, and 

has arguably reached its zenith: Yamaha's new unit even includes 

the option for a built-in CD burner. It's now possible to track, 

process, edit, mix, and master your project from beginning to final 

audio CD all in one box — no cables, no muss, no fuss. 

On the slightly negative side, there was a vague underlying rum¬ 

ble of concern at the show about compatibility between certain sys¬ 

tems. Third-party sequencer manufacturers, in particular, seem to be 

having some difficulty establishing compatibility with Digidesign's 

newest-generation DAE/TDM protocols. Not that this is a surprise; 

many of those third-party manufacturers are releasing their own 

hardware solutions, and Digidesign recently added vastly improved 

MIDI support to Pro Tools with the release of version 5 software. 

Will we see a return to the days of "buy all your software and asso¬ 

ciated hardware from a single manufacturer"? Let's hope not; many 

of us have built our studios on the ability to pick and choose comput¬ 

er-based equipment and software as our wants and needs dictate. 

On the positive side of the computer-based audio equation is 

the continued trend toward complete studio-in-a-computer system 

solutions. A number of new software synths/samplers put in ap¬ 

pearances at the show, and there seems to be no stopping the on¬ 

slaught of cool new plug-ins. —Mitch Gallagher 
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ore so than any other job in audio, mastering is more 
than just knowing the process and owning the equip¬ 
ment. It’s about the cumulative knowledge gained 
from long days of listening to great and terrible mix¬ 
es; or working on all types of music, not just the type 
you like; or saving the client’s butt without him ever 
knowing it; or doing 10 times more work then the 
client ever sees. 

So, rather than writing an overview article on the 
present state of mastering, I decided to let some of the 
Masters of Mastering tell you themselves. All of 
these interviews were excerpted from my soon-to-be 
published book, The Mastering Engineer’s Hand¬ 
book. Most of them were about four times longer than 
what you’ll be reading, and, as a result were really dif¬ 
ficult to edit because the information was so pertinent 
and fascinating. Contrary to the popular notion that 
mastering engineers are protective of their methods 
and techniques, today’s mastering gurus are extremely 
helpful and open. 

As you’ll see, there are some common themes and 
responses that run through these interviews. I hope 
you’ll have as much fun and learn as much from read¬ 
ing them as I did doing them. 

Greg Calbi 
Greg Calbi started his career as a mastering engineer at 
the Record Plant New York in 1973 before moving over 
to Sterling Sound in 1976. After a brief stint at Master¬ 
disk from 1994 to 1998, Greg returned to Sterling as an 
owner, where he remains today. Greg’s credits are nu¬ 
merous, ranging from Bob Dylan, John Lennon, U2, 
David Bowie, Paul Simon, Paul McCartney. Blues Trav¬ 
eler, and Sarah McLachlan, among many, many others. 

EQ: Do you have a philosophy on mastering? 
Greg Calbi: I do. It really depends on the relationship 
with the person who brings me the tape. My philos¬ 
ophy in general is try to figure out how to improve 
what the person brings me and then try to figure out 
what his intent was. In other words, I don’t just plug 
in my own idea without first really communicating 
with the client. 

One time somebody said something to me that I 
thought was the best compliment that 1 ever got in 
mastering. He said, "The reason I like your work is be¬ 
cause it sounds like what I did, only better.” And that’s 
kind of what I’ve always tried to do. I try not to change 
the mix, I just try to enhance it. 
What do you think is the hardest thing for you to do? 
Hard rock and metal has always been the hardest thing 
for me to make sound good because the density of the 
music requires a lot of aggressiveness. But what hap¬ 
pens is, if the aggressiveness goes just that one step too 
far, it diminishes the music. You reach a point where 

all of a sudden it starts to reverse itself, where big be¬ 
comes small and exciting becomes overbearing, and 
it works against the rhythms of the music. So you have 
to push it to the point, but if it’s just one step past that 
point, it loses impact. 

See, that’s the thing. There are guys that know 
how to make things sound really loud and big, but 
over-compression will keep the rhythm from working 
right. That’s the thing that drives me nuts about the 
Finalizer and all this other stuff. It’s like once you take 
away the beat, then you just don’t have the same in¬ 
tensity any more. 

The other thing that’s hard is when the low end 
is thin and light, because it’s really hard to create low 
end when there is none. If you have a real muddy pro¬ 
ject, you can always clear stuff away and find some¬ 
thing in there, but it’s really tough when the bottom 
end isn’t there. And most of the problem projects have 
to do with the bass being recorded poorly. If you made 
a book of excuses, the chapter on bass would be eight 
times bigger than the chapter on everything else. He 
brought the wrong axe, we couldn't get another bass 
player, it was an acoustic bass, the room, the miking, 
the direct, the buzz, the hum. It goes on and on. 

But the fact of the matter is that you never have 
a great-sounding CD if you don't have a great bass 
sound. It can’t be great unless the bass is great. It could 
be good, but bass is what takes it to the level where it’s 



as loud as somebody else’s. 
Can you hear the final product in your head when you 
first run something down? 
Well, you do get ideas. If you’ve been in it awhile and 
you’ve heard a lot of things, then you know where to 
go. Like, if you put on a rap record, you know that it’s 
very rhythm oriented and it has to be really snappy 
and punchy on the bottom end. You know that some 
of the elements are really important and that this kind 
of music seems to feel better if it has them. 

Or they may have had a monitoring system that 
had a lot of bottom end and the tape comes out bot¬ 
tom light as a result, but they thought they had it right. 
That’s why probably the single most important piece 
of equipment that a mastering engineer 
can have is his monitor, and he has to 
understand that monitor and really 
know when it's where it should be. If you 
know the monitor and you’ve lived 
with it for a long time, then you’re prob¬ 
ably going to be able to make good 
recordings. The only problem with that 
is, if the monitor is something that is a 
little bit esoteric and only you under¬ 
stand it, it’s very insecure for the pro¬ 
ducer or the artist because they don’t 
think it’s there and you have to reassure 
them all the time. That happened to me 
when I first worked at A&M and I had a 
monitor system where I knew what it 
should sound like, but it was really kind 
of wrong for everyone else. They had to 
trust me, and they did, but I could see 
them get really insecure and concerned. 
So, in my studio, I’ve gone to great 
lengths to make it a very neutral system 
that everyone can relate to. 
Is your console custom-built? 
Yeah, we build our own equipment. It’s 
built mostly as an integrated system to 
avoid a lot of extra electronics and iso¬ 
lation devices and so forth. When you buy most pieces 
of audio equipment, each one has its own isolation 
transformers or electronically balanced outputs, or 
however they arrive at a balanced output. But when we 
buy outboard equipment, we completely rebuild it and 
put all of our own line amps in and take out the trans¬ 
formers or the active transformers. You'd be amazed 
at how much better they sound as a result. If it’s done 
right, there’s nothing better. 

We have all separate power to each one of our 
rooms and a very elaborate grounding setup, and 
we’ve proven to ourselves that it helps time and time 
again. We have all custom wire in the console. We 

build our own power supplies as well as everything 
else; the equalizers, everything. 
Would you have any words of advice to keep some¬ 
body using one of those “mastering processors” out 
of trouble? 
I just don't think that you should do anything that 
draws attention to itself. Like, if you're going to use a 
compressor or limiter on the bus, if you use it to the 
point where you really hear a change in the sound, 
you’re going a little too far. You always have the con¬ 
solation of knowing that the mastering engineer can 
take it to another level anyway, and he's experienced 
in how to do that. 

Some of the automatic settings in these devices re¬ 
ally aren’t as good as they make them out 
to be. And, when you use them, you have 
to realize that you're going to degrade the 
sound because compressors and lim¬ 
iters will do that. Analog and digital are 
very, very much alike when it comes to 
signa) processing. If you put a compres¬ 
sor in the circuit, not even compressing, 
you will hear a difference, and it will 
sound worse. 
What is the hardest thing that you 
have to do? 
One of the things that is really hard is 
when the recording isn’t uniform. In oth¬ 
ers words, if a whole bunch of elements 
are dull and then just a couple of ele¬ 
ments are bright, then it’s not uniform. 
And that’s the hardest thing to EQ be¬ 
cause sometimes you'll have just one el¬ 
ement, like a hihat, that’s nice and 
bright and crisp and clean, and every¬ 
thing else is muffled. That is a terrible 
situation because almost anything you 
do is going to affect the hihat. It’s very 
hard to do anything with the rest of the 
recording. You find yourself dipping and 
boosting and trying to simulate air and 

openness and clarity and all the things that high-end 
can give you, and so you have to start modifying the 
bottom a lot. You do the best you can in that situation, 
but it’s usually a pretty big compromise. 

Then there’s something that’s been overly processed 
digitally—where it gets so hard and brittle that you can’t 
do much with it because once you’ve lost the quality, you 
can’t get it back. If I am startingout with something that 
is really slammed and distorted and grainy and smeary, 
I can maybe make it a little better, but the fact that a lot 
of that quality is already gone is going to handicap that 
recording. It is never going to be as present as the way 
something that is really clean can be. That is part of what 
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gives you presence; when it s clean. The cleaner it is, the more it 
almost sounds like it is in front of the speakers because it’s got good 
transients. 
What makes a great mastering engineer as opposed to some¬ 
one who is just competent? 
I think it would be trying to get a certain kind of intimacy with 
the music It doesn’t even have to be music that you like. Mu¬ 
sic is a human expression, and you have to be willing to open 
yourself up to wherever it is that the artist is trying to go with 
his music or whatever he’s trying to communicate. So master¬ 
ing is more than just knowing how to manipulate the sound to 
get it to where somebody wants to go. It’s a willingness to en¬ 
ter into another person’s world, to get to know it, and to actu¬ 
ally help that person express what he is trying to express, only 
better. 

Bob Ludwig 
After having worked on literally hundreds of platinum and gold 
records, and mastered projects that have been nominated for scores 
of Grammys, Bob Ludwig certainly stands among the giants in the 
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mastering business. After leaving Neu> York City to open 
hisown Gateway Mastering in Portland, Maine in 1993, 
Bob has proved that you can still be in the center of the 
media without being in a media center. 

EQ: What do you think the difference is between 
someone who’s just merely competent and someone 
who’s really a great mastering engi¬ 
neer? 
Bob Ludwig: I always say that the secret 
of being a great mastering engineer is 
being able to hear a raw tape and then, 
in your mind, hear what it could sound 
like, and then know what knobs to 
move to make it sound that way. 
You know where you’re going right 
from the beginning then, right? 
Pretty much. It's a little bit like the Bob 
Clearmountain school, where, after 45 
minutes of mixing, he’s practically 
there and then spends most of the rest 
of the day just fine tuning that last ten 
percent. I think I can get 90 percent of 
the way there sometimes in a couple of 
minutes, and just keep hanging with it 
and keep fine tuning it from there. It 
comes very, very fast to me when I hear 
something. 
Since you’re not in a big media center, 
how many of your sessions are attended? 
When I started my own business after working at Mas¬ 
terdisk and Sterling Sound before that, our business 
plan called for a 20 percent reduction in overall busi¬ 
ness, but the opposite actually happened. We thought 
that half the people that had attended sessions in New 
York would attend up here. It turns out more people 
attend sessions here than in New York, which was a to¬ 
tal surprise. 
Why do you think that is? 
To tell you the truth, I think a lot of people have heard 
about the effort we’ve gone through to make our room 
as acoustically perfect as possible. And they know that 
we’ve got speakers that retail for $100,000 a pair. So 
a lot of people just want to come and see what it’s 
about. So many times people come into the room and 
they go, “Oh, my God!" or something like that. It’s a 
trip to get that kind of reaction from people. 
Do you think that there’s a difference between the 
way people master from coast to coast? 
Well, 1 don’t think there’s so much a difference be¬ 
tween coast to coast as there is just between some of 
the major personalities in mastering. Some engineers 
might master almost everything into the analog do¬ 
main because they love working with analog gear. I cer¬ 

tainly do that sometimes, but I would say that I’ve tried 
to accumulate what I think is the very best new gear, 
as well as funky old gear that has a certain sound. If a 
tape comes in sounding really, really good, 1 have gear 
that will stay out of the way and do exactly what I need 
without inflicting any damage on the thing at all. 

Talking about different engineers, there are 
some engineers that just like to slam the 
hell out of everything. It seems like their 
only criteria is how loud they can make it, 
not how musical they can make it. And, 
for me, I’m under pressure from A&R 
people and clients to have things loud, 
but I try to keep the music at all costs. I'll 
think nothing of doing a Foo Fighters 
record one day where it’s totally appro¬ 
priate to have it smashed, then the next 
day do something that’s perhaps even 4 
dB quieter than that because it sudden¬ 
ly needs the dynamics for it to breathe. 
The dynamics wars...where did that 
come from? 
I think it came from the invention of dig¬ 
ital domain compressors. When digital 
first came out, people knew that every 
time the light when into the overs or into 
the red that you were clipping, and that 
hasn’t changed. We’re all afraid of the 
over levels, so people started inventing 

these digital domain compressors where you could 
just start cranking the level up because they were able 
to do things that you couldn’t do with any piece of 
analog gear. Because it was in the digital domain, you 
could look ahead in the circuit and have a theoretical 
zero attack time or even have a negative attack time 
if you wanted to. It will give you that kind of an ap¬ 
parent level increase without audibly destroying the 
music, up to a point. And, of course, once they’ve 
achieved that, then people started pushing that as far 
as it would go. I would say the average level of a CD 
has peaks on a VU meter that are at least 3.5 dB hot¬ 
ter than they used to be, if not more. Sometimes as 
much as 6 dB hotter than they used to be. 

I always tell people, “Thank God these things 
weren't invented when the Beatles were around be¬ 
cause, for sure, they would’ve put it on their music and 
would’ve destroyed its longevity.” I’m totally con¬ 
vinced that overcompression destroys the longevity of 
a piece. Now, when someone’s insisting on hot levels 
where it’s not really appropriate, I find I can barely 
make it through the mastering session. 
Do you think we’ve reached the limit of that? 
Yeah, I honestly do, because we're not that far away 
from music dynamics approaching steady-state tone. 

I’m totally 

convinced that 

overcompres¬ 

sion destroys 

the longevity 

of a piece.” 

—Bob Ludwig 



w
w
w
.
m
i
c
r
o
b
o
a
r
d
s
.
c
o
 
r
n
 

r 

CIRCLE 32 ON FREE INFO CARD 

StartREC is the first Digital Audio Editing System combined with 
multidrive CD-R duplication capability designed specifically for 
the Audio Professional, from MicroBoards. The StartREC offers 
Audio Professionals advanced hard disk editing tools, and the 
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If you look at many of today’s CDs on a digital level 
meter, the peak levels barely go lower than the max¬ 
imum. It would be a steady stream of digital “Over” 
levels if the digital domain compressors didn’t artifi¬ 
cially prevent the red “Over” light from coming on. It’s 
difficult to believe that it could be compressed much 
more than it is now. That’s why I’m so excited about 
5.1 Isurround sound], because there’s no radio com¬ 
petition, at least for this year anyway. 
Tell me about your signal path. 
In the analog domain, it goes from the tape machine 
into George Massenburg/Sony electronics that are as 
minimal and audiophile as one can get. The output of 
that goes right into either a either a dCS, Pacific Mi¬ 
crosonics or sometimes Apogee analog-to-digital 
converter. If I need other outboard gear, we’ve got 
Neumann EQs, NTP, and Manley compressors. In the 
digital domain, I have all the Weiss 96/24 stuff. The 
bw!02, which has the 96 kHz de-esser in it as well, is 

complete with a mixer, compressor, and equalization. 
We put a lot of attention on analog at our place. 

We’ve got a lot of different ways of playing back ana¬ 
log tape. We’ve got a stock Studer A820. We’ve got a 
Studer that’s got Cello class A audiophile electronics. 
We’ve got a stock ATR, a tube ATR, and an unbalanced 
ATR. We also have one of the Tim de Paravicini 1-inch 
2-track machines with his fantastic tube electronics. 
When you record with his custom EQ curve at 15 ips, 
it’s basically flat from 8 cycles up to 28k. 
What’s the hardest thing that you have to do? Is there 
a certain type of music or project that’s particular¬ 
ly difficult? 
I think the most difficult thing is when the artist is go¬ 
ing through this period of where he just can’t let go of 
the project. You get into the psychological thing where 
in the same sentence they say, " I want you to make the 
voice more predominant, but make sure it doesn't stick 
out.” Just contradictory things like that. They’ll say, “This 
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mix is too bright,” and then you’ll dull it up like half a 
dB, and they say, “Oh, it doesn't have any air any more.” 
Do you have a specific approach to mastering? 
To me, music is a very sacred thing. I believe that mu¬ 
sic has the power to heal people. And, of course, a lot of 
the music that I work on, even some of the heavy met¬ 
al stuff, is healing some 13-year-old kid’s angst and mak¬ 
ing him feel better, no matter what his parents might 
think about it. So I treat music very, very seriously. 

Glenn Meadows 
Glenn Meadows is a two-lime Grammy winner who has 
owned the Nashville-based Masterfonics since the '70s 
(most recently purchased by Emerald Entertainment). 
He has worked on scores ofg old and platinum records 
for a diverse array of artists, including Shania Twain, 
LeAnn Rimes, Randy Travis, Delbert McClinton, Wide¬ 
spread Panic, and Bananarama, as well as for pro¬ 
ducers and engineers such as Tony Brown, Jimmy 
Bowen, and Mutt Lange. 
EQ: What’s your philosophy on mastering? 
Glenn Meadows: I think that mastering is. and always 

has been, the real bridge between the pro-audio in¬ 
dustry and the hi-fi industry. We’re the ones that have 
to take this stuff that sounds hopefully good or great 
on a big professional monitor system and make sure 
it also translates well to home systems. We’re the last 
link to get it right or the last chance to really screw it 
up and make it bad. And I think we’re all guilty at times 
of doing both. 
That being said, do you listen on typical home hi-fi 
systems? 
No, my mastering room has an in-wall Kinoshita mon¬ 
itoring system. It’s about an $80,000 or $90,000 speak¬ 
er system when you include the amplification. What we 
found is that, when you have it sounding really great 
on that, it sounds good on everything else you play it 
on Yeah, it’s a different characteristic than a home 
system without the dome tweeters and that thin, ethe¬ 
real top end that comes out of there, but if the com¬ 
ponents in the big system are in good shape and 
they’ve been maintained properly, you’re going to get 
that same perspective. It also doesn’t rip my head back 
and forth trying to go to different monitoring systems. 

What I think is really difficult is that if you put up 
two or three different monitors to get a cross section, 
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if I had to spend more than four or five hours on the 
record to get 98 percent of what can be gotten out of 
it, I’m wasting your time." 

1 don't mean to be arrogant, but it has to do with 
the experience of the engineer working in his envi¬ 
ronment. He’s in the same room every day for years. 
I can walk into this room in the morning and know if 
my monitors are right or wrong just by listening to a 
track from yesterday. To me, that’s the value of a mas¬ 
tering engineer. What they bring to the table is the 
cross section of their experience and their ability to 
say, “No, you really don’t want to do that." 
Is there something that a producer can do beforehand 
that makes your job easier, or something that just 
makes it a lot harder? 
I really hate, and have a much more difficult time, 
working with material that has been pre-premastered. 
I actually think what we have done is we have creat¬ 
ed a new Scotch tape in the industry that’s called "Fi¬ 
nalized.” That word from the Finalizer has almost be¬ 
come a generic term just to encompass that whole 
large scope of things that people stick at the end of 
their mixing chain before they go to their storage 
medium. 

I'm not crazy about any of those mastering-in-a-
box type deals, because most of what they do is all un¬ 
doable. Most people using them are listening in less 
than ideal environments, and they can't hear a lot of 
the stuff that’s going on. Plus, your ears become so 
used to it that it becomes like an addiction where more 
is better. If it is louder, it is better. If it has got more 
bass and more top, it is better. And they bring that in, 
and you have a tape that is sitting right at zero or clip¬ 
ping on the DAT and they want you to master it. You’re 
going like, "Well, there’s barely much left to do. You 
have kinda killed it already.” 

Doug Sax 
If euer there was a title of "Godfather of Mastering," 
Doug Sax has truly earned it, as evidenced by the ex¬ 
tremely high regard that the industry holds him in. One 
of the first independent mastering engineers, Doug lit¬ 
erally defined the art when he opened his world famous 
The Mastering Lab in Hollywood in 1967. Since then, 
he has worked his magic with such diverse talents as 
The Who, Pink Floyd, The Rolling Stones, The Eagles, 
Kenny Rogers, Barbra Streisand, Neil Diamond, Earth, 
Wind and Fire, Rod Stewart, Jackson Brown, and many, 
many more. 

EQ: Do you have a philosophy about mastering? 
Doug Sax: Yes. If it needs nothing, don’t do anything. 

1 think that you’re not doing a service adding some¬ 
thing it doesn’t need. I don’t make the stew, I season 
it. If you add salt when it doesn't need any, you’ve ru¬ 
ined it. I try to maintain what the engineer did. A lot 
of times they’re not really in the ballpark due to mon¬ 
itoring, so I EQ for clarity more than anything. 
When you first run something down, can you hear the 
final product in your head? 
Oh yes. Virtually instantly. Because, for the most part, 
I’m working with music that I know what it’s supposed 
to sound like. But once in a while I’ll get an album that 
is so strange to me because of either the music or what 
the engineer did that I have no idea what it’s supposed 
to sound like, and I often will pass on it. I’ll say, “I just 
don’t hear this. Maybe you should go somewhere 
where they’re glued into what you’re doing.” 
How has mastering changed over the years from the 
time you started until the way it is now? 
My answer is maybe different than everyone else’s. It 
hasn’t changed at all! In other words, what you’re do¬ 
ing is finessing what some engineer and artist has cre¬ 
ated into its best possible form. If an engineer says, “I 
don’t know what it is, but the vocal always seems to 
be a little cloudy," I try to go in there and keep his mix 
and make the vocal not sound cloudy. That’s what I 
did in 1968 and that’s still what I do in 2000. The 
process is the same. 

I’ll tell you what the biggest difference is today 
from back then. The biggest thing is dynamics. No¬ 
body wants dynamic range now. 
Why do you think it has changed? 
It has to do with the fact that there’s an increasing 
amount of music listening being done in the car. And 
there's one thing that doesn’t work in the car and 
that’s dynamics. Long, sexy fades that ease you out of 
one song and into another are worthless in the car. 
What’s the hardest thing that you have to do? 
1 come from a time when an album had a concept to 
it. The producer worked with one engineer and one 
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studio, the group recorded everything, and there was 
cohesiveness as to what was put before you. Once you 
got into where they were going and what they were do¬ 
ing, you sort of had the album done. To me, the mul¬ 
tiple-producer album is the biggest challenge because 
you might have three mixes from Nashville in differ¬ 
ent formats, a couple from New York, and two that are 
really dark and muddy and three are bright and thin. 
The only good part that I see about this is that you ab¬ 
solutely have to have a mastering engineer. There’s no 
question, the mixes don’t go together and they don’t 
work. The hard part is to find some middle ground so 
that the guy that has the bright thin tape is still hap¬ 
py with what he’s done and not drive off the road when 
the dull thick one hits after the bright thin one. So that 
is the biggest challenge in mastering, making what is 
really a cafeteria sound feel like a planned meal. 
Were you the first independent mastering engineer, 
or one of the first? 
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Absolutely. I was one of the pioneers when there was 
no business. We opened up our doors in December 27 
of 1967, and by '71 you couldn’t get into the place. By 
'72 we were doing 20 percent of the top 100 chart, and 
there weren’t a lot of competitors. There was Artisan 
in L.A. and there was Sterling and maybe Masterdisk 
just starting in New York. Now there seems to be a 
thousand [places) because the reality is that it’s very 
easy for someone to go into this business now. You can 
get a workstation with all the bells and whistles for a 
song and a dance. A Neumann lathe setup in 1972 was 
$75,000, and that was just the cutting system. You still 
needed a room and a console. So there was only a few 
people doing it and you had to have a big budget. But 
now, you fire it right up. 

And don’t forget that, back then — for almost ten 
years — there were no tones on an analog tape, so you 
didn’t know how to line up to the machine. 
There were no tones? 

Introducing a new pair of surprisingly affordable A to D converters from Panasonic Pro Audio. The AD96 

8 channel A/D Converter and the AD96M 8 channel mic preamp & A/D converter feature 96 kHz linear 24-bit 
with 128 times oversampling and can deliver an incredible I l8dB dynamic range. 

Whether you’re adding inputs, archiving, mastering DVD or doing general A/D work, the 96 Series will 
upgrade your process with the purest audio. And the price? Well, that sounds a lot better too. 

Taking Digital Further. 
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No tones. I’m one of the instigators in railing on 
these guys to go back and print the tones so I could 
at least get my machine to be where your machine 
was. And there was no such thing as nearfield mon¬ 
itoring. It didn't exist. So people used to 
go to these strange studios with big 
speakers in the wall, most of which 
were useless as far as relating to the 
world, and the engineers never knew 
that they were out in left field because 
they had nothing to take home. The 
cassette was just starting, and only 
handful of engineers that I can think of 
actually had a 15 ips tape machine at 
home that they could take home a mix 
and find out where they were. 

I started the process in the early 
'70s, just in self-defense. I would say, 
“Look, before you do anything, come in 
on-the-house with your first mix and find 
out if you’re in trouble. We'll listen to it 
and get you straight." I just got tired of 
watching these guys eyes open the first 
time they ever heard it out of the studio. 
“Oh, my God. I couldn’t hear any highs 
in the studio. 1 kept adding highs.” That 
absolute horrendous reality is the reason 
really why nearfields came in. 

The truth of the matter is that to¬ 
day’s tools are getting so much better. I 
hate to say this as a mastering engineer, 
but, used right, the Finalizer can do 
some awesome things. There was nothing like that 
three years ago. Digital technology is moving so fast, 
and it’s gone from, in my view, absolute garbage to 
“Hey, this is pretty good.” What used to be something 
that was really unmusical to me, I have to say, is now 
getting there. 

A lot of mastering engineers badmouth the Fi¬ 
nalizer because you can make your product loud in¬ 
stantly, and 1 get a kick out of that. Mastering engi¬ 
neers don’t like that because they used to be the ones 
that made it loud. But the reality is that everyone’s 
going to have it and, as a result, everyone can make 
their CD loud. Once that becomes absolutely no trick 
at all, then the question becomes, “Are there things 
that maybe we should do besides just make it 
loud?” I’m hoping that there’s still going to be a busi¬ 
ness for someone that treats the music with love and 
respect when they’re mastering it. And I think 
there’s going to be a small reversion away from, “1 
want the loudest CD.” , 

I get people in here new off the street that say, “1 
want the loudest CD ever made,” and 1 say, “You’re in 

the wrong place.” Once in awhile they’ll pull out a CD 
and put it on and it’s absolutely blazing. And 1’11 say, 
“Find out where that was mastered and go there and 
get what you’re looking for.” But I still do more Gram¬ 

my-nominated albums for engineering, 
so I have to be competitive from the 
standpoint that you don't want to turn 
it up a bunch when you put the thing in 
a CD player. 
Describe your signal chain — or is that 
proprietary? 
No, it’s not proprietary. As a point of 
interest, whether the source is analog 
or digital, if it needs EQ, 1 EQ it as an 
analog. That makes sense because, if 
you come in with 96/24, I just look at 
it as good-sounding analog. 1 do what 
I want with it, then 1’11 get it down to 
44.1 and 16-bit in the best way possi¬ 
ble. So whether it’s 1/2-inch or 1/4-
inch analog or digital, it goes into good 
converters and comes up as analog. 
Then the EQ is passive with the same 
equalizer I’ve had since 1968. The 
limiters are all tubes, and they’re 
transformerless. Ninety-nine percent 
of what 1 do is done between those two 
devices. 
What do you use for monitors? 
I use my own. They’re two 15’s with a 
midrange horn and a tweeter, and 
they've been here since 1968.1 have no 

That’s fantastic that the gear you have has weathered 
the test of time. 
Yes. It's the same concept that 1 have about master¬ 
ing. I don’t master any differently today than I did in 
1968. The speakers still allow me to put the right stuff 
on, and if they steer me wrong, then they’re worthless. 

Eddy Schreyer 
Noted veteran engineer Eddy Schreyer opened Oasis 
Mastering in 1996 after mastering stints at Capital, 
MCA, and Future Disc. With a list of chart-topping 
clients that span the various musical genres such as 
Babyface, Eric Clapton, Christina Aguilera, Fiona Ap¬ 
ple, Hootie and the Blowfish, Tracy Chapman, Off¬ 
spring, Take 6, Korn, Dave Hollister, Pennywise, Ex¬ 
hibit, Jesse Powell, and Tupac, as well as soundtracks 
from movies like Howard Stern’s Private Parts, Phe¬ 
nomena, and Pleastantville, Eddy's work is heard and 
respected world-wide. 

“I hate to say 

this as a mas¬ 

tering engineer, 

but, used right, 

the Finalizer 

can do some 

awesome 

things.” 

—Doug Sax 

nearfields. 



THE FUTURE STARTS HERE 

Ultimate Multichannel Processing Platform 

TC ICON 
- stunning design with the speed and accuracy 

high-end professionals demand. ITC ICON is the 

first controller equipped with a color VGA touch 

screen and touch sensitive motorized faders. 

Complex routings are displayed, understood 

and controlled at the touch of a finger. 

Start - /statt/ 
[to move suddenly and! violently] 

New technologies require new tools. Surround Sound formats 
demand more channels of advanced processing. System 6000 
is the world's first multi-channel processing platform 
integrating a vast amount of DSP power within a truly 
flexible hardware configuration. The versatility of the 
System makes it suitable for all facilities working with 
stereo or multi-channel audio, whether it be Film, 
Post, Broadcast, Music or Mastering. 

ULTIMATE FLEXIBILITY 
The Mainframe 6000 multichannel processing platform houses the powerful-engine 

structure in the DSP 6000. Each engine has 8 audio I/O's which can be routed, cascaded, 

split and combined in the flexible system core. Four stereo 24 bit/çôkHz AES/EBU I/O's 

and wordclock input are standard. Up to 3 stereo analog I/O cards can be added. The CPU 

6000 acts as the System 6000 communication center via standard TCP/IP Ethernet, mea¬ 

ning you can have your mainframes located miles away on standard CAT5 wiring. 

-TC's highly acclaimed multi-source Input to multi-channel 

Output room simulator, incorporating advanced positioning 

generators and five totally uncorrelated reverb diffused fields. 

The integration of discrete positioning generators and source 

related diffused fields brings the most realistic room 

simulation ever heard to the multi-channel world. 

- optional 96kHz multi-channel, multi band Dynamics 

processing withflexible channel linking. Four-band 

processing of multi-channel audio can be realized; 

including expander, compressor and a final sample-

accurate Brickwall limiter. 

- optional multi-channel pitch-change algorithm, featuring 

intelligent splicing techniques and numerous tweaking 

possibilities, enabling extremely accurate pitch correction. 

CESES 
- includes a broad 96kHz-capable palette of classic 

TC-effects such as Reverbs, Chorus, Delay, Phaser and EQ. 

NOTE * Existing M5000 users have the ability to upgrade to a System 6000 * Call: 1800-518-4546 

t.c. electronic 
lit UMAtl raOLJNU MAOHINI F* 

TC ELECTRONIC A/S ► SINDALSVEJ 34 ► 8240 RISSKOV ► DENMARK ► PHONE: + 45 8742 7000 - FAX: + 45 8742 7010 
TC ELECTRONIC INC * 742-A HAMPSHIRE ROAD ► WESTLAKE VILLAGE ► CA 91361 ► USA - PHONE: (805) 373 1828 ► FAX: (805) 379 2648 

INFO@TCELECTRONIC.COM ► WWW.TCELECTRONIC.COM 
riorir aa am cdcc ikicn tada 



EQ: Do you have a philosophy about mastering? 
Eddy Schreyer: Yes, 1 do. I would say that mastering 
is the ability to create a sonic product that gives the 

compression. I am hearing things that are very, very 
loud, but, in my opinion, not a very good sound. I am 
hearing a program that is just way over EQ’d because 

song balance and competes with the 
current market in terms of sonic qual¬ 
ity and level. 
What do you mean by balance? 
Frequency balance. Balance is making 
adjustments with compression, EQ, 
and such so that it maintains the in¬ 
tegrity of the mix, yet achieves balance 
in the highs, mids, and low frequen¬ 
cies. 1 go for a balance that it is pleas¬ 
ing in any playback medium that the 
program may be heard in. And, obvi¬ 
ously, I try to make the program as 
loud as I can. 

But all mixes can’t be cut as loud 
as others, so there’s many limiting fac¬ 
tors as to how loud something can go, 
and there is also limiting factors on 
what balance can be achieved. Some 
mixes just cannot be forced at the mas¬ 
tering stage because of certain ingre¬ 
dients in a mix. If something is a little 
bottom light, you may not be able to 
get the bottom to where you would re¬ 
ally like it. You have to leave it alone, 
so it remains thinner because it dis¬ 
torts too easily. 

“The trade-off 

with excessive 

compression to 

me is the blur¬ 

ring of not only 

the stereo im¬ 

age, but the 

highs, too.” 

—Eddy Schreyer 

they’re trying to get back what the com¬ 
pressor has taken away. 
How do you determine what’s going to 
work and what isn’t? 
You go as loud as you can and you be¬ 
gin listening for digital clipping, analog 
grittiness, and things that begin to hap¬ 
pen as you start to exceed the thresholds 
of what that mix will allow you to do in 
terms of level. Again, just spanking as 
much gain as you can, be it in the ana¬ 
log or digital world, doesn’t matter. You 
go for the level and properly control it 
with compression, then you start to EQ 
to achieve this balance. Of course, it all 
depends on the type of mix, how it was 
mixed, the kind of equipment that was 
used, how many tracks, the number of 
instruments, and the arrangement. 

Just the number of instruments can 
be a very limiting factor on level, also. For 
example, a 96-track mix may not go as 
loud as a 24-track mix because there is 
too much signal to be processed. 
Can you hear the final product in your 
head when you first do a run through? 
Usually, yes I do. Typically, when I first 

There are a lot of people that are complaining that things put up a mix, the first thing I do is just go for the lev¬ 
are so squashed these days and it’s because of everyone continued on page 146 
trying to get their com¬ 
petitive level up. 
What I am hearing is 
that various houses are 
really over-compress¬ 
ing, trying to get more 
apparent level. The 
trade-off with exces¬ 
sive compression to me 
is the blurring of not 
only the stereo image, 
but the highs, too. An 
over-compressed pro¬ 
gram sounds pretty 
muddy to me. In the 
quest to get the level, 
they end up EQ'ing the 
heck out of these 
tracks, which, of 
course, induces even 
more distortion be¬ 
tween the EQ and the 



HDR24/96.24-TRACK 24-BIT HARD DISK RECORDING. 
ADVANCED WAVEFORM EDITING. 
NO EXTERNAL COMPUTER NEEDED. 
$4999 SUGGESTED U.S. RETAIL. 

New hard disk recorders _oa. 

were all over the place at 

this fall’s AES convention. A fair amount 

of the buzz was at the Mackie booth. 

The HDR24/96 was the only recorder 

with built-in non-destructive graphic 

waveform editing, just plug in a mouse, 

keyboard and SVGA monitor to view all 

recorder parameters on screen in real 

time. And enjoy complete editing control 

with unlimited levels of undo, drag-and-

drop crossfades with 9 preset combina¬ 

tions plus fade/crossfade editor, DSP time 

compression/expansion, pitch shift and 

lots more. 

The H D R24/96 was the only recorder 

that uses pull-out Ultra-DMA hard drives, 

so affordable that you can keep one for 

each project —over 90 minutes of 24-

track recording time casts less than a reel 

of 2-inch tape! 

The HDR24/96 was the only recorder 

with built-in IOOMbs Ethernet. And of 

course the only one that interfaces 

directly with the Digital 8* Bus. 

HD124/96 editing features induce 8 

takes per track with non-destructive 

comping, non-destructive cut/coay/ 

paste of tracks, regions or super-regions, 

drag-and-drop fades & crossfades, lx/2x/ 

4x/8x/24x 

waveform 

views, true 

waveform 

SSS editing 

' with pencil 

tool, bi-directional cursor scrub, unlim¬ 

ited locators and loops, DSP time com-

pression/expansicn, invert, pitchi shift 

& normalize and much, much more... 

with unlimited undos — but without 

requiring an external computer! 

• Built-in 2C-gig Ultra-DMA hard disk 

plus front panel bay for additional 

easily available pull-out drives 

• Intuitive analog tape deck interface 
and monitoring 

• Syncs to SMPTE, MIDI,Black Burst, 

PAL 8 NTSC without extra cards 

* Unlimited HDR24/96 linking! Synch 

48, 72, 96,128 or more tracks 

• 96kHz upgradable via software 

• Uses Digital 8 • Bus I/O cards 

• 3.5-inch disk drive for software 

upgrades & tempo map importing 

• Fast Ethernet port built-in 

• Optional SCSI port 

• Remotes available. 

CIRCLE 26 ON FREE INFO CARD 

No wonder Pro Audio Review 

Magazine gave it a “PAR Excellence” 

Award right on the spot. 

Call toll-free or visit our 

website for preliminary info 

on the new HDR24/96. Shipping 

soon from Mackie Digital. 

www.mackie.com • 800/258-6813 If Hl HCTUY1* 
numiiiuisi 



NEW FROM EVENT! 
peg 
■ Biamplified Direct Field Monitors 
Not everyone has the space for full-size direct field monitors. But everyone has the need for monitors that provide pure, 

accurate, detailed sound-regardless of their size. And that's exactly what the PS5 delivers: wide range, non-fatiguing, 
reference monitoring in a compact, small profile format. Oh, yes, and sound that’s just plain fun to listen to. 

We get that sound through the use of custom drivers, crossover components, and amplifiers. That’s right, amplifiers-one 
for the woofer, and one for the tweeter. Giving each driver its own amplifier means the amps can be far more efficient, since 
each one is dedicated to a specific frequency range, 3 , ¿ 

The result: Increased dynamic range. Higher SPL. Greater transient response. Improved damping. Smoother phase 
response. Lower intermodulation distortion. 

Or to put it another way: 
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We’ve sampled and captured 
the actual reverberant 

characteristics of some of the 
finest acoustic environments in 
the world. Why? Because this 
is the underlying principle behind 
the Sony DRE-S777 Digital 
Sampling Reverberator. 

The DRE-S777 uses highly-
advanced signal processing to 
capture real sound spaces 
with incredible, detailed precision. 
The result? The most realistic 
reverb ever... because it recreates 
the “real” ambience of actual 

concert halls, cathedrals and 
studios. To quote Tom Jung from 
the 12/99 issue of Pro Audio 
Review, the DRE-S777 is “Second 
only to being there.” An entire 
CD-ROM filled with some 
incredible sounding plates and 
spaces comes with the unit*. 

A growing library of optional 
CD-ROMs is available including 
“European Halls & Churches” 
and the latest US release that 
includes some great American 
studios, churches, concert halls 
and the ultimate reverberant 
space, the Grand Canyon. 

The proof is in the listening, 
so call 1-800-472-7669 ext. S777 
today to order your Free 
Demonstration CD and VHS 
video tape and experience the 
difference between reverb effects 
and “real” space. 

SONY 
1-800-472-SONY ext. S777 

www.sony.com/proaudio 
© 2000 Sony Electronic:. In Reproduction in whole or in part without written permission is prohibited. All right, reserved Sony is a trademark of Sony. 
’Venues shown are avatabk: on optional CC-ROMs. 



Smoot Wiling 

Easy Drummer Nigel Olsson swears by his Sony 
MDR-7505 & 7509 headphones for 

LlSldllll^ both live and studio work. 
If you’ve spent any time at all near a radio, you are familiar with Nigel Olsson’s work. As the drummer and 
background vocalist in Elton John’s band, he played on such classic albums as Don’t 
Shoot Me I’m Only the Piano Player, Goodbye Yellow Brick Road, Captain Fantastic, 
and many others. Today, 30 years after their first collaboration, John and Olsson 
are still working together. 

Another long-time collaborator with Olsson is Sony headphones, which 
started five years ago when he first heard one. 

“This new model, the MDR- 7505, is clear and crisp,” said Olsson. "The comfort is great — they’re tight 
enough to stay on my head and padded enough not to hurt. You don’t feel them.” 

Features of the MDR-7505 include a swivel mechanism for various listening positions, an acoustically 
sealed ear cup for listening in loud environments, excellent power handling, and a gold-plated, Uni-match 
connector for universal compatibility with desktop and portable devices. 

“Onstage, the MDR-7505 don’t block everything out,” said Olsson. “When 1 play, I don’t want to be in 
a cocoon. With these headphones, you can hear what you are doing and you can hear the crowd. I’ve used 
headphones onstage for a long time now, which is great because it eliminates the monitors, keeping 
onstage noise lower and protecting my ears.” 

But, when in the recording studio, Olsson said he likes the Sony MDR-7509 Studio headphones. This 
new top-of-the-line model has been designed specifically for studio use with the ability to handle more 
power and deliver a stronger bass response — the perfect headphone for demanding studio work. 

“I’m using the 7505s on my electric kit and the 7509s in the studio,” said Olsson. “ They both perform excellently.” 

Providing capabilities of on-the-ship coverage, Total RE the 10-year-old 
Pennsylvania-based integrator, has installed wireless systems featuring 
three Sony wireless microphones on six 12-meter yachts — a total of 18 
wireless mies — for this year’s worldwide broadcast of the America’s Cup 
yacht race oft the coast of Australia. 

additional RF equipment, including data transmitters and 
microwave on the ship, the Sony mies handled very well,” said 
Malone. “They reject out-of-band signals and the audio quality has 
been excellent. They also are very low current consumers so we can 
leave the transmitters on for six to seven hours.” 

“Total RF prides itself on tailoring wireless packages with trouble-free There are two signal paths back to a rooftop site onshore: the first is the 
success for the most demanding applications, anywhere on the globe,” said 
Total RF president Steve Gansky. “We have designed and implemented 
state-of-the art wireless communication solutions for events ranging from 
the Barcelona Summer Games to the New York City Marathon." 

“For this year’s America’s Cup broadcast, we used the Sony WRT-820A 
portable receivers and WRT-822 bodypack transmitters because 
they are very economical, very small, and have worked well for us 
in previous America's Cup races,” said James Malone, vice 
president of Total RE “We have attached one microphone to 
the ship’s captain, one to a tactician, and a third to 
the owner on each yacht. There’s a single antenna 
on the yacht deck bringing the RF back on a 
single cable to a splitter in what we call the 
‘yacht box.' There are also six hardwired 
deck mies on the ship.” 

The audio is mixed into a MIDI 
controllable console operated remotely 
via an RF datalink from shore. The final 
audio is then sent back to the broad¬ 
cast center on a digital microwave path. 

“We found that with all the 

microwave link and the second path, which serves as a backup, is a Sony 
transmitter with a modified amplifier. The Sony WRR-840A receivers are 
being used to receive this audio back at the broadcast center. 

“This serves as a back-up path if the microwave links are not up in the 
early mornings during checking of the microphones,” explained Malone. 

“The fact that these transmitters endure four months on the ocean 
is a testimony to their construction,” said Gansky. "They really hang in 
there over the long hall — reliable, set ’em and forget ’em. We have 
actually had a yachtsman throw their transmitter overboard into the 

water when having a less than-stellar race. 
Though it was never recovered, legend has it 
that on a quiet night, if you listen closely with 
a receiver, you can still hear this transmitter 
from the bottom of the ocean.” 

Total RF has had a presence in 
New Zealand since late Summer 1999, 
testing the systems. The America’s 
Cup broadcasts will run from January 
to March 2000. The host broadcaster 
is TV New Zealand, with ESPN taking 
the U.S. feeds. 
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As It Storms the Midrange Digital 
Console Marketplace 

An Advance Preview by Roger Nichols 
102 



Sony has entered the small-format digital console 
market with the launch of the DMX-R100. Here is a 
first look at a digital console that has been positioned 
between the small format digital consoles that exist 
in the market, and the high-end digital consoles such 
as the Sony Oxford OXF-R3. 

The DMX-R100 gets a lot of its operating savvy 
from its big brother, the Sony Oxford OXF-R3. The 
Oxford has given Sony years of experience in some of 
the best studios in the world with some of the top 
producers and engineers. The Oxford sounds great 
and is a pleasure to work on. 

The DMX-R100 design left no stone unturned. Sony 
has crammed a lot of features into a 45x26-inch 
package. The features that set the Sony DMX-R100 apart 
from other small format digital consoles are 100 mm 

faders with 1024-step (10-bit) resolution that gives you 0.1 
dB steps (highest resolution of any small format console); 
faders with adjustable touch sensitivity (many full-size 
consoles with moving fader automation won’t let you do 
that); 88.2 kHz and 96 kHz sample rates; color LCD with 
built-in touch panel; optional plug-in digital input card 
with built-in sample-rate conversion (so you can fly CD 
samples into a 48 kHz mix); and built-in surround moni¬ 
toring capabilities (you don’t have to use aux outputs for 

the additional monitors). The 
unit also features built-in MS 
decoder on linked stereo 
inputs; surround panning, by 
touching where in the picture 
of a room you want the sound 
location; both Sony 9-pin 
and MMC machine control 
directly from the console 
transport control window; the 
selection of automation punch 
points so you only affect 
automation data between those 
points; and it’s a Sony. 

No longer do you have to 
wonder what it would be 
like to record your multitracks 
at higher sample rates. The 
DMX-R100 will handle 44.1 kHz, 
48 kHz, 88.2 kHz, and 96 kHz. 
When the high sample rates are 
selected, the frequency response 
expands to 40 kHz. You can even 
EQ the high end up there at 40 
kHz if you want to. The only 
drawback of high sample rate 
operation is the extra bandwidth 
requirements. The number 
of channels and auxes available 
has to be cut in half. 

All digital I/O is 24-bit, 
and all analog I/O uses 24-bit 
128x converters. The console 
is equipped with 24 analog 
inputs and 8 aux inputs. The 
first 12 analog inputs have two input connectors. 
Twelve "A” inputs are through XLR connectors that 
feed the microphone "head amps” with an 
unbelievable -126 dB noise floor. The first 12 inputs 
also have insert connectors for insertion of outboard 
analog processing gear. There are 1/4-inch balanced 
TRS connectors for the “B” line level inputs. The 
second set of 12 line inputs is coaxial XLR/1/4-inch 
TRS connectors. 

There are also 24 tape returns that come from 
the optional card slots. These 24 tape returns can be 
analog, AES, ADAT, or T/DIF, depending on which 
optional I/O cards are fitted. The console has 8 buss 
outputs and 8 aux outputs, plus the stereo main mix 
outputs. The 8 main buss outputs are used for 5.1 
surround outputs. Six channels of monitoring are 
standard so that you don’t have to use aux sends for 
control room monitors. 

Besides the digital outputs to the 8 busses, there 
is a stereo digital main output and two stereo digital 
aux outputs. The aux outputs are paired with digital 
aux inputs for connection of external digital effects. 
There is a digital 2-track input for monitoring stereo 
digital recorders. 

All of the inputs and outputs can be re-routed 
internally. Aux inputs can show up as additional mix 
inputs, 2-track digital inputs can be routed to input faders 

DMX-R100 

gets much 

of its 

operating 

savvy from 

its big 

brother, 

the Oxford 

OXF-R3 
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dHl&ioo 
Digital Console 

— you are not limited to cross patching in groups of eight inputs. 
Data can be input using knobs on the console or via the 

high-resolution color LCD and touch panel. The parameters of 
each channel are displayed graphically on the screen to allow 
comprehensive feedback on equalization and compression 
operations. The graphics looks exactly like the graphics presentation 

budgets down by allowing 
some of the work to be done 
away from the gazillion-dollar 
studios. I like to do the same 
thing. I cut basic tracks and 
record the orchestra dates 
at the big studio, and work 
on the overdubs at a 
smaller facility or at my 
home studio. I then usu¬ 
ally go back to the big 
studio for the mixing. 
I prefer to stay digital 
throughout a project. 

I can’t wait to get my hands on the DMX-R100. I got to 
see it at the 1999 AES show in New York, but they slapped my 
hands every time 1 tried to hide it under my jacket. 

I engineered many projects on the Sony Oxford console 
and recall myself saying, “This Oxford would look really good 
in my home studio." Well, maybe a mini Oxford will do. ■ 

on the Oxford. Nice touch! 
There is a 15-pin video moni¬ 
tor connector on the back 
panel that duplicates the 
display on the LCD monitor. 

The automation portion 
of the console utilizes both 
snapshot and dynamic set¬ 
tings to be stored and recalled 
via the built-in 3.5-inch 
floppy drive — up to 99 
memories for the snapshots 
of every parameter on the 
console (with the exception 
of the analog mic/line 
preamp settings). Dynamic 
automation can be synchro¬ 
nized with SMPTE or MTC 
(MIDI Time Code). Dynamic 
automation includes the 
touch sensitive faders, pan 
control, equalizers, dynamics, 
and AUX signal settings. The 
dynamic automation can also 
recall snapshots at timecode¬ 
based cue points. Automation 
data can be written in both 
absolute and trim modes. 

As you know, more and 
more artists and producers 
are building project studios 
in their homes. These little 
rooms help to keep the 

DMX-R100 Tech Specs 
Frequency Response (Line 
in to PGM out): 20 Hz to 20 
kHz ±0.2 dB 
Frequency Response (Mie in 
to PGM out): 20 Hz to 20 
kHz ±03 dB 
Harmonic Distortion (Line 
Input): 0.01%at +4 dBs 
1 kHz 
Harmonic Distortion (Mic 
Input): 0.1% at-60 dBs. 
1 kHz 
Dynamic Range (Line m to 
PGM out): 104 dB 
Total Delay (Line in to PGM 
out): 2.5 ms 
Analog converters (A/D and 
D/A): 24-bit 128x 
oversampling 
EQ 4-band parametric + Hi/ 
Low cut Filters: 0.25 dB 
résolution 
Dynamics 
(Compress/Duck/Expand/ 
Gate): Attack time 1 sample. 
User Delay (AT Inputs): 
0-999 samples 
Sync: Internal/ Word Clock/ 
Digital Input/ Video 

Digital Inputs 
AUX RET 5/6 7/8 
(4 channels) 
2TR IN 2 (2-channel 
stereo) 

Digital Outputs 
PGM (2-channel stereo] 
AUX SEND 5'67/8 
)4 channels) 

Additional Digital I/O 
Through optional I/O 
cards. 

Analog Inputs 
inputs A 1-12 
inputs B 1-12 
LINE IN 13-24 
2TR IN 1 (stereo) 
AUX RET 1-4 
4 channels) 

Analog Outputs 
?GM OU T (stereo' 
AUX SEND 1 -8 
STUDIO MONITOR 
i.stereo) 
CONTROL ROOM 
MONITOR 1-5 

Analog Inserts 
INSERTION 1-12 
(send and return) 
Additional inserts can 
be added with optional 
I/O cards. 

Additional Signals 
REF WORD: In, Out 
REF VIDEO: In, loop 
through 
TIME CODE: In, Out 
MIDI: MTC, In, Out, 
Thru 
REMOTE: In. Out 1, 
OUT 2 
PC PORT: Mini 8-pin 
DIN 
FOOT SW: Punch in, 
Punch out 
MOUSE: 6-pin 
KEYBOARD: 6-pin 
USB: future use 
SERIAI.: 9-pin male 
MONITOR: 15-pin 
female 
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From the depths of the Grand Canyon to the hallowed 
halls of St. John the Divine Cathedral, Sony engineers 
recently sampled the reverb of unique spaces across the 
United States for the second DRE-S777 optional 
CD-ROM. After sampling the finest concert halls and 
churches of Europe for the first optional CD-ROM (see 

SoundByte #5, “Globetrotting for Sound,” pg. 7), Sony 
engineers set their sites on some of the classic acoustical 
locales in the United States. From the beautifully ornate 
Mechanics Hall in Worcester, MA, to some of the top 
recording studios on both coasts, there seemed to be an 
ambient reverb for virtually any production application. 

offers. 

sure to add sizz 
voice or instru 
Chapel 2 is m 

to 
nt. 

little longer decay 
time. 

Cathedral of 
St.John 
the Divine 
If you are looking for a
BIG reverb, look no 
further. The main hall 
of the cathedral has 
close to a five second 
reverb time. But, the 
hidden treasures 
sampled here are the , 
side chapels. Chapel I', 
for example, is an 
octagonally shaped / 
room with a beautiful 
stone sculpture in tiie 
middle that offers 
bright ambience 

rectangular a ; .. 
a slightly wanner 
sound with a 
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E2 at Enterprise Studios 
E2 has a BIG studio sound offering over one second of 
reverberation and is a great “in between" location when you 
don't need the size of a concert hall but want something 
bigger than a typical studio room. 

Giandomenico Studios 
A hidden gem! Many classical recording producers 
have used this studio space, yet it is relatively 
unknown in the recording communit}'. In fact, its 
primary use is as a photography studio! Originally 
designed as a movie house in the '20s and '30s, 
it used to be the entertainment-gathering place 
for the local population. Resembling a small 
airplane hangar, die acoustics offer over two 
seconds of full, fairly bright reverberant ambience. 
Thanks to the absorbent material on the back 
wall (where the projectionist used to be) and the 
ornate wall architecture, individual reflections 
are minimized and the resulting reverberation is 
beautifully smooth and diffuse. 

Avatar 
Attention Drummers! With its high conical ceiling and wood paneling 
throughout, Avatar’s studio A offers that classic “live drum” sound. 
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Mechanics Hall 
The first thing you notice in Mechanics Hall, after the visually 
stunning architecture is the stillness of the room. The Hall 
was built on the 3rd level of the building, which raises it above 
the hustle and bustle of street- level activity. Additionally, a 
skylight ventilation system was designed, eliminating the need 
for side windows, further attenuating any outside noises. 
There is a very neutral, warm sound to the hall with a 
relatively short decay time thanks to the intimate size of the 
hall, which holds a maximum of 1500 people. 

“A number of classics have come along in the digital reverb area,” said 
Ocean Way owner Allen Sides> (pictured above right, with Sony 
engineens). ’'Sometimes technology is lost, sometimes it’s improved 
upon. I would have to say the DRE-S777 is pretty startling,” 

As part of their U.S. Tour, Sony engineers recently “recorded" in 
the legendary Studio B at Ocean Way for the upcoming DRE-S777 
CD-ROM reverb disc that will feature spaces from around the country. 
With a history dating back to 1952, this classic studio room has hosted 
many legendary music artists. With the new DRE-S777 CD-ROM reverb 
disc, youi won’t have to travel to California to get the sound of Studio B. 

“Many clients come to Ocean Way because of the big live rooms, 
and when they’re mixing, they send the music back out into the studio 
through loudspeakers, and bring it back through microphones to get 
that sound,” commented Sides. 

Sides worked closely with the Sony engineers when recording the room, 
lending his many years of experience and golden ears to the project “I walked 
around Studio B with them and pointed out the sweet spots,” he noted. “This 
is a spot where I usually record rock n’ roll drums, here is where 1 place the 
ambient mies; and here is where I get the longest decays and such. I gave, 
them at least two of what I thought were the best positions in the room.” 

Sides commented that when he was recently doing a 5.1 surround mix 
with a full orchestra, he used the DRE-S777. “Sometimes you had to pinch 
yourself to think you’re not actually sitting in the hall,” said Sides; “It’s very 
impressive.” He is also currently using the unit on an upcomiag feature film. 

"Measuring rooms and duplicating reverbs is nothing new,” concluded 
Sides. “What is different here is that the DRE-S777 provides a level of 
resolution ¡that is a magnitude higher than we’ve ever had before. Being able to 
push a button on the S777 and call up Ocean Way Studio B is pretty amazing.” 

Allen Sides On 
DRE-S777 
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Oxford 
Is Audio engineer Andy Strauber and National Mobile Television's Ben Jenkins 

seated in the Oxford console room of the HD-2 Production Truck at the Village 
Jazz .-estival. Among the artists recorded in High Definition and 24-bit digital 
lor a 5.1 surround mix was legendary jazz musician Chick Corea. 

Villagen 

AM M 2G2D 
CDP-D11: A new 1U high rack-mountable CD player, with a durable chassis/transport design and 
control smarts. The CDP-D11 features both parallel and serial control (via RSÛ232), as well as 

play/record relay jacks for cascading multiple machines. It also has a control-S 
jack for accommodating the supplied wired/wireless remote control. The 
CDP-D11 has XLR balanced outputs and SPDIF optical and coaxial digital outputs. 
Vari-pitch control is also included and aback-lit LCD. 
WRT-807A: A high-quality great-sounding hand-held dynamic microphone 
transmitter. It incorporates a PLL synthesized design with 94 UHF frequencies. It 
also incorporates Sony’s best dynamic element (same as F-780/9X). Its all-metal 
rugged construction will help assure years of reliable performance. The WRT-807A 
has an LCD of all transmitter functions and includes a locking on/off switch. It 
provides five hours of continuous operation with a single “AA" alkaline battery and 
is compatible with all Sony 800 MHz UHF receivers. 
WRT-822A: A PLL-synthesized UHF body-pack transmitter that is designed for the 
most demanding applications, from theatrical production to broadcast and live 

sound. The WRT-822A is available on TV channels 64-69, and so it enjoys compatibility with all 800 MHz 
Sony receivers. It includes an LCD of channel, frequency, AF and RF status and battery indicator. Its light 
magnesium alloy casing makes it both durable and lightweight. 
WRR-802A: A half-rack size, UHF, diversity receiver, featuring 94 selectable channels of 
PLL-synthesized tuning and an XLR balanced output. It offers a back-lit LCD which includes 
indication of group, channel, frequency, AF and RF indication, and transmitter batten' status. The 
WRR-802A is available on TV channels 64-69. A rack-mount adapter kit is available as an option. 
SRP-F300: A digital multi-speaker system processor, with 24-bit 96 kHz quality. It features two XLR 
balanced inputs and six XLR balanced outputs. An assignable matrix allows signals from either input 
to be assigned to any and all outputs, allowing extremely flexible routing and system configurability. 
The SRP-F300 includes processing for graphic and parametric EQ, compression and limiting, channel 
delay, and tunable bandpass/cross-over filters. The SRP-F300 is totally PC controllable and includes 
comprehensive GUI-based software for control of all parameters. The SRP-F300 also features 50 

memory locations with security lockout, front and back control ports (RS-232), and 
full front-panel metering and status indicators. This flexible processor is designed to 
optimize performance of both public address systems and studio monitor systems. 
MXD-D3: A combination CD player MiniDisc recorder/player, designed for 
independent playback of either media as well as normal and high-speed (4x) digital 
dubbing of CDs to MiniDisc. Its 20-bit, wide-bit-stream technology assures the best 

Top to Bottom: WRT-807A wireless microphone 
(inset), CDP-D 11 CD player, MXD-D3 CD/MD 
recorder/player, WRR-802A wireless receiver, and the 
SRP-F300 digital multi-speaker system processor. 

possible recording quality. A large, independent display shows index and title information for both CD 
and MD. Advanced features include time-shift recording, smart space recording, input sample rate 
converter, and digital record level control. 
CDP-CX300: A 300-CD player/changer that provides an affordable solution for CD library/archive 
playback and background music system applications. It allows MegaFile™ storage with a second compat¬ 
ible CD changer, providing a total capacity for 600 CDs. CustomFile™ stores and displays titles for all CDs. 

SoundByte: The Sony Pro Audio Newsmagazine is published quarterly by Sony Electronics Inc. in association with MP&A Editorial/Design, a division of Miller Freeman PSN. 

Editorial Director: Anthony R Montesano; Art Director: Marshall Moseley; Managing Editor: Anthony Savona; Photo Credits: Pg. 3 (top left) Michael Munson, used with 

permission; Pg. 7-9, Dave King (5), David Goggin (2); Editorial Office: 6 Manhasset Ave, Port Washington, NY 11050. Ph: 516-944-5940; Fax: 516-767-1745; Entire 

contents Copyright©2000 Sony Electronics Inc. unless otherwise noted. The opinions expressed in bylined articles herein represent those of the author alone and not of Sony. 

No part of the publication may be reproduced without the expressed written permission of Sony Electronics Inc. The Sony logo is a trademark of Sony. For more information or 

any of the Sony products mentioned in this magazine, please contact: Sony Pro Audio at 1-800-686-SONY. Product features and specifications subject to change without notice 
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Mick Guzauski whose client list reads like a 

his own studio. After over a 

just a couple of short months, Mick has a few opinions to hundred mixes 

console - intelligently laid- out and easy to use. As for sound quality its' simply 

heard. The EO is the most musical sounding, and the the best console ve ever 

ever heard. The Oxford is an 

incredibly precise tool. For example, not only does it have five band EO, but it 

has five different equalizer choices and four different compressor choices 

unheard of in any console until now. As for my clients. I’ve had 100% great 

Call I -800-635-7669 ext. MG or visit our website at www.sony.com/proaudio. 

-stem record 
monitoring 

■ Multi 
and 

■ Unparalleled 
sound quality 
(patented 
converter 
technology) 

■ Intuitive and 
powerful user 
interface 

capability with 
automated 
joystick panning 

■ Selectable 
mastering grade 
EQ (5-band) and 
Dynamics on 
each channel 
EQ: Orig nal. 
Constant Q, 
Constant 
Power, 
Reciprocal Q 
Dynamcs: 
Origina , 
Custom, Classic 

Who’s Who” of the Hot 100. 

console. And the work surface is a big improvement over the traditional 

■ GML EQ and 
Dynamics plug-in 
option 

A/D and D/A converters are the cleanest I’ve 

offer: “The flexibility of the Oxford is much greater than any conventional 

response. For technology and sound quality, the Oxford is the way to go. 

©2000 Sorly Electronics Inc. 
Reproduction in whole or 
part without written 
permission is prohioired. 
All rights reserved. Fea'ures 
and specifications subject 
to changé withòu- notice. 
Sony is a trademaik of Sony. 

recently purchased an Oxford console for 

■ Real-time 
computation 
gives controls 
extreme precision 
and an analog 
feel 



CH1 

PAW PLAN 

“S-S 

® Easy-to-use, full-*eatured automation 

with built-in storage 

® Fully dedicatea center section channel 

strip with large integrated color display 

ENTER 

3 3 
33 
□ □ 
3 3 

00:00:00:00 

CUE 
* I MACHINE -

J AUTO MIX j KEEP MIX ; » SYSTEM CHANNEL AUDIO I SCENE 

SONY 
Scene 

S Complete 5.1 su"ound implementation; 

both 5.1 mixing and monitoring 

® Future-proof analog and digital 96 kHz/ 

24 Bit capability with excellent sound quality 

1-800-472-SONY ext. R100/SB 
www.sony.com/proaudio 

SONY 
© 2300 Sony Electrones Inc Afi nghts reserved Reprduction in whole or in part without written permssion is prohibited 
Sony s a trademark ti Sony Features and specrficat:sns subwet to change without notice 
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independent rotary pots, plus mule 
switches for left and right main outputs, 
a phantom power switch that applies 
+48 volts to all eight mic inputs simulta¬ 
neously, a mono output control, head¬ 
phone jack with level control (switch -
able between L/R out and aux 1/aux 2), 
and a power switch. 

As we began to use the MX-508 in a 
variety of situations, it became clear 
that a lot of thought went into its de-

ASHLY MX-508 
STEREO MICROPHONE/ 

UNE MIXER 
BY STEVE 

LA CERRA 
Ashly’s MX-508 is an 8-channel mic/line 
level mixer built into a three-space rack¬ 
mount package. Intended for use in 
small club systems, church, and corpo¬ 
rate PAs, for location recording and 
broadcast, or as a submixer for larger PA 
systems, the MX-508 features balanced 
XLR mic and TRS line inputs and ] 14-
inch send and return jacks for each 
channel. Rear-panel L/R outputs are on 
a pair of balanced, transformer-coupled 
XLR jacks as well as a pair of trans¬ 
formerless, 1 /4-inch TRS jacks. Also 
found on the rear panel are gold-plated, 
RCA jacks for stereo tape or CD I/O, 
1/4-inch TRS jacks for sends 1 and 2, 
stereo 1 /4-inch jacks for return 1, a 
mono 1 /4-inch jack for return 2, and a 
main mono output jack. An additional 
group of sub in/out jacks are also pro ■ 

vided for linking multiple MX-508’s to¬ 
gether; we’ll get to those momentarily. 

Ashly has managed to pack a lot 
onto the front panel of the MX-508 with¬ 
out making it look cluttered. Controls for 
each of the eight inputs include input 
level trim with clip LED, a mic/line 
switch, 3-band EQ (high- and low-shelf 
plus mid sweep), two aux sends, pan 
pot, and level control. A 20-dB pad 
switch is located on the rear panel near 
each mic input. To the right of the eight 
input channels is an aux section that 
provides output level pots for aux 1 mas¬ 
ter and aux 2 master, as well as concen¬ 
tric level and pan pots for aux returns 1 
and 2. Two more concentric pots allow 
control over the level of the tape/CD lo 
the L/R masters, plus level of that signal 
into aux 1. At the far right of the panel is 
the master section, which features a 
three-color LED for main output level 
(calibrated from -21 VU to “clip") and 

sign. The front panel is well laid out and 
clearly labeled, making 
the unit extremely easy 
to use (though the Ashly’s mic/ 
concentric controls 
might be a bit on the 
small side for large 
hands). At the factory, 
aux 1 is set to prefad-
er/pre-EQ, while aux 2 
is set to 
postfader/post-EQ. 
Changing this configu-

line mixer 
keeps quiet— 
making it good 
for many live 
applications 

ration is easily accom¬ 
plished by removing the bottom panel 
and moving a jumper for each send on 
each channel. It takes only a few min¬ 
utes and the technically meek need not 
be intimidated. 

Changing the aux sends was also an 
excuse for us to look under the hood and 
see the MX-508’s internal construction. 
What we found was an extremely clean 
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SPECIFICATIONS 

Frequency Response: 20 Hz to 20 kHz, +0.5/-1.0 dB 
Phantom Power: 48 volts DC. Maximum total current draw is 80 mA. Maxi¬ 
mum single channel current draw is 14 mA 
Distortion: Less than 0.05% at +4 dBu, 20 Hz to 20 kHz 
Equivalent Input Hum and Noise: Less than 1 29 dBu, 20 Hz to 20 kHz @ 
max preamp gain 
Crosstalk: Less than 65 dB for adjacent input, 20 Hz to 20 kHz 

topology with a truly modular design. 
Each channel’s input controls and output 
jacks are on separate circuit cards, all se¬ 
curely mounted to their respective pan¬ 
els. Audio ICs are socketed for quick re¬ 
placement if necessary, and all pots use 
metal shafts — which we much prefer 
over plastic for longevity. A channel card 
could be removed for repair or even re¬ 
placed with a spare, leaving the rest of the 
MX-508 functioning. A multi-pin connec¬ 
tor near one edge of the input card ac¬ 
cepts a transformer for the input, should 
you require this addition in the future. 

One of the more interesting features 
of the MX-508 is its ability to link with an¬ 
other MX-508. In addition to the rear-pan-
el I/Os mentioned, the unit also has sub in 
and sub out jacks for L/R, aux 1, and aux 2. 
When linking two MX-508’s, the sub out 
from one mixer is patched to the sub in of 
another, linking the L/R busses without 
having to use up any channels. Auxes 1 
and 2 may be similarly linked simply by 
patching a TRS cable from "aux 
1 /aux 2 sub out” on one mixer to 
"aux 1/aux 2 sub in” on another 
unit — allowing all channels on 
both units to access the two aux 
send busses. 

During a location session, we 
recorded an acoustic guitar and 
vocal directly to a TASCAM DA-88 
via the MX-508. Using the insert 
jacks, we were able to patch a 
compressor into the vocal chan¬ 
nel via two different methods: first 
we inserted the comp via TRS-to-
dual-TS (Y-cable), plugging the 
TRS into the Ashly, then plugging 
the TS connectors into the input 
and output jacks of the comp. We 
were also able to use standard 
1 /4-inch TS cables for insertion, 
connecting a TS cable from the 
MX-508’s send jack to the com¬ 
pressor in, and then a separate TS 
cable from the comp out to the 
channel return jack. This was very 
simple, and you'll never have to 
worry about having enough insert 
cables. 

Initially, we used the two auxes as 
busses to the tape tracks, but, after a bit 
of experimentation, we learned that, by 
inserting a TRS connector halfway into 
the send jack (i.e., only as far as the first 
click), the channel signal could be 
'tapped' as a direct out, routing the sig¬ 
nal directly to a tape track. 

The MX-508’s mic inputs are clean 
and quiet, delivering an extended fre¬ 
quency response that sounded very nat¬ 
ural. The channel clip LED lights at 3 dB 
below clipping, which took a bit of getting 
used to because we were expecting to see 
it light green when signal was present and 
turn red to indicate clipping. To set gain 
for the best possible signal-to-noise ratio, 
we increased gain until the LED went on, 
and then backed off the gain control until 
the LED went out again. 

During various studio sessions we 

used the MX-508 as an effects submixer 
and as a keyboard submixer into our 
Yamaha 02R. Used with our effects, the 
Ashly mixer made a noticeable difference 
in the noise floor — basically getting out 
of the way and not adding any noise to the 
signal chain. We also thought our effect 
units just plain sounded better through 
the unit than they did through the mixer 

we’d been using (a Kawai MX-8SR). 
When we patched several keyboard 

modules into the inputs of the MX-508 we 
were able to really put the channel EQ 
through the paces. In general, the EQ be¬ 
haves smoothly, particularly the high-fre¬ 
quency shelf band, which added very little 
noise but definitely brightened up our 
keyboard sounds. The high and low EQ 
bands have a stop point at 0 dB of gain, 
which we liked; it’d be nice to have this 
feature for the mid band, or a defeat 
switch for the entire EQ section. Low-shelf 

EQ was useful for adding slam 
into synth bass sounds, though 
we found the low-shelf turnover 
a bit low to really change the tim¬ 
bre of a vocal mic. Of course, this 
same characteristic made the 
low-shelf very useful for reducing 
mic stand rumble. Mid sweep EQ 
was about what we expected, 
with a bandwidth narrow enough 
to correct any feedback problems 
likely to occur in a live situation. 

Ashly has done a really 
fine job in designing the MX-
508. Though casual musicians 
may find it a bit out of their 
price league, the MX-508 is an 
excellent choice where quality 
sound and robust construction 
takes precedence over bells 
and whistles. In particular, it’s 
perfect for school, church, and 
corporate PA installations, bar¬ 
type PA systems where abuse is 
the norm, and road rigs requir¬ 
ing the flexibility of extra chan¬ 
nels for submixing into a larger 

console. We can definitely see it living in 
a road rack with a keyboard rig, submix¬ 
ing the keyboard channels to stereo for 
routing to house and monitor consoles 
or serving as extra effect returns for the 
house console. Add plusses for the mod¬ 
ular construction and ability to link 
multiple units for expansion, and Ash¬ 
ly’s MX-508 is a winner. E® 

MANUFACTURER: Ashly Audio, Inc., 847 Holt Road, 
Webster, NY 14580-9103. Tel: 716-872-0010. Fax: 716-
872-0739. Web: www.Ashly.com. 

APPLICATIONS: Permanent PA installations; small club PAs; 
submixer for stereo keyboard rigs; additional mic/line returns 
for studios. 

SUMMARY: A well-constructed mic/line mixer with a quiet 
audio path. 

STRENGTHS: Balanced main outs on XLR and TRS jacks; good¬ 
sounding mic preamp; phantom power and inserts on all chan¬ 
nels; modular construction facilitates servicing; multiple units 
may be chained for systems requiring more inputs. 

WEAKNESSES: Modest feature set; no defeat switch on chan¬ 
nel EQ (see below); aux return 2 is mono; some controls may 
be a bit tough to access for large fingers. 

PRICE: $1519 EQ FREE UT #: 1 06 
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BEHRINGER " on the 
Garbage World Tour. 

50,000 Waffs under 
control: Tom Abraham 
In action. 

COMPOSER’, 
VIRTUAUZER' and 
ULTRAFBC in the 
F.O.H. Rig. 

©2000 KHRINHER Spezielle Studioiechnik GmbH Technical specificatiore and appearance subject to change without notce. 

“Think about doing a live mix for a show with 10.000 

people in the audience and 50,000 Watts on the wings. For 

several years, I've been working with international greats like 

Garbage and Metallica among others Working with 

musicians of this stature is a great challenge and a dream 

come true for me. But it s also an enormous responsibility, ß 

The audience expects a perfect concert, and that's 

what my name stands for.'’ 

“So the demands on my equipment are extremely high. 

The best is just good enough - the price is secondary. 

Perfect sound and total reliability are all that count.” 

‘That's why I rely on BEHRINGER. Their new 

COMPOSER PRO is simply unbeatable. I've tried every 

compressor on the market - the COMPOSER PRO leaves 

them all way behind. Rock-solid punch with no coloration, 

beautiful transparent hign end ancf a virtually inaudible limiter. 

I have no idea how BEHRINGER’s engineers did it - but 

check out one of my concerts and hear for yourself!” 

AUTOCOM PRO MDX1400 
Audio-interactive dynamic processor with enhancer 

MULTICOM PRO MDX4400 
Audio-interactive four channel dynamic processor with limiter 

compos, , 
*uao WTtVCtK 

Experience the 
processors from 

Tom 

dynamic 

COMPOSER PRO rocks me 

www.behringei.com 

BEHRINGER USA 
144 Railroad Avenue, Suite 20 

Edmonds, WA 98020 

Phone: +1/425/672 0816 

Support phone: +1/425/673 8926 

Support fax: +1/425/673 7647 

E-mail: support.us@behringer.de 

/^BEHRINIGERj\ 

JUST LISTEN 

Tom Abraham 
F.O.H. Garbaq 

CIRCLE 06 ON FREE INFO CARD 



THE GUHAMMER 
COMPANY'S 

BUTTKICKER LOW-
FREQUENCY 
TRANSDUCER 

er feel an amazing amount of frequen¬ 
cy specific vibration. 

To check the unit in a project stu-
dio/home theater situation, a driver 
was mounted from below to the joists 
of a suspended floor. Yamaha two-
way monitors reproduced the majority 
of the program information while fre¬ 
quencies below 80 cycles were sent to 
the ButtKicker via an external elec¬ 
tronic crossover. A variety of material 
was auditioned through this setup, in¬ 
cluding movies with considerable sub¬ 
sonic content and several recent re¬ 
lease major label CDs. 

It immediately became clear that 
In this era of 5.1 reproduction systems, 
many companies are coming out with 
subwoofers or mass energizers to better 
reproduce low-frequency audio. These 
manufacturers claim that their products 
will go lower and work more accurately 
than the competition’s. Unfortunately, 
many of these devices do not have a nat¬ 
ural operating range that extends down 

to the lowest end of the au¬ 
dible spectrum, let alone to 
subsonic frequencies put in 
a mix to be felt. 

Enter the Guitammer 
Company’s ButtKicker. This 
linear motor’s spec sheet lists 
a frequency range from 5 Hz 
to 200 Hz and a resonant fre¬ 
quency of 9 Hz. This impres¬ 
sive response is due to the dri¬ 
ver’s elegantly simple design. 
Instead of using a conven¬ 
tional voice coil that moves in 
opposition to a fixed magnet, 
this device uses a large sta¬ 
tionary inductor that drives a 

high-mass, piston-shaped magnet. The 
piston holds itself in operating position 
with its own magnetic field, so there is no 
need for a mechanical support. The com¬ 
bination of high rotor mass and low fric¬ 
tion suspension yields a very robust trans¬ 
ducer with amazingly high and accurate 
output. The driver has a nominal imped¬ 
ance of 4 ohms, and Guitammer recom¬ 
mends driving it with a 350-700-watt am¬ 
plifier. Understandably, the motor has a 
thermal switch to prevent overheating. 
The unit works most efficiently when ori¬ 
ented vertically, although horizontal 
mounting and shaking are also possible. 

BY MARTIN A. 
SANTOS 

A powerful 
linear 
motor 

sheds new 
light on the 
low end for 

many 
applications 

IN-STUDIO TESTINGS 
A few colleagues and I conducted tac¬ 
tile evaluations of the driver in several 
situations. In one trial, an amplified 
oscillator signal was sent to a ButtKick¬ 
er that was mounted on a plywood 
surface. Sweeping the tone from above 
200 Hz down to 4 Hz and back up 
again made the device transition 
smoothly through its range. The proto¬ 
type under review had no motor cover, 
so its performance could be observed 
as well as felt. The piston response was 
very impressive. Cranking up the am¬ 
plifier’s output made the magnet cycle 
almost two inches above and below 
center position, considerably more ex¬ 
cursion than most conventional dri¬ 
vers can achieve. Standing or sitting on 
the energized surface made the listen-

the ButtKicker is tremendously power¬ 
ful. Driven off a large Crown amplifier, 
the transducer easily shook the whole 
room. In fact, the unit had to be dialed 
back substantially to keep its perfor¬ 
mance in context with the convention¬ 
al speakers. Once balanced properly, 
the device augmented the Yamahas 
beautifully, dramatically extending the 
range of reproduction. Video versions 
of movies with rockets taking off and 
dinosaurs stomping around offered ex¬ 
ceptional impact and excitement with 
the ButtKicker delivering the sound¬ 
tracks’ sub information. 

The transducer went so low so ef¬ 
fectively that it actually showed off sig¬ 
nificant hidden flaws in a few of the 
sources. One review CD, which passed 
through a very prestigious mastering 
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studio, displayed an abrupt high ampli¬ 
tude thump during a particular song. The 
anomaly was at a frequency well below 20 
Hz. Checking several different copies of 
the source material yielded the same re¬ 
sults. Subsequent discussion with one of 
the project’s engineers revealed that the 
tracking studio had some problems with 
the analog tape machine’s punches. 

Another major label project repeat¬ 
edly produced arrhythmic subbass 
thumps. In this case, the ButtKicker 
made the listener privy to reproduction 
of the bass player’s fingers coming to 
rest on one string after he had plucked 
the adjacent one. Judicious use of a 
channel’s high-pass filter during track¬ 
ing would easily have eliminated the 
problem. Clearly the ButtKicker pro¬ 
vides a practical means of scrutinizing 
recordings to eliminate unwanted sub¬ 
sonic garbage, without having to build 
an expensive control room that sup¬ 
ports airborne sub frequencies. 

STUDIO AND STAGE-MONITORING TESTS 
Further assessment was done in a 
large studio and in a live stage-moni¬ 

toring scenario. In both cases, the 
test space floors were too inert to eas¬ 
ily energize. On these occasions, the 
shaker was affixed to a small platform 
which was isolated from the building 
floor by large rubber feet. The listener 
sat in a chair on the platform while 
sub information was sent to the Butt¬ 
Kicker. A variety of nearfield moni¬ 
tors reproduced the rest of the pro¬ 
gram frequencies. The motor 
augmented the other drivers very 
well, giving the test music plenty of 
rich low-end power. Like all shaking 
devices, the ButtKicker’s output most 
naturally supplements conventional 
speakers that have a range down to 
about 100 Hz or lower. When used 
with ear monitors, headphones, or 
cabinets that lacked low end, there 
was a slight perceivable gap between 
the ButtKicker and the higher fre¬ 
quency drivers. Even under these cir¬ 
cumstances, though, the ButtKicker 
made a substantial contribution to 
the listening experience. 

Many floating or framed control 
room floors would shake effectively 

with the ButtKicker bolted directly to 
them. To facilitate driver operation 
and prevent vibrating studio gear 
apart, it might be even better to float 
a separate section of floor that ex¬ 
tends around the engineer’s chair 
only. The driver would have to move 
less mass, making it more efficient, 
and the console would not be subject¬ 
ed to unnecessary vibrations. 

SHAKING UP THE BACKSTREET BOYS 
The ButtKicker already has seen a va¬ 
riety of uses. Last year, The Guitam-
mer Company installed 86 drivers in 
the Dome Theatre of Ohio’s Center Of 
Science And Industry. The first major 
concert application was on the 1999 
Backstreet Boys tour where six drivers 
were bolted under stage risers for the 
vocal group’s band members, who 
were all on personal monitors. In the 
future, home and professional record¬ 
ing studios, movie theaters, simula¬ 
tors, and live concert performances 
all could benefit from wise applica¬ 
tion of the ButtKicker. While the 

continued on page 142 
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Many studios now mix to hard disk, 
storing the music with 24-bit resolu¬ 
tion. They want greater-than-CD qual¬ 
ity without proprietary tape formats or 

Everyone looks for ways to save 
time. When there are two or more 
discs to make, increasing the burn 
speed is tempting, providing that relia-

BY DAVID 
TORREY 

bility doesn’t drop. Over the years, I 
developed a list of suggestions for cre¬ 
ating cleaner burns. This checklist 
goes from the basic to the more tech¬ 
nical, but it might help improve the 
quality of your final product. Many 
suggestions came from technical peo¬ 
ple at companies that produce burn¬ 
ers, bus controllers, and disc-writing 
software. 

Three main rules (broken by many 
— at their own peril): 

• Don’t let the bottom of the disc 
touch anything other than a CD player 
or the case it came in. I'm amazed at 
the scratched-up, greasy-fingerprinted 
premasters that I’ve 
seen. Handle CD-Rs fj nß an(j tr0U-
like vinyl records — r 

edges only. bleshootiog for 
• Use quality . 

media. In many DUm I HQ CD-RS 
burners, silver or , , 
gold media per- fTOITI 3 COmpUtGT 
forms better than 
dark green. Asian clone brands can 
cost well under $1.00 per disc, but for 
25 to 50 cents more, you can buy the 
best blanks on the planet. Is your mu¬ 
sic worth the difference? Even if your 
burner can sense the medium and re¬ 
calibrate the laser to match, that’s still 
no excuse to use inferior discs. My fa¬ 
vorite? Taiyo Yuden. (Call Marilyn at 
APDC (800-522-2732).) 

• Paper labels are fine on the 
copies you make for friends. Leave 
them off your premaster, because they 
increase the error rate! You may not 
hear any degradation on your player, 
but low error rates are critical to pre¬ 
masters. Label the CD-R with magic 
marker, preferably outside the area 
where data is written on the bottom of 
the disc. 

COASTER BUSTERS 
Writing discs at higher speeds increas¬ 
es the risk of a buffer underrun. This 
problem occurs when the computer 
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cannot pass data to the CD-R drive 
quickly enough to keep the drive writ¬ 
ing continuously. By definition, a Red 
Book audio CD has to be written in one 
continuous pass. The slightest inter¬ 
ruption in the flow of data to the CD 
will produce a coaster. Here are some 
items to look at if you have a problem: 

• Make sure you have enough 
memory. Many 
recording/editing/burning programs 
are specified to work with 16 or 32 MB 
of RAM, but 64 MB is a more realistic 
minimum. 

• Make sure that at least 10 per¬ 
cent of the capacity is always free on 
the hard drive that you use for storing 
mixes. The drive has to work much 
harder if it has to pack data into small, 
leftover sections of disk space. 

• Defragment your disk drives of¬ 
ten. I use two large “working" drives, 
and eight others for archival storage. 
When a working drive fills up with 
mastered projects, I transfer the pro¬ 
jects to an archive drive, then 1 erase 
the working drive and defragment it. 
(This takes only a couple of seconds.) 
Now the data can flow onto and off of 
the drive in large contiguous blocks, 
and the chances of interruptions in the 
data stream decrease. 

• Log off your network. If there is 
any chance that someone else can ac¬ 
cess your machine through a Local 
Area Network, make sure to disable 
that option. One manufacturer goes so 
far as to recommend unplugging the 
network cable and rebooting, so that 
the network card is not accessing the 
data bus looking for network traffic. 

• If you have a SCSI CD writer, 
make sure it is terminated properly. 
The manufacturer’s documentation 
should have clear instructions for 
checking this. Many controllers can 
terminate the controller end of the 
SCSI cable automatically, but it’s al¬ 
ways worth checking. 

• While you are at it, check that 
you have the latest versions of the dri¬ 
vers for the SCSI controller and 
firmware for the SCSI CD writer. These 
can usually be found at the manufac¬ 
turer’s Web site, or you can call their 
tech support line. 

• Burn CD-R discs from a hard disk 
image, rather than on the fly. Most CD 
burning programs allow you to adjust 

the levels of individual tracks, dither 
the fades and crossfades, then burn 
the CD immediately. This is conve¬ 
nient, but it demands that you have 
enough CPU and memory capacity to 
do the job in real time, while the CD 
is being burned. If you experience 
problems, select the option of creat¬ 
ing a CD image. This intermediate 
step will perform all the computation 
for levels and fades offline, then 
write the image to hard disk. (You 
will need enough spare hard-disk 
space to store all the data that will be 
written to the final CD-R.) As the fi¬ 
nal step, burn that hard-disk image 
to CD-R. The computer now has less 
work to do, and music data will flow 
more smoothly to the CD-R drive. 

• This principle also applies to 
making copies of CDs. Reliability will 
increase if you read the source CD 
onto hard disk as an image, then 
burn the image to CD-R in one pass. 
The hard drive supplying the music 
data is much faster than the fastest 
CD reader, so error rates will drop. 

WINDOWS ONLY (THOUGH THE PRINCI¬ 
PLES APPLY TO MACS) 
• Log off the Internet. Don’t multi¬ 
task. Close all applications other 
than the software that burns the disc. 
To check your situation, try the 
“three fingered salute” (CTRL-ALT-
DELETE). This will display all the 
programs that are using resources. 
Anything other than EXPLORER and 
SYSTRAY may be unnecessary to the 
burn. Consider removing schedulers, 
alarm clocks, pop-up messagers, and 
resource monitors such as Norton 
Utilities. These can unexpectedly 
take control of the system data bus, 
creating a glitch on the CD-R. 

• The “Sleep" and “Screensave” 
modes on some PCs can be quirky. 
If you burn a long CD, some ma¬ 
chines will try to enter standby 
mode after a predetermined length 
of time. This shouldn't happen at 
all, but is worth a look if you are 
tracking an elusive problem. This 
type of problem can also happen 
when older ISA-standard SCSI con¬ 
trollers are mated with newer moth¬ 
erboards containing only one ISA 
slot. PCI bus controllers have fewer 
problems. Try disabling the Sleep 

and Screensaver options, both in 
BIOS settings and in Windows itself. 

• Configure your machine as a 
network file server. Go to My Com-
puter/Control Panel/System/Perfor-
mance/File System. Most PCs work 
fine when set to the normal DESK¬ 
TOP COMPUTER. If you are experi¬ 
encing problems, choose NETWORK 
FILE SERVER. This gives priority to 
disk activity over screen activity. You 
might notice an occasional hesita¬ 
tion when the screen redraws, but 
that is a good tradeoff — the com¬ 
puter is making sure that music data 
is flowing smoothly. 

• Disable auto insert notifica¬ 
tion. Go to My Computer/Control 
Panel/System/Device Manager. Dou¬ 
ble click the CD-ROM icon. Highlight 
the CD-ROM that is installed in your 
computer and click the SETTINGS 
tab. Uncheck the AUTO INSERT NO¬ 
TIFICATION box. Now the machine 
will stop needlessly interrogating the 
CD drive every two seconds, wonder¬ 
ing if the disc was changed. 

• Many tech support people ad¬ 
vise that Windows 95 is more stable 
than Windows 98. I’ve found that 
Win95 rev. C, the last version, works 
well and is the least likely to produce 
the infamous Blue Screen of Death. 
Win98 brought with it a whole new 
set of...umm...features that many 
prefer to do without when music is 
the primary task of the computer. 

• Last resort: Try slowing down 
the burn speed! If your drive is rated 
at 8X, there is a very good chance 
that it will be more reliable at 4X, 
possibly better yet at 2X. For a pre¬ 
master, doubling the write time is 
worth it. 

You may not need all these steps 
to burn a clean CD, but having a 
well-stocked bag of tricks is good in¬ 
surance! 

David Torrey started building gear 
when he was nine (1962!), and he 
hasn't stopped since. He designs the 
toys at DRTMastering (drtmaster-
ing.com), which specializes in fat 
analog sounds. He's also written a 
few articles for EQ over the years. 
You can reach him at davidt@drt-
mastering.com. 
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CYCLING 74 
PLUGGO 
PLUG-INS 

never heard before. 
Simply put, Pluggo 
rocks, and is a sound 
designer's dream pro¬ 
gram. 

Pluggo currently 
supports any VST 1.0-
based application such 
as Cubase VST 24, Cake¬ 
walk’s Metro, Emagic 
Logic, and Opcode’s Vi-

control information, and others that 
can be used to synchronize effects 
changes in real time. Making this hap¬ 
pen behind the scenes (screens) is 
PluggoSync — a plug-in that generates 
control information that takes tempo 
from an internal clock or a sequencer 
click track. This means that PluggoSync 
can set delay times that chase a chang¬ 
ing tempo, even in VST 1.0 applica¬ 
tions. Very cool. Pluggo also features its 

BY RICH 
TOZZOLI 

On the outside, Cycling ‘74’s Pluggo is 74 
different VST audio plug-ins that users 
can drop into their PowerPC-based Mac 
host sequencer. On the inside, Pluggo is 
a multifunction program that allows you 
to create your own plug-ins. 

When you install Pluggo, it will put 
all the files in the folder containing your 
sequencer and its VSTPluglns folder. 
The installation process allows you the 
choice to install all 74 plug-ins, or just a 
few. If you choose not to install them all, 
the installer will create a folder called 
“VSTPluglns (Disabled).” In addition, 
the Plug-in Manager application and ad¬ 
ditional documentation will show up in 
a folder aptly called "Pluggo Stuff.” 
Users can choose to install the Regular 

Pluggo Installer, or the In¬ 
staller for MAX/MSP Users. 
(I’ll explain this later.) 

Most of the Pluggo 
plug-ins work just like any 
audio plug-in. In Cubase, 
they show up on the Insert, 
Send, or Master Effects 
pop-up menus. The quality 

of Pluggo plug-ins is excellent. I couldn’t 
possibly write about them all, but here 
are some cool and different ones: 

The “Fragulator” put my mix into a 
buffer that played it backwards with the 
forward audio. The “Degrader” trashed 
my signal by use of selective downsam¬ 
pling. Warning- Playing back your mix 
at 4 bits can be wickedly hazardous to 
your ears. “Raindrops” dripped my mix 
into the speakers. It is unique, and 1 ap¬ 
plied it to a 303 track in Rebirth with 
great results. “Dr. Dop” is an excellent 
Doppler-panning program, and fea¬ 
tures a very cool custom interface. The 
“Harmonic Filter" cascaded my audio 
in time with a user-selectable set of fil¬ 
ters, creating sounds like those that I’ve 

Expand your 
plug-in pow¬ 
er to a whole 

new level 

sion DSP and StudioVision. Version 2.0 own PluggoBus, a way to route audio 
of Pluggo. which 
should be released by 
the time this prints, 
adds support for 
MOTU’s Digital Per¬ 
former and also pro¬ 
vides MIDI support 
for VST 2.0 applica¬ 
tions. The system re¬ 
quirements for Pluggo 
are a Power PC with a 
604 or G3 processor 
running at 150 MHz 
or faster, System 7.5.3 
or later, and a VST-
compatible sequencer 
application. Also 
needed are at least 32 
MB of memory and 20 
MB ol hard-disk 
space. 

Pluggo also in¬ 
cludes some unique 
plug-ins that can send 
and receive audio and 

Drive 
MANUFACTURER: Cycling '74, 1186 Folsom Street, San Fran¬ 
cisco, CA 94103. Tel: 415-621-5743. E-mail: info@cy-
cling74.com. Web: www.cycling74.com. 

APPLICATION: Plug-ins for VST users. 

SUMMARY: Seventy-four plug-ins. The never-ending plug-in. 

STRENGTHS: The "plug-in that never ends" is a diverse, ef¬ 
fective and creative collection of sonically pleasing plug-ins. 
These include delays, flangers, and choruses, as well as FX 
that are "way out of the ordinary." The ability with MAX/MSP 
to create your own plug-ins is invaluable, and a true taste of 
the future. A no-brainer for the price. 

WEAKNESSES: Because Pluggo can get deep, more written doc¬ 
umentation would be useful; some of the interfaces are very ba¬ 
sic, but you can't complain for the value; Mac-only at present. 

PRICE: $74 EQ FREE LIT. #: 101 
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between plug-ins on different audio 
tracks. It is designed so that Pluggo 
plug-ins can send audio signals directly 
to each other, opening up even more 
sonic possibilities. 

Most Pluggo plug-ins appear with 
individual editing windows, but some 
may use the host sequencer’s interface. 
Each plug-in has a unique screen dis¬ 
play, made by the individual developer. 
Some will display egg sliders and some 
may feature a graphic screen, which is a 
custom MAX interface. By holding down 
the command key and clicking on a slid¬ 
er, a pop-up menu will appear featuring 
various parameters available for editing. 
One of the parameters featured is ’’Ran¬ 
domize All,” which sets the parameters 
to random values. A great way to come 
up with some wild settings you might 
never think of. 

But wait, there’s more! Pluggo also 
opens any plug-in made with MAX/MSP 
development tools (see, I told you I 
would explain further), and will allow 
you to control its parameters. MSP, 
which is published by Cycling '74, is a 
set of DSP extensions to MAX, consist¬ 
ing of over 75 objects that synthesize, 
process, analyze, and delay audio sig¬ 
nals in real time. MAX, published by 
Opcode Systems, is an object-oriented, 
graphical programming environment. 
(Take heart, I had to learn all of this, 
too....) Pluggo’s signal processing capa¬ 
bilities are provided by the MSP audio 
extensions to MAX. Instead of writing 
code with things like data declaration 
statements and functions, Pluggo for 
MAX/MSP allows you to drop boxes 
onto a workspace and wire them togeth¬ 
er. The low-level code is taken care of 
for you. Just create an audio plug-in as a 
MAX/MSP patch, drag it onto Pluggo’s 
Plugmaker application, and, with a little 
work, you’ve designed your own plug¬ 
in. The important thing to remember is 
you can just install the 74 Pluggo plug¬ 
ins and not install MAX/MSP, keeping 
life simple, but less creative. 

What about Windows users? Cur¬ 
rently, Pluggo and MAX/MSP are avail¬ 
able only for the Macintosh. Cycling '74 
sources say that the Windows version will 
be on its way early next year. One last 
note of interest: The Cycling ‘74 Pluggo-
the-Month club (www.pluggo.com ) is 
available for users to download addition¬ 
al plug-ins and to post their own cre¬ 
ations. One can only imagine what cre¬ 
ations will show up on that site! E® 
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• 8 Studio Facility 
• Latest Equipment 
• Hands-On Training 

LEARN the ART of RECORDING 
You can get the practical, real-world skills needed to success¬ 

fully start your career as a recording engineer or producer. For 

29 years, thousands of students from the US and around the 

world have started their career at the Recording Workshop. 

• 3-6 Students per Class • Financial Assistance 

Contact us for a Free Brochure 

800-848-9900 
www.recordingworkshop.com 

l RECORDING 
WORKSHOP 
Outside USA: 740-663-2544 

I Fax Machine: 740-663-2427 
I email: info@recordingworkshop.com 

I 455-Q Massieville Road 
J Chillicothe OH 45601 

Ohio State Board oi Proprietary Sasol Kegstrrxr cBM7-&96Ty 
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two stainless steel rails 

UMX is the New Standard 

UMX-S 
The Whole Nine Yards — 10 inch 

UMX-3 
Battle Basic —10 inch 

UMX-5 
Battle and Trick Board — 7 inch 

UMX-7 
The Classic —10 inch 

€ 2000 Gemini Sound Products Corp , 8 Germak Dnvr Carteret, NJ 07008 • Tel: 732-969-9000 • Fax 732-969-9090 • E-mail: umx@geminidj.com 
Offices: california • Florida • France • Germany • Spam • United Kingdom 

PRO¿7¿/Z7i5 

24K gold contacts 

5th Platoon’s Roh Rho, 
1999 CMC Regional Champion 

UMX The New Feel 
of Performance 
(Accelerate your Senses/) 

Go ahead - Feel it - UMX is incredibly 
smooth. The exceptional audio quality 
of UMX mixers, powered by VGA 
technology and P'XD-Glide" crossfaders, 
offers a precision once heard only in 
Professional Recording Studios. With 
VGA Technology, only a control voltage 
passes through the fader. No audio! 
This reduces travel noise, improves 
accuracy and dramatically extends the 
life of the faders. Sleek, black and 
streamlined, UMX's visionary design 
and revolutionary technology are here. 
Prepare to be blown away! 

J 

Contact an authorized dealer near you or visit our website at WWW.geminidj.COm 
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loop, stutter, and 
other cuing functions. The track 
up/down buttons associated with old¬ 
er models have been replaced with a 
search dial for quicker access to high 
track numbers. The machine includes 
built-in signal processing for real¬ 
time filter, reverb, and flanger effects. 

channel control. The 
UMX series ranges in 
price from about $300 to 
$500 and includes all the 
features necessary for a 
scratch/battle DJ. 

Vestax gave us a 
glimpse of the future by 
showing the VRX-200, the 

This is also the world’s first turntable 
to incorporate the automatic key ad¬ 
just function present in the 2600F CD 
player. This well-built and rugged 
unit will retail for under $500, and its 
impressive torque ratio rivals that of 
the famed Technics SL-1200 series. 

Pioneer’s EFX-500 is quickly be¬ 
coming the standard effects unit for 

AUX 1 

AUX 2-

AUX 3 

AUX 4 
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BY DJ RUSS 
REIGN 
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AUX 2 

The recent 
tradeshow 
highlighted 
many new 
products 

This year’s NAMM show definitely 
had an increased presence of DJ-
related-products. Ten years ago, the 
so-called “underground” DJ culture 
began to creep from the clubs and 
warehouses it once called home to the 
commercialized screens of MTV. To¬ 
day, manufacturers are standing in 
line with new products aimed at this 
burgeoning market. Let’s take a closer 
look at some of the hardware that will 
shape tomorrow’s music. 

The release of Gemini’s new se¬ 
ries of dual-CD players helps to 
bridge the gap between quality and 
affordability. Packed with the kind of 
features expected from higher-priced 
competitors, the new series has more 
robust body construction and in¬ 
cludes an impressive ten-second 
anti-skip memory. Gemini was also 
pitching the UMX series mixers as a 
complement to the new line of their 
CD players. All four models contain 
Proglide crossfaders that give smooth 

performing 
engineers 

Additionally, an auto¬ 
matic key adjust feature 
allows changing the 
speed of a track for beat 
mixing without altering 
the selection’s key. The 
“digi-scratch” function 
even emulates the sound 
of scratching a vinyl 
record. 

Another Denon 
product worth noting is 
the DP-DJ 150 turntable. 
The unit includes a coax¬ 
ial S/PDIF digital output 
for direct recording to 
MiniDisc, CD-R, or any 
other digital media, 
while retaining the 
source’s sound quality. 

PHAN 

AUX 1-

AUX 2-s 

AUX 3 

AUX 4 

world’s first consumer vinyl 
cutting machine. This inno¬ 

vative device will allow DJs to trans¬ 
fer music from tape, compact disc, or 
any other line source to an actual 
vinyl record within the confines of 
their own home or studio. Sound 
quality and durability will be almost 
equal to that of traditional vinyl. The 
unit will retail for around $6000 
(blank records for recording are $10) 
and should be available sometime in 
the next few months (but you know 
how NAMM is, right?). Vestaxalso 
showed their line of club and scratch 
mixers, along with a new line of 
turntables and CD players. 

Perhaps the most impressive 
piece of DJ equipment on the floor 
was Denon’s new 2600F dual-CD 
player. With all the bells and whistles 
any jock could ask for and a retail 
price of around $1700, this product 
will pick up where the legendary 2500 
left off without missing a beat. This 
new workhorse offers two “hotstarts," 
independent cue points that can be 
positioned anywhere on a CD for 

AUX 1 

IK I *KÎ ' 
DKKÍ AUX 3-

TURNING 
THE TABLES AT 

NAMM 

EDICTS 
IP 2016 LOOP 
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both club and mobile DJs. A large, 
digital jog dial allows the DJ to “play” 
this unit in the same manner as an 
instrument. Provided effects include 
jet, zip, wah, fuzz, and ring modula¬ 
tion. This clever multieffects has an 
automatic BPM counter and even in¬ 
cludes a 3-band equalizer/isolator for 
dynamically separating bandwidths 
on the fly. And, best of all, there’s no 
loss of quality when you route the 
master output through the EFX-500. 
With a retail of around $500, this unit 
offers some serious bang for the 
buck. 

The release of Rane's MP 2016 
rotary mixer has club DJs jumping 
for joy. Practically identical in both 
look and feel to the legendary UREI 
knob mixer, this powerhouse is pop¬ 
ping up in the DJ booths of many of 
the world’s most well-known night¬ 
clubs. With four switchable 
phono/line inputs and five auxiliary 
inputs, you can hook up your 
turntables, CD players, synths — ba¬ 
sically anything with an output that 
makes noise. 

Actually, Rane has improved on 
UREI’s design by replacing the obso¬ 
lete pan knobs with input gain con¬ 
trols on every channel. If you are a 
serious DJ looking to make an impact 
on the dance scene, this is the mixer 
to check out. Rane’s optional XP 2016 
processor unit can provide an active 
crossfader with contour control, an¬ 
other feature not present in the UREI. 
This external unit also contains bass, 
mid, and treble tone controls on 
every mixing bus. 

Stanton also unveiled some im¬ 
pressive products at this year’s show. 
The RM-THREE professional DJ mix¬ 

er was designed with the house/tech-
no programmer in mind — firm vol¬ 
ume faders will hopefully endure all 
the abuse that today’s mixmasters can 
dish out. This aesthetically pleasing 
unit also offers six line, three phono, 
and two mic inputs for a large array of 
mixing options. Retailing at around 
$300, the RM-THREE is one of the 
lowest priced “A-List” mixers on the 
market today. 

Always recognized for their 
turntable cartridges, Stanton main¬ 
tains the trend with the Trackmaster 
II, a Roger Sanchez-endorsed model 
with elliptical stylus for increased 
sound quality. 

Sick of showing up at a new 
venue and being expected to be the 
sound technician as well as the DJ? 
My favorite product from NAMM 
turned out to be Stanton’s Linemas¬ 
ter. This amazing device screws into a 
turntable’s tonearm in the same man¬ 
ner as a standard cartridge, but there 
is no needle here! Instead, you patch 
an outboard unit (i.e., MiniDisc play¬ 
er, MP3 player, CD player, etc.) into 
the Linemaster, which routes the 
sound through the turntable and into 
your mixer. The era of juggling equip¬ 
ment and searching for a screwdriver 
moments before your set is over. Sim¬ 
ply bring the proper adapter, plug in 
your Linemaster, and you’re ready to 
move the crowd! 

DJ Russ Reign has been spinning in 
New York clubs for seven years. His 
progressive and hard-house sound 
has moved crowds in such legendary 
venues as the Tunnel, Limelight, 
and Ohm. 
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FilterFactory Features 
- Powerful filtering with smooth analog sound and feel 

- Record realtime filter performances via MIDI 

- Tap tempo or MIDI clock syncs the LFO to any beat 

- Unique rackmount / table top design 

- Thick metal chassis with big sturdy knobs 

- Stereo in and out with 1/4" and RCA jacks 

- Built in phono pre-amp 

Contact us for a FREE demo CD (shipping 8 handing not included) 

Check out quç Juli line of Performance FX for Remixers, Studios and DJs at WWW.el6Ctrixpr0.C0HI 

Electrix is a division of IVL Technologies Ltd. L 7 10 Bertram Placei Victoria-. BCi Canada V ñ M 1 Z b 
tel: 250-544-40*11 fax: 250-544-4102 email: electrixinfoSivl-com 

FilterFactory „, 
Voted™! 

Most Innovative New Product, ETA, PLASA, 1999 
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Marshall Electronics, Inc. MXL2001-P and 
MXL2003 Condenser Microphones 

Marshall Electronics 
mies are priced 

to fit in almost any 
project studio 
BY EDDIE CILETTI 

You wouldn’t think large diaphragm 
condenser mies could get any more 
affordable, but Marshall Electronics — 
importers of Mogami cable — have 
dared to step into an already crowd¬ 
ed bullpen with a pair of deals you 
can't pass up. They’re offering two mi¬ 
crophone models: the MXL2001-P 
($199.95) and the MXL2003 ($399.95 
with shockmount). Each mic features 
a 6-micron and a 3-micron (one-inch 
diameter) diaphragm, respectively. 
This difference alone would be re¬ 
sponsible for two sonic signatures. 
(Thinner diaphragms deliver a flatter, 
more extended frequency response. 
Thicker diaphragms slow things down 
a bit, and deliver a slightly more ob¬ 
vious upper-midrange presence.) The 
2001 has an output transformer, while 
the 2003 is transformer-less. 

So now you’re asking, "For this 
little money, what’s wrong with these 
mies?” A quick comparison with a very 
early Neumann U 87 and a Soundelux 
U95 revealed surprisingly comparable 
sonics on vocals — listening on Sony 
7606 headphones. Cranking the gain 
on a Great River MP-4 (4-channel pre¬ 
amp with Jensen input transformers), 
each Marshall mic had a higher noise 
floor than the two "reference mies.” 
That’s only fair, right? (For a quick 
comparison of Marshall and other 
mies, check out table 1, as well as the 
sidebar.) 

The 2001 is priced to compete 
with dynamic mies you’d use on 
drums — where noise isn’t a problem 
— and you could always consider the 
noise as “dither" for whatever digital 
multitrack you use. (Yes, my cup is 

half full....) The MXL2003 is 2 dB qui¬ 
eter. Its thinner diaphragm and trans-
former-less electronics extend the 
frequency response 3 kHz beyond 
that of the MXL2001. 

THE BASEMENT TAPES 
For the first test, 1 placed a pair of 
MXL 2003’s as overheads on a very 
basic drum kit. (The track called for 
brushes and no toms. The mies were 
four feet above the snare; no snare 
mic was used.) For comparison, I 
placed a pair of AKG SE 300B’s (with 
cardioid capsules) in parallel with the 
Marshall mies. (I own the AKGs and 
know what they sound like on 
drums.) The MXL 2003’s fed a Great 
River transformerless preamp, while 
the AKGs went through the band’s 
Behringer board. 

The MXL 2003, with its 1-inch di¬ 
aphragm, had a more pronounced 
bottom end than the AKG capsules, 
which are about half the diameter. 
This “bump” was confirmed on the 
frequency response chart — nearly 4 
dB up, centered between 20 Hz and 
50 Hz. I placed one 2001 on the beat¬ 
er side of the 14-inch kick drum and 
another 2001 on a Takamine acoustic 
guitar. (The other instrumentation in¬ 
cluded an electric guitar and electric 
bass.) 

BASS ROLL-OFF 
Working in small quarters — and with 
an electric guitar that was a bit heav¬ 
ier than I’d like — getting the acoustic 
guitar to cut through was a bit of a 
challenge. I was forced to place the 
MXL2001-P very close to the guitar and 
asked the player to use a thicker pick 
to get his axe to challenge the electric 
guitar. This worked surprisingly well, 
though 1 then 
regretted 
having com¬ 
mitted the 
MXL2003’s 
as over¬ 
heads. That’s 
because the MXL2003 features a 
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COMPARING MICROPHONES FOR SENSITIVITY AND NOISE 
I slipped online and collected the published specs of popu¬ 
lar and, mostly, expensive microphones just to see what's 
possible. For a reality check, I've included specs for the 
AKG SE 300B mic body, which is 1 dB quieter than the 
MXL2003 and 3 dB quieter than the MXL2001-P. (Part of 

AKG's more affordable "Blue" line, I use the SE 300B with 
cardioid and omni capsules.) The other mies that are more 
expensive are significantly quieter. Soundelux has the 

courage and confidence to also publish their unweighted 
noise specs. 

The following microphone specifications are as defined 
on the Neumann Web site. 

Sensitivity (@ 1 kHz) 

The sensitivity indicates the RMS voltage a microphone gen¬ 
erates when exposed to 1 Pa = 94 dB sound pressure under 
free-field conditions. The value refers to a frequency of 1 

kHz and a load impedance of 1 kohm. The values are 
slightly higher with no-load operation. For studio condenser 
microphones, the free-field sensitivity usually ranges from 8 
mV/Pa to 40 mV/Pa. 

Equivalent (loudness level due to inherent) Noise 

Apart from the audio signal, the output signal of each mi¬ 

crophone always contains a low-noise signal. To indicate 
the extent of this noise voltage, it is given as a fictitious 
sound pressure level. With an ideal noise-free microphone, 
a sound pressure level of this value would result in an output 
voltage equivalent to the inherent noise voltage. 

The inherent noise is measured and weighted according to 
CCIR 468-3, also DIN/IEC 651 (A-weighted) in order to cor¬ 
relate the result with the sensation of the human ear. For stu¬ 

dio condenser microphones, the equivalent noise level usual¬ 
ly ranges from 20 to 30 dB (CCIR), or 10 to 20 dB (A). 

bass roll-off switch (6-dB/octave starting 
at 150 Hz), good for reducing the prox¬ 
imity effect that occurs when close-mik¬ 
ing an instrument or vocalist. There is 
also a 10-dB pad. 

WEEKEND WORRIERS 
I was not available to engineer on the 
weekend, so the band recorded a more 
challenging (and more "electric”) set of 
tracks, using both pairs of Marshall mies 
all over the drums (MXL2003 on kick 
and floortom; MXL 2001 ’s on over¬ 
heads) as well as vocals. Using the con¬ 
sole preamps, the individual tracks 
were routed to an ADAT LX-20 record¬ 
ing in 20-bit mode. 

The band was surprised; not only 
that things turned out well — engi¬ 
neering and playing is hard work — but 
that the results were good, impressive 
even. (Translation: They wanna buy the 
mies!) Using no EQ (as per my sugges¬ 
tion), the MXL2003’s captured very us¬ 
able tracks. There is a slight rise in high-
frequency response beginning at 2 kHz 
and extending to 20 kHz, above which 
the output rises even more before things 
start to roll off (above 23 kHz). This is 
notably smoother and more extended 
than most dynamic mies. 

JUST BEAT IT 
Chinese production makes Marshall 
mies affordable. Construction is kinda 
“Russian”; that is, the weight from the 
heavy metal case will surprise you, and 
the grille should withstand imprecise at¬ 
tack from most “animal” drummers. 

seems solid, although 
threading for the mic 
stand adapter seems a 
little rough. Perhaps a 

This is mostly meant in a good way, as 
in "the overkill” factor. 
The finish of the mies is I 
great, and assembly U iU 

little lube might 1 
smooth that out. BL 

On the frequen- I 
cy response chart, the ' 
MXL200I-P shows a W “ 
6-dB/octave roll-off be¬ 
low 100 Hz, looking like there is a built-
in, high-pass filter. Inside, you can see 
that the designers considered a bass 
roll-off switch. (This “option” was 

Using no EQ (as 

per my suggestion), 

tbeMXL2003’s 

captured very 

usable tracks. 
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COMPARISON TABLE 

Make Model Sensitivity Equivalent Noise Weighted Unweighted 

Marshall MXL2001-P 15mV/Pa 20 dB A (IEC 268-4) — 
Marshall MXL2003 16mV/Pa 18 dB A (IEC 268-4) — 
Neumann M149tube 30/44/50 mV/ 16/13/11 dB Omni/ IEC651 A-weighted 

Pa Omni/cardioid/fig-8 cardioid/fig-8___ 
Neumann U87ai 20/28/22 mV/ 15/12/14 dB Omni/ IEC651 A-weighted 

Pa Omni/cardioid/fig-8 cardioid/fig-8 __ 
AKG C414B-ULS 12.5mV/Pa 14 dB A-weighted — 

-38 dBV all patterns _ 
AKG C414B-TLII 12.5mV/Pa 14 dB A-weighted — 

-38 dBV all patterns 
AKG SE 300B 10 mV/Pa -40 dBV 17dBw/ A-weighted ' — 

Blue Line capsules 
Soundelux U95S 27mV/Pa 16dB—>26dB-> A-weighted Unweighted 

TABLE 1 : Microphone comparison chart. For the Noise spec, lower numbers are better. 

MANUFACTURER: Marshall Electronics, Inc., P.O. Box 2027, Culver City, CA 90230. Tel: 
800-800-6608/310-390-6608. Web: www.mars-cam.com. 

APPLICATION: Large diameter (1 -inch) condenser microphones for instruments and voice. 

SUMMARY: Affordable condenser mies with cardioid pickup pattern. The MXL2001 -P of¬ 
fers a standard mic stand adapter, while the MXL-2003 features a bass roll-off, 10-dB pad, 
and shockmount. Models include the MXL2001 -P (6-micron, with output transformer) and 
the MXL2003 (3-micron, transformerless). 

WEAKNESS: The mies are somewhat noisier than their way-more-expensive competitors, 
but who can argue with the price? 

PRICE: $199.95, MXL2001-P; $399.95, MXL2003; $49.95, MXL56 shockmount. 

EQ FREE LIT. #: 107 

you can’t afford a Neumann, AKG, 
Soundelux, Lawson, Gefell, etc., both 
Marshall mies have “that big vocal mic 
sound.” In addition, for those who can 
afford the big names, the MXL2001-P 
and MXL2003 could easily replace 
many of the dynamic utility mies you’ve 
been using. 

The higher noise is an acceptable 
trade-off considering the amazing price, 
especially when compared to the afore¬ 
mentioned manufacturers, whose prod¬ 
ucts cost at least five to ten times 
more. Marshall’s MXL-series mies are 
for everybody! 

Eddie Ciletti's life story and audio 
archive are available online at 
www.tangible-technology.com. 

phased out on later PC production 
runs.) The MXL2001-P is sold with a 
plain vanilla, stand adapter. The 
MXL2003 comes with a shockmount, 
the MXL-56, sold as an accessory for 
$49.95, which fits both mies. Note also 
that the Marshall “cardioid” pattern is 
not as tight as those designed to mini¬ 
mize feedback (PA mies are more hy¬ 
percardioid). The "relaxed” cardioid 
pickup pattern yields more pleasing off-
axis response. 

WHY ARGUE? 
Both the MXL2001 -P and the MXL2003 
performed better than expected. How 
closely do you scrutinize a product that 
is priced to be so “right on the money?” 
In headphones, I got off on the sound, 
and that's what a vocal mic is about. If 
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_ Por fast and easy information use the reader response card in this issue 
PAGE BRAND INFO# PHONE# 
53 AKG/Harmon Pro ] 615-399-2199 

23,81 Alesis Corporation 2,3 8O0-5-ALESIS 

45 Antares Systems 4 888-332-2636 

9 Apogee Electronics 5 310-915-1000 

150-153 B&H Photo 69 212-807-7474 

148 Bayview Pro Audio 56 888-718-0300 

56 BBE 66 714-897-6766 

3,113 Behringer Spezielle 6,7 011-49-2154-9206 

67 Beyerdynamic 76 516-293-3200 

57 WD 72 888-702-7075 

117 Corvin 8 800-854-2235 

40 CM Automation/Sentech Electronics 9 818-709-4020 

87 Conservatory of Recording Arts 10 800-562-6383 

67 dbx 11 801-568-7660 

54 Digibid 12 816-300-0311 

39 Digidesign 13 650-842-7900 

148 Discount Distributors 58 800-346-4638 

148 D.W. Fearn Company 57 610-793-2526 

31 Emtec/BASF 73 800-225-4350 

147 eStudio Summit XX 212-378-0400 

98 Event Electronics 78 805-566-7777 

19 Focusrite 17 516-249-1399 

137 Full Compass 80 800-356-5844 

66 Furman Sound, Inc. 67 707-763-1010 

124 Gemini Sound Inc. 18 732-969-9000 

134 Grace Design 19 303-443-7454 

87 Great River Electronics, Inc. 20 612-455-1846 

61,135 HHB Communications Ltd. 74,79 310-319-1111 

73 Hot House Professional Audio 21 914-691-6077 

127 IVL Technologies Ltd. 22 250-544-4091 

133 JBL Professional 23 818-894-8850 

55 JOEMEEK 15 877-563-6335 

7 Korg 24 800-335-0800 

85 Lucid 49 425-742-1518 

123 Lynx Studio Technology, Inc. 25 949-515-8265 

PAGE BRAND 

69 M Audio 34 800-969-6434 

16-17,37,97 Mackie Designs 26,27,28 206-487-4333 

11 Manley Laboratories, Inc. 29 909-627-4256 

164 Mark of the Unicorn 63 617-576-2760 

149 Markertek Video Supply 30 800-522-2025 

15 MediaFORM 31 800-220-1215 

89 Microboards Technology, Inc. 32 800-646-8881 

118 MIDIMAN 33 800-969-6434 

14 Musician's Friend 35 800-776-5173 

163 Neumann/True Audio Systems 36 860-434-5220 

93 Panasonic Broadcast & Television XX 800-528-8601 

47,49,51,115 Peavey 38,39 601-483-5365 

148 Plant Recording Studios 68 415-332-6100 

65 QSC 40 800-854-4079 

134 QUSA, Inc. 41 608-251-2500 

35 Rocket Network 42 www.rocketnetwork.com 

141 Rolls Corporation 43 801-263-9053 

143 Samson Technologies 44 516-364-2244 

116 Shreve Systems Audio 45 318-424-7987 

41 Shure Brothers 61 800-25 SHURE 

75 Sonic Foundry 77 800-577-6642 

77 Sony Professional Products XX 800-472 SONY 

99110 Sony Soundßyte XX 800-472-S0NY 

148 Sound Affair Mastering 59 714-540-0063 

77 Soundcraft Electronics Ltd. XX 615-360-0471 

148 Soundroom.Net 60 541-330-6045 

79 Spirit by Soundcraft XX 615-360-0471 

148 Stedman Corporation 62 616-629-5930 

13, 126, 160-161 SweetwaterSound 71,81,82 219-432-8176 

139 Switchcraft 48 773-792-2700 

121 Syntrillium 50 480-941-4327 

42 Tannoy North America 51 519-745-1158 

43 TASCAM/TEAC America, Inc. 52 323-726-0303 

20-21,95 TC Electronic 64,65 805-373-1828 

33 Telex Communications 53 800-667-3968 

145 The John Lennon Song Writing Contest XX www.jlsc.com 

123 The Recording Workshop 70 614-663-2544 

5 Yamaha Corporation of America 54 714-522-9000 

25 Zzounds Music 55 708-442-3620 
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AKG C3000B Microphone 
AKG’snew and 

improved version of 
their popular 03000 mic 

turns out to be both 

BY SCOTT COLBURN 

In Laundry Detergent Land, "New & Im¬ 
proved” really just means "slightly al¬ 
tered formula,” "fancy new box shape,” 
or “wow, look how much you’ll be pay¬ 
ing now!” — but the product itself isn’t 
really new, and it’s usually not much im¬ 
proved, either. Fortunately, AKG takes 
the claim much more seriously. 

And it’s a good thing, too, because 
AKG’s new C3000B microphone — 
which has been made to replace the 
popular C3000 (now retired) — is truly 
an upgrade from its original (yet trusty) 
version. The differences are many, the 
improvements are great. 

The new C3000B has a single cardioid 
pickup pattern. You will note that the old 
C3000 had two diaphragms (which inter¬ 
acted with each other to provide either a 
cardioid or hypercardioid pattern). "Hey,” 
one may say, “that’s not good, I’m getting 
less!” Au contraire, mesamies—while one 
may think that going from a double di¬ 
aphragmatic to single diaphragmatic de¬ 
sign would not be an improvement, 1 
would bring to mind the old adages “less 
is more” and “jack of all trades, but mas¬ 
ter of none.” The C3000B—with its lone¬ 
ly, single diaphragm—masters the single 
cardioid pickup pattern, as opposed to at¬ 
tempting mediocrity over many cardioid 
patterns via the use of multiple di¬ 
aphragms. Remember, it’s not the num¬ 
ber of diaphragms, it’s the end result on 
the Billboard charts. The front of the 
C3000B exhibits a wonderfully wide and 
clear pickup pattern. As you move to and 
around either side of the mic, the pickup 
pattern quickly drops to a slightly less-wide 
response on the backside. The frequency 
response on the back of the mic is very 
dull, with mostly high mids (around 2 k to 
4 k) becoming prominent — I imagined 

using this in film work during ADR to in¬ 
dicate movement from on-screen to off¬ 
screen sound without capturing the am¬ 
bience of the room (which would be a 
dead giveaway and not so good). Because 
of this dull backside, this condenser allows 
some sort of isolation, in that the fre¬ 
quency response is poor and rapidly de¬ 
teriorates as distance increases. This is to 
say that the focus in front is strong and 
clear, even with extreme distance. 

The C3000B’s bass cut switch is sim¬ 
ilar to its predecessor, with a 6-dB/octave 
slope below 500 Hz. The 10-dB pad differs 
from the C3000 due to the B version’s pad 
ahead of the preamp, which allows for a 
10-dB increase in SPL capability. The mic 
is rated to handle 140 dB SPL without the 
pad, and 150 dB SPL with the pad in-
place. It is also interesting to note that a 
decrease in phantom power yields a de¬ 
crease in maximum SPL rating. I tested 
this mic on a rather loud electric guitar 
cabinet — the amp was cranking 130 to 
140 dB SPL. Although an SM57 would 
have created a preferred sound in this ap¬ 
plication, the G3000B held up to this type 
of musical torture. There were minor dis¬ 
tortions occurring at this level of joy, but 
not so much as to be undesirable to the 
clearly crazy. Again, not the preferred ap¬ 
plication for this mic, but an interesting 
test to see if it actually could take a high 
SPL, and it pretty much did. 

The capsule is reportedly made of 
the same material as the popular C414, 
and is of the same diameter. The C3000B 
is closer to the C414 in frequency re¬ 
sponse, and therefore exhibits the "AKG 
sound” much better than the C3000 did. 
The diaphragm is made of plastic foil and 
is gold sputtered on one side to prevent 
shorting at high SPLs, and is mounted in 
a solid metal body with an equally 
tough wire mesh for capsule protection. 
The meshing provides a type of pop-fil¬ 
ter for vocal use. Plus, it’s pretty. 

In real-world testing, I noticed that 
the C3000B had a kind of “smile” fre¬ 
quency response, which equals accen¬ 
tuated highs and lows. 

The 3000B excelled in one particu¬ 
lar area — close and distant miking on 
acoustic instruments. In comparison to 
the C3000, the B version returned a 
much deeper bass response and a more 

clearly defined high end. Since the C414 
is commonly used as overheads for 
drums, I used the C3000B for the same 
applications, placing it in the same po¬ 
sition one would a C414 for drum mik¬ 
ing, and was amazed at the smooth, full 
frequency response. Each drum and 
cymbal beat could be heard clearly, mak¬ 
ing the C3000B a new contender for stan¬ 
dard drum overhead miking techniques. 

I placed the C3000B in recording sit¬ 
uations that directly compared it to oth¬ 
er "standard” mies. For example, it is con¬ 
sidered common practice to use a SM57 
on a snare, a C414 as an overhead, a 421 
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Neil Karsh is the Vice President of 
Audio Services for New York Media 
Group. Recently, Karsh selected LSR 
monitoring systems for two of his 
Manhattan facilities, Lower East Side 
and fast Side Audio. 

ÍÍ We've installed the first of our LSR 
5.1 surround systems at East Side Audio 
and it’s a great addition. The sound is 
extremely clear and is enjoyed by our 
mixers and our clients. Everyone is very 
pleased with the result.” 

New York 

Profiles 
The world’s most noted recording 

professionals discuss the world s most 

advanced monitoring systems. 

NO. 1 : New York I Los Angeles 

The World’s Best Performing THX® Monitoring 
Systems Are Also The World’s Most Applauded. 

Since its introduction in 1997, the system-engineered JBL 
LSR Series has become a favorite choice of engineers, producers 
and performers, many of whom have also become its most 

loyal advocates. More important, this acceptance is found 
in every major geographic area of the recording industry; 
from Los Angeles and New York to Nashville and London. 

LSR 32 LSR 28P LSR 12P 

Monitors Whose Performance Profile Was 
Determined By Science, Not Opinion. 

During a half century of building the most technically 

advanced studio monitors, JBL has developed a long list of 
working relationships with key recording professionals 
around the globe. As a direct result of this unique collaboration, 

these industry leaders have chosen JBL monitors more often 
than any other brand. Not once or twice, but consistently for 
decades. In fact, JBL monitors are a part of the history of 
recording itself. Consider as examples, the now fabled JBL 
4200 and 4400 Series that, at their launch, actually defined 
an entirely new standard and new category of monitor. Such 
is the case now with the entire LSR line. 

David Kershenbaurn is a Grammy 
Award winner who has been on tie cutting-edge of 
music production for decades. His discography is a 
remarkable 'who's who' of popular -ecording. 

^Speakers have always been important to me 
and I’ve had many systems that I have really 
loved. When Kevin Smith told me about LSRs. I 
tried them and was amazed at the accurate, flat 
response and how the mixes translated so well 
compared to other monitoring systems. Now 
we’re using them to track our new records and 
we’ll use them to mix, as well.” 

Los Angeles 

•JBL 
professional 

H A Harman International Company 
www.iblpro.com 
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the grace design model 801R 
remote control microphone preamplifier system 

call 303.443.7454 drbrôwsë 

Seamlessly control up to 64 channels of oar award Waning 
microphone preamplifier from up to 10OQ' away with one 
convenient desktop remote controller. Complete 
metering, scene memory/ recall anoionannei yrucp 
mode combine to make this the most alésant 
revolutionary microphone preamplifier available. design.com 
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Quest for Excellence 
"The mix that I did 

came out crisp and 

tight, indicating that 

the accuracy of the 

monitor is as sharp as Chicago Trax, Chicago 

the literature says it is. 

—Bobby Owsinski 

EQ April '99 

Speakers & 
Monitors for 

Recording, Post 
Broadcast, 5.1 & 7.1 

Pure Sound by Quested 
distributed by QUSA, Inc. 
462 North Baldwin Street, Madison, Wl, 53703 
Tel: (608) 251-2500 • Fax: 251-3158 • Email: brian@quested.com 
visit our website: www.quested.cam 

Abbey Road, 
London 
Crescent 
Moon 
Miami 
(Gloria Estefan) 
Discover/ 
Channel, 
Latin America 
4 Seasons 
Media 
Productions 
St. Louis 
French State 
Television, 
France 
Trans 
Continental 
Studios 
Orlando 
Whitney 
Houston 
New Jersey 
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on toms, a U 87 on vocals, etc. In compari¬ 
son, the C3000B holds up against all of the 
trusty usuals. One may prefer the sound (as 
I did) of an SM57 on a Marshall over the 
C3000B on the same equipment, but the 
C3000B certainly held its own. On most 
acoustic instruments (cello, violin, acoustic 
guitar, koto, piano, flute, and saxophone), I 
compared the C3000B to another mic that 
lists at twice the price (no names, no 
names...). I split the mies left and right, and 
was pleased that the result was a perfect, 
phantom, center image. The colorization of 
sound is slight, and what little colorization 
resulted was pleasant. This mic smoothes 
out the rough edges beautifully. 

The C3000B comes with a standard 
spider suspension mount, which is an im¬ 
provement over the plastic clip supplied 
for the C3000. However, the clip is still 
made of plastic, which makes me wonder 
how rugged it will prove to be in the long 
run, and is a little difficult to work with in 
positioning. In many shockmounts that 
I’ve worked with, spinning the mic on axis 
is fairly easy. With the C3000B, I had to dis¬ 
engage the mount, spin the mic, and then 
re-engage the mount. This is easy enough 
to learn, but since the mechanism for the 
mount needs to be cranked down, precise 
positioning is a bit of an art. The mic and 
shockmount come in a cardboard box with 
foam layers. I think I’d like a bit more pro¬ 
tection for this mic than a cardboard box. 
I know that this is one way of keeping costs 
down, but even a SM57 comes in a rugged 
zippered bag. 

In conclusion, the C3000B is a definite 
improvement over the C3000, with a wider 
frequency response and improved elec¬ 
tronics. This mic displays a smooth, pleas¬ 
ant, almost “happy” recorded quality that 
works well on close and distant acoustic in¬ 
struments. It is not an all-around utilitarian 
microphone, but it will occupy a glad space 
in many of your recordings. 

I love being an engineer in this era, with 
the plethora of new microphones being in¬ 
troduced that are every bit as good as their 
10-, 20-, or 30-year-old predecessors. After all, 
we are recording in the 2000s, not the 1960s 
— a $498 C3000B just might be the coveted 
C12 of the future. Hey, it could happen! 

PRICE: $498. CONTACT: AKG, Tel: 
615-360-0499. Fax: 615-360-0275. 
Web: ivivw.akg-acoustic.com. Circle 
EQ free lit. #102. 
Scott is secretly producing some of the 
most creative music projects in the 
Seattle area. See www.gravelvoice.com 
for more details. 
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COOL FRONT« 
SERIOUS BACK« 

HHB CDR850 CD RECORDER 

A tuII range of HHB high performance CD-Recordahle media includes the world's first fully Orange Book compatible 

80 minute CD-R and CD-RW discs, plus 74 minute Silver. Gold, Printable, Bulk Packaged and Re-Writable discs. 

One look at the back panel and it’s easy to see why the 

HHB CDR850 leaves other CD recorders where 

they belong: m the bedroom! XLR and RCA 

analogue Inputs and outputs, an AES/EBU 

digital input, optical and coaxial SPDIF 

digital I/Os and parallel remote control, > 

the CDR850's comprehensive connectivity 

perfectly complements its class leading 

sound quality and ease of use. 

CDR850 PLUS adds a Word Clock 
input and balanced digital nut. 

Before you buy a CD recorder, it pays to 

check around the back. See both sides of the 

HHB CDR850 at your nearest dealer. 

And if you work entirely in the digital domain, 

the new CDR850 PLUS adds 

a Word Clock input and a 

balanced digital output to 

the CDR850’s already 

very impressive spec. 

HHB Communications USA LLC ■ 1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA 

Tel: 310 319 1111 ■ Fax: 310 319 1311 ■ E-Mail: sales@hhbusa.com 

HHB Communications Canada Ltd ■ 260 King Street East, Toronto, Ontario M5A 4L5, Canada 
Tel: 416 867 900C ■ Fax: 416 867 1080 ■ E-Mail: sales@hhbcanada.com 

HHB Communications Ltd • 73-75 Scrubs Lane. London NW10 6QU, UK 

Tel: 020 8962 5000 • Fax: 020 8962 5050 • E-Mail: sales@hhb.co.uk 

http://www.hhb.co.uk 

HHb 
FIRST WE LISTEN 

Don’t forget to record on the best: HHB Advanced Media Produsts 
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Blue The Mouse Microphone 
The only kind of Mouse 

you’d want to find 
living in your studio 

BY STEVE LA CERRA 

The latest offering from Baltic Latvian 
Universal Electronics (more concise¬ 
ly known as Blue) is The Mouse: a 
medium-diaphragm, solid-state con¬ 
denser microphone designed for stu¬ 
dio applications. Deriving its name 
from a physical profile reminiscent of 
Walt Disney’s favorite rodent, The 
Mouse is intended for use as an in¬ 
strument microphone on just about 
anything from vocals to piano to gui¬ 
tars to drums and percussion. The 
Mouse employs discrete, Class A am¬ 
plification circuitry for the capsule 
and a rotating capsule/grille assembly 
for ease of placement. 

Unlike many condenser mies re¬ 
quiring phantom power, operating 
voltage for The Mouse is 40 volts DC. 
Since this requirement is easily met by 
48-volt phantom supplies, The Mouse 
will not starve for voltage under high-
SPL conditions, allowing it to main¬ 
tain a wide dynamic range. The mi¬ 
crophone is shipped in a beautiful 
padded, velvet-lined wood box; op¬ 
tional accessories for The Mouse in¬ 
clude The Shock and The Pop Filter 
(more about those later). 

Out of the box, it’s evident that 
The Mouse is well-constructed, with a 
fit and finish of parts worthy of a mic 
in this price category. Gently moving 
the capsule within its yoke-type 
mount reveals a series of shock¬ 
mounting devices designed to elimi¬ 
nate transmission of vibration to the 
diaphragm. First, there’s a set of 
shock absorbers inside the “ears” of 
the mic, where the capsule grille is 
suspended in the yoke. Then, within 
the grille assembly, is another set of 
three shock mounts that isolate the 
capsule from the grille. We popped the 
front and rear grilles off for a close ex¬ 

amination of the capsule; it obvious¬ 
ly was made with a lot of care and 
precision — definitely not a generic, 
off-the-shelf design you might find in 
a lesser microphone. 

There are no external controls on 

the microphone. At the bottom of the 
body is an XLR receptacle and a 
threaded socket for a mic stand. As 
with any mic that mounts directly to 
a stand, care must be taken not to 
strip the threads through constant 
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mounting and un-mounting of the mic. 
We recommend use of a quick-discon¬ 
nect clip which can be screwed into the 
mic and left there, or you can just 
mount the mic to a stand and leave it on 
the stand. 

Blue was kind enough to furnish 
The Mouse along with The Shock, The 
Pop Filter, and their Cranberry micro¬ 
phone cable. Note that the former two 
accessories will also fit a Neumann U 47 
or U 48, performing double-duty for 
owners of those mies. Both The Shock 
and The Pop Filter attach to The Mouse 
by placing the mic body in the center of 
a well-padded clamping ring (or two in 
the case of The Shock), and then latch¬ 
ing the clamp closed. Simple and 
effective. The Pop Filter is an elegant 
alternative to the typical “stocking-on-
a-hangar” device and looks like it will 
hold up to repeated use. It is important 
to note that you can’t use The Pop Fil¬ 
ter and The Shock at the same time be¬ 
cause the length of The Mouse’s body is 
a little too short to accommodate them 
simultaneously. 

Our first session with The Mouse 
was recording an acoustic steel-string 
guitar, and. in this application, it sound¬ 
ed gorgeous: transparent and well-bal¬ 
anced, conveying a sense of power that 
other mies have missed on the same gui¬ 
tar. Our guitarist had a habit of tapping 
his foot while playing, which we heard 
as a low-level thump when we used the 
mic without The Shock. Placing the mic 
in the suspension almost completely 

eliminated this problem. 
We noticed that The Mouse has a 

very subtle proximity effect: you have to 
get within about two inches of the 
capsule before you’ll hear the bass re¬ 
sponse gently bump up. In the case of 
the acoustic guitar, this proved to be an 
advantage because we could place the 
mic near the sound hole without getting 
a lot of “boom.” 

Since the folks at Blue invited us to 
use The Mouse on any instrument we 
could think of, we tried it directly at the 
air hole in the front head of a Tama 22-
inch double-head kick drum. The 
Mouse really couldn’t handle the air 
movement produced by this drum at 
close range, sounding like its diaphragm 
reached the excursion point. Pulling the 
mic back about 10 inches away from the 
front head didn’t help much, but when 
we moved The Mouse out into the 
room for ambient pickup, it captured a 
well-balanced picture of the entire kit 
with a knock in the low end that was 
tight and well-controlled. 

Next, we recorded a male vocalist 
using The Mouse and The Pop Filter. If 
you’re looking for a mic to flatter a thin-
sounding vocalist, look elsewhere. 
Though it might be considered by some 
folks to sound lean in the lower mids, 
it’s more a case ofThe Mouse being ac¬ 
curate. You’ll get none of the thick, 
overemphasized lower-mids some oth¬ 
er mies deliver, but you'll also find the 
recording cuts through the mix very eas¬ 
ily. The mic might be a touch sibilant for 

SPECIFICATIONS: 
Polar Pattern: Cardioid 

Frequency Range: 20 Hz to 
20,000 Hz 

Sensitivity: 21 mV/Pa (@ 1 kHz 
into a 1 kohm load) 
Noise Level: 7 dB A weighted 
(per DIN/IEC 651) 
Maximum SPL: 1 34 dB for 0.5% 
THD 
Power Requirements: 48-volt 
phantom 

a naturally bright vocal, a characteristic 
easily corrected by moving the capsule 
slightly off-axis to the vocalist. The 
Mouse really excels at capturing subtle 
detail — enough for our vocalist to com¬ 
ment that he felt he was W'orking less 
than he might with other mies to deliv¬ 
er his performance. The Pop Filter def¬ 
initely helped get rid of plosive noises 
and is undoubtedly one of the most el¬ 
egant solutions to a pop screen that 
we’ve ever used. 

We even tried The Mouse on in¬ 
struments like snare drum and hand 
percussion. Snare drum reproduction 
was very realistic, especially when the 
drummer played side-stick: the lower 
mids didn’t build up like they would 
when using a mic with significant 
proximity effect. This same quality 
made the mic great for hand percussion 
— The Mouse could be placed very 
close while maintaining clarity and 
keeping the true timbre of tambourine, 
maraca, and shaker. We found the 
ability for the capsule to pivot an ad¬ 
vantage when tweaking mic position, 
maintaining the positions we set 
throughout our sessions. 

Blue has definitely hit the mark with 
The Mouse as an excellent all-around 
studio instrument and vocal micro¬ 
phone. It doesn’t add unnecessary color 
to the instrumental timbre, has a striking 
ability to resolve low-level detail, and 
won’t add any noise to your recording 
chain. Definitely recommended. 

PRICES: The Mouse, $2295; The 
Shock, $350; The Pop Filter, $250. 
CONTACT: Blue (Baltic Latvian Uni¬ 
versal Electronics), P.O. Box 910, Agoura 
Hills, CA. Tel: 818-986-2583. Fax: 818-
784-7564. Web: iviviv.bluemic.com. Cir¬ 
cle EQ free lit. #103. 
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Switchcraft, Inc. 
5555 North Elston Avenue 
Chicago, IL 60630 
Phone: 773-792-2700 
Fax: 773-792-2129 
sales@switchcraft.com 
www.switchcraft.com 

h c ir a f t com 

It's never been easier. Or quicker. 

Thanks to the Q-G® Twist. The 

Q-G Twist is Switchcraft's 

latest addition to our family 

of innovative Q-G' connectors. 

With the Q-G Twist, you have 

just two parts to assemble: a front-shell 

with a pre-loaded insert, and a 

combination strain relief and handle. 

In fact, the two pieces are what makes 

the Q-G Twist so simple to build. 

Step One: Slide the handle onto your cable. 

Step Two: Solder to the insert in the front shell. 

Step Three: Twist on the handle. 

If you would like ai twist with your Q-G 

Twist, we also offer Hack finishes, gold plating, 

rugged die-cast handles, or just about any 

variation— just ask. 
So if you’re looking for a quick and easy, 

durable connector, just ask to do the twist — 

the Q-G Twist, that is. Call us and we'll be 

happy to partner with you. 
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THE FEZ GUYS 

Lawyers and Players: MP3 in the Spotlight 

The continuing fight over 
Web music distribution 

BY JON LUINI AND 
ALLEN WHITMAN 

Our old pal Michael Robertson at MP3.com 
is being sued by, at last count, "at least” ten 
major record labels for his site’s 
My.MP3.com service. This service is billed by 
MP3.com as a “virtual CD player that CD 
owners can use to listen to their own CDs 
from any net-connected computer.” The 
idea is that you insert a CD into your com¬ 
puter and tire CD info (not the music) is up¬ 
loaded to their servers. If it’s in their database 
of45,000 releases, you then can stream (not 
download) MP3 files of the album. 

The heart of the lawsuit is the issue of 
who has control over your songs and how 
they are distributed. The RIAA’s (often 
spokesperson for the big record labels) 
president and CEO Hillary Rosen clearly 
explains their stance: “...it is not legal to 
compile a vast database of our members’ 
sound recordings with no permission 
and no license.” MP3.com claims they are 
only storing a copy of a CD (already pur¬ 
chased by a consumer) on their servers for 
that consumer to listen to anywhere. 

The FezGuys always prefer to see dif¬ 

ferences resolved out of court, but, in this 
case, neither MP3.com or the music in¬ 
dustry seem to able to do so. Both have now 
published open letters to each other point¬ 
ing fingers in efforts to sway public opinion. 
This time, however, MP3.com doesn’t ap¬ 
pear to have the same support it enjoyed in 
previous encounters with the established 
music industry. In particular, the Digital 
Media Association (DiMA), designed for In¬ 
ternet-based companies to interface with 
the traditional gang, generally agrees that 
MP3.com has violated copyright law. In¬ 
terestingly, MP3.com is not a member of this 
organization (which includes 38 new media 
music companies, including Emusic.com, 
Myplay, Liquid Audio, and CDNow). 

Lon Sobel, editor of Entertainment 
Law Reporter, adds a relevant observation: 
“The copy was made by MP3.com, not by 
the consumer; I couldn’t imagine how they 
thought that was legal.” 

Certainly, the purchaser of an album 
has certain rights for reproduction of that 
album for private use, but it’s becoming 
apparent that Mr. Robertson is going be¬ 
yond even basic civility. If the music busi¬ 
ness is Willy Wonka’s Chocolate Factory, 
Michael Robertson is Veruca Salt whining 
for an Oompa-Loompa. 

Reading between the lines, it’s clear the 
slow-moving RIAA and its members are, as 
usual, merely reacting to technology ad¬ 
vancements instead of sourcing them. An¬ 
other prime example is the still-percolating 
SDMI standard for portable digital music 
players (it was supposed to be finished by the 
Christmas 1999 shopping season). As for 
MP3.com, it appears they are moving further 
towards being a self-described “Music Ser¬ 
vice Provider,” ultimately acting like an ISP, 
selling you global access to music you’ve al¬ 
ready paid for. On the upside, some people 
may find it a worthwhile service to be able 
to listen to their music collection remotely. 
On the downside, it’s not clear how artists 
will be fairly compensated out of these rev¬ 
enues. We’re not sure we trust MP3.com to 
be making those decisions alone. If 
MP3.com and the RIAA can’t even agree to 
negotiate, then resolution seems unlikely. 
Maybe it’s time MP3.com joined DiMA. 

Also jumping with jolly jurisprudence 
is the National Association of Recording 
Merchandisers (NARM). They’re going af¬ 
ter Sony in court, accusing the major label 
of unfair trade practices by “forcing” 
NARM-member retailers to sell CDs that 

contain hyperlinks directing consumers to 
other retail Web sites, as well as “showing fa¬ 
voritism” to partly owned record club Co¬ 
lumbia House and online retailer CDNow. 
If you find yourself cursed/blessed with the 
attention and resources of a label, do 
everything in your power to hold onto your 
Internet rights. You’re going to need them. 
If you’re a smaller artist, one can’t help but 
wonder if NARM member retailers will 
refuse to sell your CD because you includ¬ 
ed a URL to your own Web site. 

Maybe the horrid noises being made 
by all the litigants will cancel each other 
out like identical audio signals played out 
of phase with each other, leaving only the 
gentle sussuration of the musicians’ col¬ 
lective heartbeats. Well, as Deborah Har¬ 
ry sang: “dreaming is free...” 

THE OLD GUARD GROKS NEW MEDIA 
Starting to get the picture is BMI’s DLC (dig¬ 
ital licensing center), which announced a 
digital rights system aimed at making it eas¬ 
ier for small Internet sites to gain access to 
BMI’s huge repertoire of songs. The DLC is 
purported to be an “end-to-end click-
through” system, allowing users to com¬ 
plete copyright licensing agreements with 
BMI24 hours a day, 7 days a week. Ideally, 
this should make it easier for Webcasting 
and online radio companies to use BMI-ad-
ministrated works. It’s a step in the right di¬ 
rection, at least. Typically consistent with 
big-business follow-through: the damn 
thing’s been announced, but (as of this writ¬ 
ing) the service is not available on their Web 
site (www.bmi.com) and there is no date 
listed for when it will be. 

Now, how about an automated section 
for artists to become members of BMI? Un¬ 
der “I Am A Songwriter/Composer,” there 
are forms for: Address Change, Direct De¬ 
posit Authorization, Song Registration, 
and Document Reproduction Request, as 
well as useful links to U.S. Copyright 
forms. Under “I Am A Publisher,” there are 
FAQs on how to join, but no online forms. 
All forms are in Adobe Acrobat (.pdf) for¬ 
mat, so you’ll want to make sure you’ve got 
the free Reader www.adobe.com/prod-
ucts/acrobat/readstep.html installed on 
your computer to open them. 

This just in: Green Witch Radio 
www.greenwitch.com (MP3 Internet Radio 
featuring indie bands) has been acquired by 
powerhouse CMGI (owners of huge pieces 
of search engine Altavista and ISP NaviSite). 
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Green Witch will be merged into CMGI’s 
¡CAST company, an online entertainment 
hub that champions self-publishing as well 
as offering user-generated and syndicated 
audio and video content and live and 
archived events. Hopefully this will lead to 
more resources for the development of open 
MP3 streaming server Icecast www.ice-
cast.org. Green Witch has long supported 
Icecast, an open-source and compatible 
method to Shoutcast (anyone with a server 
can stream their own radio stations). 

NEW MP3 PLAYERS 
The beginning of 2000 may become known 
as when Macintosh MP3 players hit the 
bigtime. After years of limited MP3 player 
availability, suddenly (just like the iMac) 
they’re everywhere. 
Player: Audion vl.2 
Price: $17.95 (or $39.90 with N2MP3 en¬ 
coder) 
OS: Mac 
Plays: Files, Streams, CD 
URL: www.panic.com/ppack/audion/ 
Summary: Solid and useful product. 
Description: Billed as “a top-notch CD play¬ 
er, an incredibly flexible MP3 player, and a 
smooth network-audio player all in one," 
and somewhat similar to Soundjam (espe¬ 
cially when purchased with the N2MP3 en¬ 
coder), the Audion offers the usual combi¬ 
nation of different faceplates, equalizer, and 
playlists. Unique features are a three-button 
control to play MP3 files, a CD, or a network 
stream (such as Shoutcast or Icecast) as well 
as CDDB (CD Database) caching. After the 
free 15-day demo, Audion is still usable, 
though sessions are limited to 30 minutes. 
Upon install, Audion asks whether you’d like 
to make it your “Internet Helper App." It’s 
good of them to allow us to choose. 
Player: GrayAMP 
Price: Free 
OS: Mac 
Plays: Files 
URL: www.digithought.net/software/ 
grayamp/ 
Summary: Great if you only want to hear 
music. 
Description: This very basic MP3 player 
runs on all (even older) Macs. GrayAMP 
doesn’t take up excess CPU cycles with 
pointless add-ons like visualization plug¬ 
ins. To quote the blurb: “GrayAMP is an 
MP3 player, plain and simple. It’s small, 
but includes all the major features (such as 
full playlist support). The interface is 
Finder-like and MacOS 8 friendly. In the 
spirit of MP3s, GrayAMP is free.” 
Player: Amp Radio vl.5 
Price: $10 

OS: Mac 
Plays: Files, Streams 
URL: www.subband.com 
Summary: Not too fancy, good backup 
choice for streaming. 
Description: Amp Radio offers a “station" 
tracker. The tracker is supposed to be a “true 
hierarchical playlist manager with drag- and-
drop capabilities.” This player can record 
streams to disk. Like the Audion, upon install 
Amp Radio offers you the choice of being 
your default “Internet Helper App.” 
Player: FreeAmp v2.0 

Price: Free 
OS: Linux and Win95,98 and NT(current-
ly). Macintosh, Solaris, and BeOS ports (in 
progress). 
Plays: Files, Streams 
URI.: www.freeamp.org 
Summary: Open-source is good! We ea¬ 
gerly await their Mac port. 
Description: FreeAmp plays MPEG 1, 
MPEG 2, and MPEG 2.5s along with MP3 
files. It allows you to save Shoutcast and 
Icecast streams to disk, as well as being a 
music browser and playlist editor. E® 

Meet Moe, 
Moe Me. Everyone knows Moe - he’s the guy that 
has to have his monitor louder than everyone else. 
He really loves to feel it. 
Meet the solutions to Moe, Rolls Personal Monitor Systems. Rolls makes 
more headphone monitor systems than anyone else, and we guarantee 
they’ll keep Moe (and you) happy. 

The new Rolls HM60 Headphone Monitor 
System, along with the HM58 and HM59 
Monitor Remotes are the ultimate in monitor 
mixing and headphone distribution. It mixes a 
main stereo signal with up to four mono 
sub-mixes, and has compression and eq for 
total headphone sound control. 

The PM50s and PM50sOB mix a stereo monitor signal with a 
balanced mic signal. Moe can plug his microphone into the 
PM50 - the signa, passes through the unit without signal loss, 
and goes into the mixer. His monitor send comes from the 
mixer and goes into the Monitor input. Now Moe can adjust 

the monitor level and his own mic level himself. 

The PM52 is the simplest of the bunch, it acts like a monitor 
speaker. It goes in-line and you plug 
headphones into it. It requires no power 
because it’s using a speaker level 

signal. 

Jk Rolls also has headphone amplifiers like 
A the HA43 Four Channel, RA53 Five 
Channel, and the RA62 Six Channel 
Headphone amplifiers. 

Take Moe with you to the nearest Rolls dealer. 
If he complains that he still wants his arm-hairs 
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YAMAHA AW4416 
continued from page 26 

“Omni Out” jacks on the rear panel are 
assignable from four group outs or four 
aux outs. Omni Outs may also carry a 
mono output or an additional stereo 
output for use as say, a headphone cue. 

Input and output facilities of the 
AW4416 maybe expanded by using either 
or both of the two rear-panel, mini-YGDAI 
card slots. As of this writing, there are six 
different audio interface cards available for 
the AW4416. Three of these are digital in -
terfaces: the MY8AT (8-channel ADAT 
Lightpipe I/O), MY8TD (TASCAM TDIF 8-
channel digital I/O), and the MY8AE 8-
channel AES/EBU digital audio interface. 
The remaining three cards are analog in¬ 
terfaces: the MY8AD (8-channel, analog in¬ 
puts on TRS jacks), MY4AD (4-channel, 
XLR analog inputs), and MY4DA (4-chan-
nel, XLR analog outputs). Use of the cards 
allows a maximum of 44 input channels to 
be used simultaneously. A third slot allows 
the workstation to accept an optional CD-
RW drive for use as a mixdown deck. 

In addition to the audio interface 
capabilities, the AW4416 is equipped 
with a variety of “utility" connectors 
such as word clock I/O, MIDI in, out, 
and thru, MTC output, a mouse con¬ 
nector to facilitate navigation of menus, 
a “To Host” port for direct connection to 
an external computer, and a SCSI port 
for audio data backup. A foot switch jack 
facilitates remote control of start, stop, 
and punch in/out functions. 

If all of that isn’t enough, Yamaha 
has also built a sampler into the 
AW4416. A “sampling pad” section uses 
eight trigger buttons in two banks for a 
total of 16 accessible sounds in an 8-
voice mono configuration. Total sam¬ 
pling time is 90 seconds at 16-bit, 44.1 
kHz. Sample pads may be assigned to 
any input channel of the mixer section 
for easy sampling of external analog au¬ 
dio. Perhaps most interestingly, an au¬ 
dio phrase from the internal hard drive, 
a CD-ROM or SCSI-connected drive 
may also be assigned to a sample pad for 
quick fly-ins of repetitive parts such as 
background vocals(!). 

Yamaha expects theAW4416to begin 
shipping in July 2000 ata suggested re¬ 
tail price of $3399 without the CD-RW 
drive, and $3799 with the CD-RWdri¬ 
ve. For more information contact 
Yamaha at (Tel.) 714-522-9011, or on 
the Web at www.yamaha.com. Circle 
EQ free lit. #1 04. 

MANSION STUDIO 
continued from page 56 

ing the bathroom door open slightly, he 
and Eric could see each other. Unfortu¬ 
nately, with Bob downstairs, neither 
Tom nor Eric could see Bob — which 
naturally made playing difficult. Our so¬ 
lution was much better than doing 
something modern like, say, using video 
cameras and monitors. We took two big 
mirrors, set one at the top of the stairs, 
the other at the bottom of the stairs, and 
adjusted them until Tom and Eric could 
see Bob downstairs and vice versa. It 
worked like a charm! 

HEADPHONE MADNESS 
With all of the gear positioned, con¬ 
nected, and tested, the last issue to ad¬ 
dress was headphone mixes. In effort to 
keep things simple, I thought it might be 
a good idea to run one headphone mix 
to Bob and a separate mix for Tom and 
Eric. Meanwhile, I could monitor the 
L/R bus in the attic/control room. The 
Mackie 24«8 has two separate stereo 
headphone outputs. In theory we could 
have used sends 3/4 for one head¬ 
phone mix and sends 5/6 for the other 
headphone mix, but the problem was 
that the console — like a lot of project 
consoles — has only four knobs to cov¬ 
er 6 sends. The first two knobs always 
route to send 1 and send 2 (we set those 
up for a bit of snare ‘verb). The second 
pair of knobs can route to sends 3/4 or 
sends 5/6, but not 3/4 and 5/6 simulta¬ 
neously. This becomes a problem when, 
for example, you want to send the kick 
drum to sends 3, 4, 5, and 6 simultane¬ 
ously (in other words, to both stereo 
'phones mixes). You can send it to 3/4 or 
5/6 — but not both. We came up with a 
pretty good solution that didn’t take 
rocket science. 

Multiple sources can be assigned to 
the ‘phones outputs, so we double-as¬ 
signed sources to the ‘phones, routing 
my “control room” mix plus “aux 3/4” to 
phones 1 (Bob’s mix), and the control 
room mix plus “aux 5/6” to phones 2 for 
Tom and Eric. Tom and Eric got my L/R 
mix (all instruments) via the “monitor,” 
and then aux 5/6 in addition to the L/R. 
When Tom and Eric needed more snare 
drum, I went to the snare channel, 
switched the aux to 5/6, and turned it 
up. VoilaiMore snare in ‘phones 2, mix 
unchanged in ‘phones 1. 

Eventually we found out that since 
Bob was in the same room as his drums, 
he really didn’t need much drums in his 
cans because he was hearing enough of 

them acoustically. The L/R mix was re¬ 
moved from Bob’s cans, and aux 3/4 was 
used to add just the guitar and bass to 
his mix. 

Almost all of the “grunt work” was 
done on the first day, including getting 
sounds, tuning the drums, placing mies, 
and roughing out headphone mixes. The 
next morning, we each rolled out of bed 
around 10 AM and had breakfast togeth¬ 
er outside by the pool in the fresh air and 
sunshine! After a bit of noodling on the 
basketball court, we came into our "stu¬ 
dio” fresh, tweaked a few mic positions 
and drum tunings, and started tracking 
songs. The whole vibe of the sessions was 
very laid back and, as a result of the re¬ 
laxed atmosphere — plus a lot of careful 
preparation on the part of the band — 
they typically nailed their rhythm tracks 
in one or two takes per song. 

We worked this way for the next few 
days, tracking about half the songs on day 
two and the other half on day three. If we 
started getting burnt on a song, we’d take 
a break for a couple of baskets or toss 
some steaks on the grill, then come back 
with new ears until our rhythm tracks 
were completed. It was probably the best 
tracking session I’ve ever done, and cer¬ 
tainly the most interesting. Makes me 
want to come up with a bundle of mon¬ 
ey to buy that mansion and turn it into a 
permanent studio! 

The self-titled debut CD from Thick is 
available from High Strung Music. 
Visit their Web site at www.high-
stru ngpro. com!th ick. 
Steve La Cerra's most recent CD, Flight, 
is available from Amazon.com or by 
calling Indiego Global Distribution, 
888-311-0796. 

BUTTKICKER 
continued from page 116 

transducer is currently only available in the 
shaker version, Guitammer is also working 
on an air-moving unit driven by the same 
motor. This AirPump™ also yields im¬ 
pressive performance and may promise 
even broader application of the driver. 

For more information, contact The Gui¬ 
tammer Company Inc., P.O. Box 82, 
Westerville, OH 43086. Tel: 888-676-
2828. Fax: 815-346-9532. E-mail: 
info@guitammer.com. Web: www.gui-
tammer.com. Circle EQ free lit. #105. 
Martin A. Santos is an engineer at 
MD Systems/Clair Brothers Audio. 
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NAMM 2000 
continued from page 80 

imoog-style keyboard, at the Big Briar 
booth. The new board retains the clas¬ 
sic features of the Minimoog, but will 
feature MIDI and other updated capa¬ 
bilities. In other analog synth news, a 
company called Touched by Sound 
was showing Mephisto ($3995), a cool¬ 
looking eight-voice analog keyboard 
with 36 motorized faders and loads of 
features. Peavey was showing the Para¬ 
dox, a two-oscillator monophonic rack¬ 
mount analog synth with a separate 
control surface ($1000). 

Yamaha hit the show with a 61-note 
version of their S80 keyboard, the S30 
($1295), which offers 64-note polyphony, 
64 multi-mode resonant filters, and 24 
MB ROM. In addition, the company un¬ 
veiled their next-generation samplers, 
the A4000 ($1595) and A5000 ($2295). The 
A5000 features 126-note polyphony, 20-
bit A/D converters, 24-bit D/A convert¬ 
ers, improved sample editing and loop 
processing functions, six effects proces¬ 
sors, a bundled nine-CD library, and the 
ability to burn backup CDs directly from 
the sampler; the A4000 offers half the 
polyphony of its big brother. 

EMU unleashed a barrage of new 
modules in their booth. The first was the 
aptly named B-3 ($895) — you guessed 
it, 64-note polyphonic tonewheel organ 
sounds galore, plus distortion, har¬ 
monic percussion, and rotary speaker 
effects. An additional 32 MB of sound 
ROM can also be added to the single¬ 
space unit. The Xtreme Lead XL-1 synth 
($895) also has 64-notes of polyphony, 
but provides 32 MB of ‘‘cutting edge” 
sounds aimed at dance production 
needs. Like the B-3, it can be expanded 
with a 32 MB ROM upgrade. In addition, 
the company announced an upgrade 
that provides 128 voices of polyphony, 
four ROM expansion slots, six outputs + 
digital output, and an additional 16 
MIDI channels. 

But did they stop there? No, EMU 
also unveiled the Mo’ Phatt Urban 
Dance Synth, which carries on the 
legacy of the synth/groove-oriented 
Planet Phatt module, and a new RFX ef¬ 
fects board for the E4-series samplers 
($795), which provides 32 channels of 
32-bit processing and an integrated 
15-bus stereo digital mixer. The RFX also 
supports 24-bit I/O using optional ex¬ 
pander cards. 

Korg was showing the new Version 
2.0 Triton OS, which enhances the key¬ 
board’s sampling capabilities (free to 

Triton owners). Also drawing a lot of at¬ 
tention was the new MS2000 analog 
waveform synth ($799 rack, $1100 key¬ 
board). The new unit recreates the 
tones of analog synths and provides 35 
knobs for real-time sound manipula¬ 
tion. Want more? There’s also a 16-band 
vocoder in the MS2000, modeled on the 
classic Korg VC10. A cross-platform¬ 
compatible version of the OASYS PCI 
card was also put through its paces 
($2200). Like the Mac-only version, the 
new card provides 12 ins and outs, 24-
bit digital connections, word clock, an 
ADAT timecode port, and built-in ef¬ 
fects, mixing, and synthesis capabilities. 
Last but not least, Korg debuted the lat¬ 
est addition to the Electribe family, the 
ES-1 rhythm production sampler 
($599), designed to let users easily cre¬ 
ate samples and combine them into pat¬ 
terns and grooves. The unit as 95 sec¬ 
onds of sampling time, effects, 
resampling, and time slice functions for 
working with loops. 

As is traditional at NAMM shows, 
Roland released a seemingly endless ar¬ 
ray of new products, including the XV-
3080 and XV-5080 synth modules and 
the XV-88 88-note keyboard synth. The 
new beasts offer massive amounts of in¬ 
ternal ROM, and are all mega-expand-
able with optional ROM cards — up to 
four times the capacity of previous 
Roland synths. One hundred-twenty-
eight-voice polyphony is standard, as is 
a brand-new effects processor with in¬ 
dependent reverb, chorus, and multief¬ 
fects. The flagship XV-5080 also features 
an R-BUS connector for dumping eight 
channels of output straight into a 
Roland VM-series digital mixer or VSR-
880 digital studio recorder. 

On the software synth/sampler 
front, a lot of noise was being made. 
Emagic announced the EXS24 Emagic 
Xtreme sampler for Mac and Windows 
($299). The new sampler runs under Log¬ 
ic Audio version 4.0 or later and supports 
WAV, AIF, SDI1, and Akai S1000/S1100 
format samples at resolutions up to 
24/96. The EXS24’s architecture supports 
complex structures as well as subtractive 
synthesis-type capabilities. A future ver¬ 
sion is slated to support Digidesign’s Di-
rectConnect protocol, providing com¬ 
patibility with Pro Tools environments. 
The Emagic ESI software synthesizer is 
now available for TDM-based systems as 
well as any Logic series program from 
Version 4.0 upwards (standard ESI, $99; 
TDM version, $299). ESI integrates 
seamlessly within Logic’s internal digi¬ 
tal mixer so that all plug-ins effects can 
be applied to its output and all parame¬ 
ters can be automated. 

Among the myriad new products 
announced at the Steinberg booth was 
Propellerheads’ Reason ($399), a com¬ 
bination of an analog synth, sampler, 
drum machine, mixer, effects, pattern 
sequencer, ReCycle-based loop player, 
and more. Each unit in Reason’s virtu¬ 
al rack has its own front-panel for easy 
editing. To patch units together, hit the 
Tab key to turn the rack around, then 
make the desired connections using 
trusty virtual patch cables. How power¬ 
ful is Reason? From the demo and press 
release we saw, it looks truly amazing. 
Steinberg was also showing Waldorf’s 
virtual reincarnation of the PPG Wave 
synthesizer. Modeled after the Wave 2.3, 
the new VST-compatible synth includes 
32 wavetables of 64 different wave¬ 
forms each, up to 64 notes of polypho¬ 
ny (depends on CPU power), eight mul-
titimbral parts, real-time MIDI control, 
and more. 

Unity Composer ($99) and Unity 
PlayerM ($199) are new versions of Bit-
Headz Mac/Windows Unity DS-1 soft¬ 
ware sampler. Unity Player is a playback-
only version of Unity for those who don’t 
require full import, sampling, and edit¬ 
ing capabilities. Unity Composer inte¬ 
grates the Unity sampler engine as a 
sound source in Sincrosoft’s Amadeus 
scoring software, which provides up to 16 
staves per system plus hundreds of mu¬ 
sic symbols. Unity Composer and Unity 
player can both load any Unity-format 
samples and programs. 

Creamware was showing Power-
Sampler ($598), which runs on a Pow-
erSampler PCI DSP board installed into 
a Mac or PC. Because the sampler runs 
on the DSP board, no load is imposed on 
the host computer, freeing it for other 
applications. Among PowerSampler’s 
features are 32 stereo voices, a mixer, ef¬ 
fects, 24/96 capability, ultra-fast drivers, 
and support for the NemeSys Gigasam¬ 
pler interface. Optional interfaces pro¬ 
vide eight additional analog I/O or 16-
channel ADAT optical connections. 
PowerSampler can be used standalone 
or as an expander for Pulsar (which is 
now Mac-compatible). 

GigaStudio 160 for Windows 
($699) is an integrated, expandable 
sampling workstation from NemeSys 
that incorporates sampling, synthesis, 
and sound design. It features up to 160 
streaming disk-based voices, 64 MIDI 
channels, 24/96 support, QuickSound 
sound database, professional au¬ 
tomatable effects, enhanced format 
conversion, and integration with edit¬ 
ing tools. A junior version, the GigaS¬ 
tudio 96 with 96 voices and 32 MIDI 
channels, lists for $399. E® 
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4TH ANNUAL 

th 
SONGWRITING CONTEST 

Rock Country 

Jazz Electronic Pop 
Gospel/lnspirational 

Rhythm & Blues 
Hip-Hop Latin World 

Folk Children’s 

Sponsored by: 
f^últnr 
\ycenter 
The Musician 's Choice 

Grand Prize Winners in Each Category 
S20,000 for “Song of the Year” courtesy of Maxell 

S60.000 in EMI Music Publishing Contracts 
S60,000 in Yamaha Project Studio Equipment 

Over S200,000 in Cash Awards and Prizes 

A Total of 120 Winners! 

maxell ZS YAMAHA EC 
to enter your original sortes) fill out this application and... 

NAME 

ADDRESS 

_ APT._ 

CITY_ STATE_ ZIP 

PHONE (_J_AGE 

EMAIL_ 

SONG TITLE __ 

CHECK ONE: O LYRICS INCLUDED □ INSTRUMENTAL COMPOSITION 

CIRCLE ONE (IF PAYING BY CREDIT CARD): VISA MASTERCARD 

CARD # 

! XP. SIGNATURE 

Make your check or money order for $30.00 per song payable to: 
John Lennon Songwriting Contest 

check one category only 

□ rock □ world □ gospel/inspirational □ children's 
□ electronic □ pop □ folk □ r&b 
□ jazz □ country □ latin □ hip-hop 

www.jlscxom 

Mail your entry to: John Lennon Songwriting Contest 
620 Frelinghuysen Avenue, Suite 131 
Newark, NJ 07114 

Each entry must consist of: 
■ Completed and signed entry form (or photocopy). 

All signatures must be original. 
■ CD(s) or audio cassette(s) containing ONE song 

only, five (5) minutes or less in length. 
■ Lyric sheet typed or printed legibly (please 

include English translation if applicable). Sheets 
not required for instrumental compositions. 

■ Check or money order for $30.00 per song (U.S. 
currency only) payable to John Lennon 
Songwriting Contest. If paying by credit card, 
$30.00 per song will be charged to your account. 

Entries must be postmarked no later than August 31, 2000 

Please read all rules carefully, and then sign your name in the 

space provided. If entrant is under 18 years old, the signature 

of a parent or guardian is required. 

I.Each song submitted must be contestant's original work. Songs 
may not exceed five (5) minutes in length. No song previously record¬ 
ed and released through national distribution in any country will be eli¬ 
gible. Songs may have multiple co-writers, but please designate one 
name only on the application. Contestant may submit as many songs in 
as many categories as he/she wishes, but each entry requires a separate 
cassette or CD. entry form, lyric sheet, and entrance lee. One check or 
money order for multiple entries/categories is permitted. (Entrance fee is 
non-refundable. JLSC is not responsible for late, lost, damaged, mis¬ 
directed. postage due. stolen, or misappropriated entries.) 

2. Prizes: Twelve (12) Grand Prize Winners will receive $2,000 in cash. 
$5,000 in Yamaha project studio equipment, and a $5,000 advance 
from EMI Music Publishing. One (1) Grand Prize Winner will receive 
$20.000 for the “Song of the Year" courtesy of Maxell. Thirty-six (36) 
Finalists will receive $1,000. Seventy-two (72) Runners-up will receive 
$100 gift certificates from Guitar Center Stores. 

3. Contest is open to amateur and professional songwriters. Employees 
of JLSC. their families, subsidiaries, and affiliates are not eligible. 

4. Winners will be chosen by a select panel of judges comprised of 
noted songwriters, producers and music industry professionals. 
Songs will be judged based upon melody, composition and lyrics 
(when applicable). The quality of performance and production will not be 
considered. Prizes will be awarded jointly to all authors of any song: 
division of prizes is responsibility of winners. Void where prohibited. 
All federal, state, and local laws and regulations apply. 

5. Winners will be notified by mail and must sign and return an affidavit of 
eligibility/recording rights/publicity release within 14 days of notification 
date. The affidavit will state that winner’s song is original work and 
he/she holds all rights to song. Failure to sign and return such affidavit 
within 14 days or provision of false/inaccurate information therein will 
result in immediate disqualification and an alternate winner will be 
selected. Affidavits of winners under 18 years of age at time of award 
must be countersigned by parent or legal guardian. Affidavits subject 
to verification by JLSC and its agents. Entry constitutes 
permission to use winners names, likenesses, and voices for future 
advertising and publicity purposes without additional compensation. 

6. Winners will be determined by January 15. 2001, after which each 
entrant will receive a list of winners in the mail. CDs. cassettes and lyrics 
will not be returned. 

I have read and understand the rules of the John Lennon Songwriting Contest 
and I accept the terms and conditions of participation. (If entrant is under 18 
years old. the signature of a parent or guardian is required.) 

SIGNATURE DATE 

John Lennon is a trademark owned by Yoko Ono Lennon. Artwork Copyright 1996 Yoko Ono Lennon / Licensed exclusively through Bag One Arts, Ltd , NYC 
Design: Baree Fehrenbach 
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ROLAND VP-9000 
continued from page 24 

with 40 effects newly developed by 
Roland. 

In addition to the SCSI ports men¬ 
tioned earlier, rear-panel features of the 
VP-9000 include MIDI in, out, and thru 
ports, as well as six audio output jacks: 
a stereo output plus two pairs of “direct” 
outputs. There are also coaxial and op¬ 
tical digital I/Os for interfacing the VP-
9000 with DAT machines, CD players, or 
MiniDisc machines. Front-panel inter¬ 
facing includes a stereo headphone 
jack and a TRS audio input jack for con¬ 
nection of external analog audio 
sources. 

The Roland VP-9000 will be available in 
April ata suggested retail price of$3295. 
For more information, contact Roland 
Corporation U.S. at (Tel.) 323-890-3700 
or visit their Web site at www.rolan-
dus.com. Circle EQ free lit. #108. 

BONZAI BEAT 
continued from page 42 
him 15 years later. 
Any business advice? 
Be honest, stick to your guns, and don’t 
take any crap from anybody. Oh — and 
always take the gig that nobody else 
wants. Always. I’ve gotten some very 
cool gigs that way. 
Any old sayings that irritate you? 
“Not bad for a girl.” 
Anybody in the world you’d like to 
record? 
I would love to work with Babyface or 
Quincy Jones, Bonnie Raitt — I would 
love to just meet Bonnie. Sheryl Crow — 
I’ve got a lot of respect for her. 
What is the difference between a blimp 
and an airplane? 
I don’t know how to fly a blimp, but I 
can fly an airplane. What gets me is that 
I can have a pilot’s license, but they 
won’t give me a motorcycle license. 
What is the biggest mistake of your life? 
Hey, I’m just getting started — give me 
some time to mess up! Honestly, I’ve been 
very lucky and blessed. My dad got me a 
Heathkit when I was eight, and I built my 
own AM radio. My first studio gig was 
with Richard Barron at Boulevard Sound 
— he used to say I could solder wings on 
a butterfly. He was willing to take a 
chance on me, and others have done the 
same. But I’m still a baby in this business. 
Will this really be in EQ? E® 

MASTERING 
continued from page 96 

el without touching EQs unless there is 
something blatantly wrong. So, I pret¬ 
ty much do get a picture in my head. 
The extreme is that a good mix is 
sometimes even more difficult to mas¬ 
ter in some respects than something 
that has a blatant problem, so I have 
got to be very careful because some¬ 
times less is better. 

Sometimes you throw up a mix and 
it’s so kick heavy — with an 808, for ex¬ 
ample — that it is absolutely distorting 
from the get go, so then you’re tweaking 
right from the beginning. You immedi¬ 
ately start to drop the bottom and try to 
get that balance going so you can dial 
out some of the kick, then the level starts 
increasing. I’ve mastered records where 
I pulled 4, 5, 6, 7, 8 dB out of the bottom, 
and, all of a sudden, I’m able to get 4 dB 
more overall program level. So, when 
something is not balanced, it can real¬ 
ly create big problems. 
When you get handed a project, what 
are the steps? Describe a whole 
project, like Christina Aguilara, for 
example. 
Well, Christina is an extreme example be¬ 
cause of the complexity of the album. In 
other words, that particular album was 
mastered over the course of six to eight 
weeks, maybe longer. Songs were being 
remixed and getting swapped, so it was a 
little longer process than normal. If any¬ 
thing, it was better because I didn’t have 
to deal with the typical 12 or 13 songs in 
one day and nail them all with one mas¬ 
tering session. An average album rolls in 
where I am doing that in five to six hours. 
Is a certain type of music harder than 
others? 
I truly find that the R&B-type pop 
records are a little easier than rock 
records. Rock records get a little tricki¬ 
er because the balances are so critical. 
It just seems that a well-arranged R&B 
pop track is pretty simple for me to hear, 
whereas rock seems to need more son¬ 
ic continuity than R&B tracks. Latin is 
similar to R&B. 

The only catch becomes, just as in 
my Japanese projects, it’s a little tricki¬ 
er to dissect vocal balances if they are 
not sung in English. I’ll often turn to a 
client and ask about a word in Spanish 
or Japanese. “Was that okay? Was that 
discernible?" Because the Japanese mar¬ 
ket tends to go for a little higher vocal 
level because it is tough to hear the lyrics 
in the language. Ultimately, though, 
balance is still the key. E® 
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Bayview Pro Audio is proud to 
offer the NEW 
Cakewalk Pro Suite 

Includes: Cakewalk Pro 
Audio 9: multitrack digital 
audio and MIDI software. 
Audio FX 1: Dynamics 
Processing Effects. Audio 
FX 2: Vintage Analog Tape 
and Amp Simulation, 

Audio FX 3: Graphical Soundstage Design 
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Special Introductory Price: $549.00 
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The Stedman 
PS101 
all metal 
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clamp and 
lifetime warranty. 

Made in U.S.A. 

CORPORATION 

1-888-629-5960 
Website: www.stedmancorp.com 
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MASTERING 
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CO mastering. State of the art analog and digital 

processing, restoration, archiving and COR proofing 

Beautiful spacious mastering suite adjacent to the 

world famous Plant Recording Studios 

Opening in January 2000 Northern California's 

new premier mastering facility 

5.1 Surround Mastering coming soon. 
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415/332-6100 • Fax: 415/332-5738 
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ROGER NICHOLS 
continued from page 162 
played the DAT tape and the CD ref 
through the same Apogee PSX-100 con¬ 
verter. They sounded exactly the same. 
That meant that something had to be 
wrong with the LBR (Laser Beam 
Recorder) that was used to cut the glass 
master, or something in the plating or 
pressing process had to be causing the 
sound to change. HELP! 

We sent new masters to the CD 
plant — a 1630 tape and a PMCD mas¬ 
ter. The plant pressed test CDs from the 
1630 and the PMCD feeding three dif¬ 
ferent LBR glass master machines. We 
had test pressings coming out of our 
ears. They all sounded different, but 
none of them sounded as good as the 
original CD ref. 

I called Glen Meadows at Master-
fonics (now Emerald) in Nashville. He 
told me that many of the producers in 
Nashville were having similar problems 
with CD pressings, so they did some tests. 
They sent master tapes to the JVC plant 
in Alabama on Exabyte, 1630, and PMCD. 
They cut glass on two different systems, 
one of which was called the K2 system. 
The pressings done on the regular LBR 

sounded different than the original mas¬ 
ters. The K2 glass masters (special low-jit¬ 
ter system) sounded the same as the orig¬ 
inal masters. Some record labels in 
Nashville who own their own CD press¬ 
ing plants have their CDs pressed at JVC 
using the K2 system. 

We called the record company and 
the proverbial sh*t hit the fan. No way — 
not even for Steely Dan—were they going 
to allow the pressing to be done at JVC, pe¬ 
riod. Well, I guess that answers that! 

The only possibility was to find a 
place that did custom high-quality glass 
mastering that was compatible with the 
plant the record company was using. We 
were in a crunch because the CD was 
supposed to hit the stores February 
29th. This meant that, on Friday Febru¬ 
ary 11th, the CD plant had to press up at 
least 100,000 to pre-ship to distributors 
for the small record stores so that 
everyone would have the CDs for sale on 
the same day. After some searching, I 
found out that the Denon CD plant in 
Georgia does custom glass for many cus¬ 
tomers. BMG Classical uses Denon to 
press their CDs. Denon is a high-end au¬ 
dio company, and I would expect noth¬ 
ing less from them. I contacted Denon 
and they agreed to rush us a test press¬ 
ing to evaluate. I sent them the Steely 

Dan masters, and two days later (last Fri¬ 
day, February 11th) I got the test press¬ 
ing. We listened to it, and it was fine. It 
sounded like the ref and we were good to 
go. The metal parts were sent to the 
record company’s CD plant and press¬ 
ing started. 

The CD plant is supposed to send me 
a pressing from the Denon metal parts on 
Monday, February 14th so I can see if it 
sounds as good as the test pressing right 
from Denon. 

Hang on — here is FedEx with my test. 
I’ll be right back with the results... 

Yeah! Whoopie! It was perfect! 
Somehow the problem was in either the 
glass masters or the plating process af¬ 
terwards that makes the stampers that 
press the CDs. 

Well, at least I don’t have to change 
jobs just yet. I will be doing further in¬ 
vestigation into the problem and let you 
know. Just remember, all of the expen¬ 
sive test gear said the pressings were 
perfect. The quality control people at the 
record company said we were crazy, the 
test equipment said the pressings were 
perfect. When asked if they listened to 
the CD pressing, they said, “No, do we 
need to?” Still, the best piece of test gear 
is your ears. Use them and protect 
them. Cool. E* 
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Store and Mail Order Hours: 
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For Orders Call: 

800-947-5518 
212-444-6688 

or FAX (24 Hours): 

800-947-9003 
212-444-5001 
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www.bhphotovideo.com 
We Ship Worldwide 
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THEY ALL FEATURE- AudioOesk Audio Workstation Software for Ma:: 0: i features 24-
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FOR ORDERS CALL: OR FAX (24 HOURS): 

800-947-5518 800-947-9003 OVERNIGHT SERVICE AVAILABLE 
212-444-6688 212-444-5001 On the Web: http://www.bhphotovideo.com PHOTO-VIDEO-PRO AUDIO 

420 Ninth Ave. (Bet. 33rd & 34th st.) New York, N.Y. 10001 

HARD DISK RECORDING 

digidesign 

CD RECORDING/MASTERING 

B&H PAGE 2 SEVEN DAY CUSTOMER SATISFACTION GUARANTEE 

Front panel headphone output with level central 
Word Clock I/O • Connect up to three 24i rack I/Os to a 
PCI-324 audio card for a total of 72 inputs and six outs 

build a system to suit your needs. Includes drivers for all of today s hottest audio software and AudioDesk. multitrack 
recording and editing software for the Mac. 

XLR mam outputs • Stereo AES'EBI' digital I/O • Word 
clock in/out • Dynamic range of 116 dB (A-weighted) • 
Front panel displays six-segment metering for all inputs 
and outputs • Headphone jac< with volume knob 

8x 24-bit 1/4 balanced analog I/Os • 24-bit internal data 
bus for full 24-bit recording wa digital inputs • Standard 
S/PDIF I/O for digital plus an idoitional S/PDIF 1/0 for the 
main mix • Sample-accurate synchronization with ADATs 
and DA88S via an ADAT SYNC IN and RS422 

B channels of AES/EBU using 4 XLR male and 4 XLR 
female connectors • Word Clock I/O allows the 308 to 
synchronize with digital audio environments 

Automatic sample rate conven ion from 32 and 48kHz 
Automatic CD Format Detection feature and iser 
friendly interface provide one touch button operation 
Front panel trim pot and LCD display provide accurate 
input signal and time lapse metering 
SCMS (Serial Copy Management System) is supported, 
regardless of the source disc copy protection stãus 
StartREC Models Include: ST2D00 (2) 8x wrfters. 
ST3000 (3) 8x writers and ST4000 (4) 8x writer. 

Includes 

• Infra red remote control and 
rackmount brackets 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

24i Features-
• 24 high quality. 24-oit analog inputs • Balanced 1/4' 
an^og outputs • Optical and coaxial S/PDIF outputs 

388 Features-
• 8 channels of coaxial S/PDIF using 4 RCA input and 4 
RCA output connectors • 8 channels of optical S/PDIF 
using 4 toslink input and 4 toslink output connectors 

The Alesis MasterLink ML-9600 is a 2-
track 24-bit recorder that combines 
hard disk recording. CD burning, digital 
signal processing, and mastering 
functions to create compact discs in the 
standard 'Red Book’ 16-bit/44.1 kHz 
format, or high resolution CDs that 
utilize Alesis’ revolutionary CD24 AIFF-
compatible technology. MasterLink is capable of recording and playing up to 24-oit/96kHz resolution CDs using the 
inexpensive, readily available CD-R media. The amazing sonic quality, powerful built-in tools and CD24 technology 
offers a uniquely versatile and affordable solution for everyone from large commercial audio facilities to project 

2408 mkII FEATURES-
• 7 banks of 8 channel I/O: 1 bank of analog. 3 banks of 
ADAT optical. 3 banks of Tascam TDIF, plus stereo 
S/PDIF • Custom VLSI chip for amazing I/O capabilities 
-Drmat conversion between ADAT and DA-88 

studios and recording musicians. 

FEATURES-
• 24-bit 128x oversampling analog to 
digital and digital to analog 
converters 

• Supports 44.1.48. 88.2, 96 kHz 
sample rates and word lengths of 

16-, 20-and 24-bit 
• 20Hz-20kHz frequency response at 
44.1/48 kHz sample rates 

• 20Hz-40kHz. frequency response at 
88.2/96 kHz sample rates 

• 113dB signal-to-noise ratio (A-
weighted) 

• Matsushita ATAPI CD-ROM drive 
allows up to 4x CD burning using 
standard CD-R discs. 

• Built-in sample rate conversion and 
noise shaping to change sample 
rates and bit resolution as needed 

• Reads and Writes 16-bit 44.1kHz 
Red Book Audio CDs 

1224 FEATURES-
• 24-bit analog audio interface • State-of-the-art 24-bit 
A/iVA • Simultaneously record and play back 8 channels 
of oalanced (TRS), +4 dB audio • 24-bit balanced +4 

The Microboards StartREC is the first digital audio editing 
system combined with a multidrive CD recordable duplication 
system for professionals. Audio is recorded to the interna16.2 
GB IDE hard drive using analog or digital inputs. Sample rate 
conversion is automatu. Tracks can be edited and sequenced 
using the StartREC s user friendly interface and up to 4 CDs 
can be recorded simultaneously. StartREC is the ideal solution 
for studio recording, mastering, post production or any pro 
audio environment reqiiring digital audio editing and short 
run CD-R duplication. 

Features-
• 2X.4X. or 8X recording speeds 
• 6.2GB IDE hard drive 
• Edit.ng functions include move, divide, combine or 
delete audio tracks, add or drop any index or sub index 
and create track fade .n or fade out 

• Coaxial SP/DIF or AES/EBU digital input plus optical 
S/PDIF I/O 

• XLR balanced and RCA Line inputs and outputs 

• Alesis' exclusive CD24 is a high-
resolution mastering format that 

reads/writes files up to 24-bit 96kHz 
in the ISO 9660 disc format AIFF 
caompatible file format that «an be 
read by MacOS. Windows and Unix 
computer platforms. 

• Built-in 3.2GB IDE hard drive 
• Hard disk max recording times 

95 min. @ 24-bit/96kHz 
310 min. @ 16-bit/44.1kHz 

• Create and store up to 16 playlists 

containing as many as 99 trucks 

Analog Inputs and Outputs 

• Balanced XLR connectors (+4dBu 
input and +19dBu max. output) 

• Unbalanced phono (RCA) 
connectors (-1 OdBV .nput and 
+5dBV max. output) 

• 1/4-inch TRS headphone output 

Masterlink ML-9600 
High-Resolution Master Disk Recorder 

with levil control 
Digital Inputs and Outputs 

• AES/EBtl balanced XLR inputs and 
outputs 

• S/PDIF unbalanced phono (RCA) 
inputs and outputs 

Editing 

• Gain control 
• Cropping allows adjusting start and 
end points. 

• Join and Sp it features allow 
combining and separating song 

sections 

DSP Finishing Tools 

• Equalizat.on. Compression. 
Normalizing and Peak Limiting 

• Mac OS and Windows compatible • Includes software drivers for bit recording. mult;-channel wav-form editing, automated virtu.il 
compatibility with all of today’s popular audio software plus m>»ng. graphic editing of ramp automation, real-time effects plug-
AndioDesk. MOTU’s sample-accurate audio workstation software ins with 32-bit floating point processing, crossfades, supped for 
lor Mac OS • Host computer determines the number cf tracks that third-party audio plug-ins (in the MOTU Audio System and Adobe 
the software can record and play simultaneously, as well as the Premiere formats), background processing of file-t>ase4 
amount of real-time effects processing it can support • Front operations, sample-accurate editiiig and placement uf audio, and 

panels display metering for all inputs and outputs more 

THE PROFESSIONAL'S SOURCE" 

processing— Real-Time AudioSuite (RTAS) is a hest-
base4 architecture that allows an effect to change and 
be dynamically automated in realtime as the audio 
plays back. —AudioSuite is a file-based format, that 
renders a new f'le with the processed sound. 
Bundled RTAS plug-ins inclade 1 and 4-banc EQ; 
Dynamics II- compressor, limiter, gate and expander/gate: 
Mod Delay - short, slap, medium, and long delays with 
modulation capabilities for chorus or flange effects and 
dither. AudioSuite plug-ins include Time 
Compression/Expansion. Pitch Shift. Normalize. Reverse. 

MIDI Functions 
MIDI functions include graphi« controller editing, piano 
roll display, up to 128 MIDI tracks anc editing options 
like quantization transpose, split notes, change 
veloc.ty and change duration. 
MIDI data can be edited on the fly 

FEATURES-
• 18 simultaneous. 24-bit ins and outs with support for 
44.1 and 48 kHz sample rates 

• 20Hz - 22kHz freq, response ± 0.5 dB 
• 2 channel. XLR mic/1/4’ line inputs with -26 dB pad. 
48v phantom power, gain knob, and HP Filter at 60Hz 

• 6 ch. line inputs (1/4') TRS balanced/ unbalanced w/ 
software controlled gain 

• +4dB balanced 1/4-inch Mam outputs 
• Balanced 1/4" monitor outs with front panel gain knob 
• 1/4-inch unbalanced line outputs channels 3-8 
• Headphone output with independent gain control knob 
• 2 channel S/PDIF coaxial digital I/O 
• 8 channel ADAT optical I/O can also be used as 2 
channel optical S/PDIF 

Pro Tools LE 
• Supports 24 tracks of 16 or 24-bit audio and 128 
sequenced MIDI tracks 

• Sample-accurate simultaneous editing of audio & MIDI 
• Real-time digital mixing capabilities include recall of all 
mixing parameters, support for edit and mix groups 
and complete automation of all volume, panning, 
mutes and plug-ins. 

• Route and mix outboard gear in realtime 
• MP3 and RealAudio G2 file support (Mac) 
• Two plug-in platforms offer multiple options for effects 

MOTU AUDIO Hard Disk Recording Systems 
The MOTU Audio System is a PCI based hard recording solution for the Mac and PC platforms At the neart of tne 
system is the PCI-324 PCI card that can connect up to three audio interfaces and alk >ws up to 72 ch.mn.Hs of 
simultaneous I/O. Audio interfaces are available with a wide range of I/O configurations including multiple analog I/O 

—,T - witi i the latest 24-bit A/D/A converters and/or multi channel digital I/O such as ADAT optical ard TDII I/O as well as 
L ' J standard S/PDIF and AES/EBU I/O Each interface can be purchased separately or with a PCI-324 card avowing you to DIGI001 Digital Audie Workstation For Mac And PC 

A completely integrated digital recording, mixing and editing 
environment for the Mac and PC. the DIGI-001 offers a 24-bit multi 
I/O breakout interface along with Pro Tools LE software— based on 
Digidesign’s world renowned ProTools software. The DIGI-001 
interlace features 18 simultaneous I/Os made up of 8 analog inputs 
and outputs— two of the inputs are full featured mic preamps with 
phantom power, and digital I/O including standard S/PDIF as well as 
an ADAT optical interface that can also be used as a S/PDIF I/O. 
ProTools LE supports 24 tracks of 16 or 24-bit audio and 128 MIDI 
tracks and also features RealTime AudioSuite (RTAS) effects plug¬ 
ins. For ease of use. MIDI and audio are editable within the same 
environment and all mixing parameters including effects processing 
can be fully automated. 

manant K 
CDR 640 CD Recorder 

Marantz' flagship CD recorder benefits from 10 years of CD-R 
experience. Designed without compromise aided with the help of 

professional end-users ensuring maximum flexibility and stability 
in ti e most rigorous studio environments. 

Features-
• Balanced XLR Analog in/out • Analog 
RCA/Phono in/out • AES/EBU & S/PDIF in/out 
Records on CDR and CDRW audio and data disks* 
High resolution 20 bit Sigma/Delta AD conversion 
• Full SCMS Copy bit manipulation • 0.5 dB accurate 
level metering • Variable Audio Delay (0-4sec): Offset 
yocr audio to compensate for late track ID s • Preset 
function stores personal settings 
• Optional RC640 Wir«d remote control 

MICROBOARDS 
StartREC Digital Audio Editing/ CD Duplication System 



THE PROFESSIONAL'S SOURCE FOR PHOTO, 
FOR ORDERS CALL: 

800-947-5518 
212-444-6688 

OR FAX (24 HOURS): 

800-947-9003 
212-444-5001 

MOST ORDERS SHIPPED 
WITHIN 24 HOURS 

OVERNIGHT SERVICE AVAILABLE 
On the Web: http://www.bhphotovideo.com 

DIGITAL MULTI-TRACK RECORDERS 

TASCAM 
Co-designed by TASCAM and TimeLine Inc., the MX-
2424 is an affordable 24-bit, 24-track hard disk 
recorder that also has the editing power of a digital 
audio workstation. A 9GB internal hard drive comes 
standard as well as a SCSI Wide port that supports 
external LVD (Low Voltage Drives) hard drives from 
up to 40 feet away. An optional analog and several 
digital I/O cards are available so the MX-2424 can be 
configured to suit your work environment. SMPTE 
synchronization, Word Clock. MIDI Time Code and 
MIDI Machine Control are all built in for seamless integration into any studio. 

MX-2424 24-Bit 
24-Trac< Hard Disk Recorder 

• Records 24 tracks of 24-bit audio at 44.1 or 48 kHz, or 
12 tracks at 88.2 or 96 kHz. Up to 24 tracks can be 
recorded simultaneously using any combination of 
digital and analog I/O. 

• Supplied 9GB internal drive allows 45 minutes of audio 
across all 24 tracks 

• Wide SCSI port on the back panel allows you to add 
multiple drives. A front 5-1/2" bay available for 
installing an additional drive, or an approved DVD-RAM 
drive for back-up. 

• ViewNet MX. a Java-based software suite for Mac and 
PC offers DAW style editing of audio regions, dedicated 
system set-up screens that make set-up quicker and 
easier and track load screens that make virtual track 
management a snap. Connects to a computer via a 
standard Ethernet line. 

• Can record to Mac (SDH) or PC ( WAV) formatted 
drives, allowing later export to the computer. The Open 
TL format allows compatible software to recognize 
virtual tracks without have to load, reposition and trim 
each digital file. 

Transport Controls-
• Jog/scrub wheel 
• MIDI In. Out, and Thru ports are built-in for MIDI 
Machine Control. 

Editing-
• Built-in editing capaoilities include cut, copy, paste, 
split and riople or overwrite 

• 100 levels of unde 
• Supports oestruciive loop recording and non¬ 
destructive 'oop recording wnich continuously records 
new takes without erasing the previous version. 

Build-In Synchronization-
• TBUS protocol can sample accurately lock 32 machines 
togetner for 384 tracks at 96khz. or 768 tracks at 
48kHe. 

• Can generate or chase SMP’E timecode or MIDI Time 
Code 

• Word Clock In, Out and Thru ports 

I/O Options-
• Optional analog an J digital cards all p-ovide 24 
charge's of I/O. There is one slot for analog and one for 
digital. 

• IF-TD24- T/DIF module 
• IF-AÖ24- ADAT Lightpipe module 
• IF-AE24- AES/EEU module 

• IF- AN24- A-D, C-A I/O mocula with DB-25 connectors 

Software Updates-
• System updates are made available through a front 
panel Smart Card slot or via computer directly from the 
TASCAM web site. 

DA-78HR Modular Digital Multitrack 
The DA-78HR is the first true 24-bit tape-based 8-track 
modular digital multitrack recorder. Based on the DTRS 
(Digital Tape Recording System) it provides up to 108 
minutes of pristine 24-bit or 16-bit digital audio on a single 
120 Hi-8 video tape. Designed for project and commerça' 
recording studios as well as video post and field production, 
the DA-78HR offers a host of standard features including 
built-in SMPTE Time Code Reader/Generator, MIDI Time 
Code synchronization and a digital mixer with pan and level controls. A coaxial S/PBIF digital I/O allow ; pre-mixed digital 
bouncing within a single unit, or externally to another rweerder or evan a DAT or CD recorder. Up to 16 DTRS machines 
can be synchronized together for simultaneous, sample accurate cottrol of 128 tracks of digita1 audio. 

Features-
Selectable 16 bit or 24 bit High Resolution audio 
24 bit A/D and D/A converters 
>104dB Dynamic range 
20Hz - 20kHz frequency response ±.5dB 
1 hr. 48 min. recording time on a single 120 tape 
On-Board SMPTE synchronizer - chase or generate timecode 
On-Board support for MIDI Machine Control 

• Inti rnal dgital mixer with eveFand pan for internal 
bOBncing. or for quick mixes 

• Track slip from -200 to +7200 samples 
• Expandable up ta 128 tracks (16 machines) 
• Word Sync In/Hul/Thru 
• Analog output on DB25 balanced or RCA unbalanced 
• Digital output on TDIF or 2 channels of S PDIF 

_ ATO D CONVERTERS 
APOGEE Rosetta 24-bit A to D Converter 
The high-end quality analog to digital solution 

for the project studio. With support for both 
professional and consumer digital formats you can 
now record your audio at a higher resolution and 
with greater detail than standard converters found 
on MDM's, DAT’s and DAW's. Ideal for mastering or tracking. 

FEATURES-
• 24-bit, 44.1-48, 88.2-96 kHz Sample Rate (±10%) 
• 116dB dynamic range (unweighted) 
• Improved UV22HR for 16 and 20-bit A/D conversion 
FRONT PANEL: 

24-bft resolution selector • S7PDIF-ADAT optical 
se'ecto- • Soft Limit on or off • 12-segment metering 
w/ over «indicator & Meter Clear switch • Level trim 

REAR PANEL: 
• XL R balanced inputs • 2 x AES/EBU for 88.2/96kHz 2 
channel path,Coaxial S/°DIF, switchable S/PDIF or 
ADA " optical outputs • Wordclock out 

Power switch • Sample Rate (44.1.48, 88.2, 
96kHZ)selector • 16-bit (UV22), 20-bit (UV22) and 

LUCID AD 9624 24-bit A tc D Converter 
Transparent analog to digital conversion designed tc bring 

your music to the next level. XLR balanced inputs feed true 
24-bit converters for revealing all the detail of the anafcg source. 
16-bit masters can take advantage of the AD9624 s r.cise 
shaping function which enhances clarity of low level signals. 

FEATURES-
• 24-bit precision A/D conversion • Support for 32. 
44.1,48, 88.2 & 96kHz sample rates • Wordclock 
sync input* Selectable 16-bit noise shaping • 

Simultaneous AES/EBU. coaxial and optical S/PDIF 
outputs • 20-segment LED meters w/ peak hold & 
clip indicators • ALSO AVAILABLE: DA9624 24-bit 
D/A converte' 

DIGITAL MIXERS 

I^Roland 
The all digital Roland V-Mixing System, when fully 
expanded, is capaole of mixing up to 94 channels with 16 
stereo (32 mono) onboard multi-effects including C0SM 
Speaker Modeling. Utilizing a separate-component 
design, comprisec of the VM-C7200 console and VM-
7200 rackmount processor, allows the V-Mixing System 
to be configured to suit your needs. Navigation is mads 
easy via a friendly user interface. FlexBus and EZ 
routing capabilities as well as a large informative LCD 
and ultra-fast short cut keys. 

VM Basic 72 
Digital Mixing System 

• 94 channels of digital automated mixing (fully expanded! 
• Up to 48 channels of ADAT/Tascam T-DIF digital audio 
I/O with option^ expansion boards and interfaces 

• Separate consoie/processor design 
• Quiet motorizeo faders, transport controls, total recall 
of all parameters including input gain, onboard mixer 
dynamic automation and scene memory 

• 24 fader group;., dual-channel delays. 4-band 
pa anetric channel EQ + channel HPF 

• FlexBus and ’virtual patchbay’ for unparalleled routing 
flexibility 

• Up to 16 stereo (or 32 mono) multi-effects processors 
using optional VS8F-2 Effects Expansion Boards (2 
ste'eo effects processors standard) 

• C0SM Speaker Modeling and Mic Simulation technology 
• 5.1 Surround mixing capabilities 
• EZ Routing allows mixer settings to be saved as V mplates 
• Realtime Spectrum Analyzer cneckr; rocm acoustics in 
conjunction with noise generator and oscillator 

• Digital cables between processor and mixer can be up 
to 100 meters long- ideal fo* live swund reinforcement. 

VS8F-2 Effects Expansion Board - Provides 2 stereo 
effects processors including C0SM Speaker Modeling. 
Up te 3 additional boards can be user-installed into the 
VM-7200 proc» ssor, for 8 stereo or 16 mono effects 
per processor. 
VM-24E I/O Exoansion Board - Offers 3 R-Bus I/Os on 
a single board. Each R-Bus I/O provides 8-in/8-out 24-
bit digital I/O, totalling 24 I/O per expansion board. 

• DIF-AT Interface Box for ADAT/Tascam -- Converts 
signals between R-Bus (VM-24E expansion board 
required) and ADAT/Tascam T-DIF Handles 8-ii/8-out 
digital audio. 1/3 rackmount size. 

• VM-24C Cascade Kit - Connects 1Wo VM-Series 
processor units. Using two VM-7200 processors 
cascaded and fully expanded with R-Bns I/O. 94 
channels of audio processing are available. 

EFFECTS & PROCESSING 

lexicon 
MPX-5OO 24-Bit Dual Channel Effects Processor 

The MPX 500 is a true stereo 24-bit dual-channel processor and like the MPX100 is powered by Lexicon's proprietary 
Lexichip and offers dual-channel processing. However, the MPX 500 offers even greater control aver effects 
parameters, has digital inputs and outputs as well as a large graphics display. 

24C presets with classic, true stereo reverb programs 
as ivell as Tremolo. Rotary. Chorus, Flange, Pitch. 
Detune. 5.5 second Delay and Echo 
Balanced analog and S/PDIF digital I/O 

• 4 dedicated front panel knobs allow adjustment of 
ertect parameters. Easy Learn mode allows MIDI 
patching of front panel controls. 

• Tempo-controlled delays lock to Tap nr MIDI clock 

t.c. electronic 
M-One Dual Effects Processor 

The M-One albws two reverbs or other effects 
to te run simultaneously, without 
compromising sound quality. The intuitive yet 
sophisticated nterface gives you instant control 
of all vital parameters and allows you to create 

awesome effects programs quickly and easily. 

20 incredible TC effects 

including. Reverb. Chorus. 
Tremolo, Pitch, Delay and 
Dynamics 
Analog-style user interface 
100 Factory/100 User presets 

• Dual-Engine design 
• 24 bit AT-D/A converters 

• S/PDIF digital I/O, 44.1 -48kHz 
• Balanced 1/4' Jacks - Dual I/O 
• 24 bit internal processing 

D-Two Multitap Rhythm Delay 

Based on the Classic TC2290 Delay, the D-
Two is the first unit that allows rhythm 

patterns to be tapped in directly or quantized 
tc a specific tempo and subdivision. 

• Multitap Rhythm Delay 
• Absolute Repeat Control 
• Up to 10 seconds of Delay 
• 50 Factory/100 User presets 

• 24 bit A/D-D/A converters 
• S/PDIF digital I/O, 44.1-48kHz 
• Balancee V4‘ Jacks - Dual I/O 
• 24 bit internal processing 

B&HPAGE3 . " *** ALL ITEMS ARE COMPLETE WITH ALL ACCESSORIES AS SUPPLIED BY MANUFACTURER 
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VIDEO and PRO AUDIO @ 
420 Ninth Ave. 
(Bet. 33rd & 34th St.) 

New York, N.Y 10001 

TO INQUIRE ABOUT YOUR ORDER: 

800 221-5743 - 212 239-7765 
OR FAX 24 HOURS: 

800 947-2215 - 212 239-7549 PHOTO-VIDEO-PRO AUDIO 

s 

The R0DE NT2 is a large diaphragm 
true condenser studio mic that 
features both cardioid and 
omnidirectional polar patterns. The 
NT-2 offers superb sonic detail with 
a vintage flavor for vocal and 
instrument miking. Like all RODE 
mies the NT-2 is hand-assembled in 
Australia and is available at a 
breakthrough price. 

FEATURES-
• Dual pressure gradient transducer 
• r capsule with gold-sputtered 
membranes - Low noise, 
transformerless circuitry • Omni 
and cardioid polar patterns • 135dB Max SPL • High 
pass filter switch and -1 OdB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount, Flight Case, and Pop Filter included 
• 20Hz-20kHz frequency response_ 

RHDP NT-2 IXKJ lJ L Condenser Mic 

audio technica. 

AT4047 
Cardioid Condenser 

The AT4047 is the latest 40 Series large 
diaphragm condenser mic from Audio 
Technica. It has the low self noise, wide 
dynamic range and high sound pressure level 
capacity demanded by recording studios and 
sound reinforcement professionals. 

FEATURES-
• Side address cardioid condenser 
microphone for professional recording and 
crit cal applications in broadcast and live sound 
• Low self noise, wide dynamic range and high SPL 
• Switchable 80Hz Hi Pass Filter and 10dB pad 
• Includes AT8449/SV shockmount 

C414 TLII 
Vintage TL 

Combines the best of old and new: 
legendary C12 acoustics and the latest 

generation of C414 transformerless FET 
electronics. Although similar in design 
and shape to the C414BULS, the TLII 
features a capsule that is a faithful sonic 
recreation of the one used in the classic 
C12 tube mic combined with computer-
aided manufacturing techniques that 
assure greater uniformity in response 
from microphone to microphone. 

FEATURES-
•Cardioid, hypercardioid, omnidirectional 
and figure 8 polar patterns 

• Warm, smooth microphone that is suitable for high-
quality digital recording. 

• Frequency response 10Hz to 20kHz 

C4000B 
ELECTERET CONDENSER 

This new mic from AKG is a multi polar 
pattern condenser micropone using a 

unique electret dual large diaphram 
transducer. It is based on the AKG 
SolidTube deisgn, except that the tube 
has been replaced by a transistorized 
impedance converter/ preamp. The 
transformerless output stage offers the 
C4000B exceptional low frequency 

FEATURES-
• Electret Dual Large Diaphram Transducer 
(1st of its kind) • Cardioid, hypercardioid & 
omnidirectional polar patterns • High Sensitivity L 
• Extremely low self-noise • Bass cut filter & * 
Pad switches • Requires 12,24 or 48 V phantom power 
• Includes H-100 shockmount and wind/pop screen 
• Frequency response 20Hz to 20kHz 

II ¿ i M ¡(4 J ï M ï I 4 J J ÄI 
AVALON (D DESIGN 

VT-737SP Mono Class A, 
Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizer 

s > ÜLiüíi Í üuî 
• WAI.ON 

The VT-737SP is a vacuum tube, Class A procesor that combines a mic preamp, instrument DI, compressor and 
sweepable 4-band equalizer in a 2U rack space. Jke all Avalon Design products the VT-737SP utilizes a minimum 
signal path design with 100% discrete, high-bias pure Class A audio amplifiers and the best active and passive 
components available. Used by renowned artists and studios world wide and the winner of the Electronic Musician 
1999 Editors' Choice Award for Product Of The Year. 

FEATURES-
• Combination of TUBE preamplifiers, opto-compressor, 
sweep equalizer, output level and VU metering in a 2U 
space 

• Four dual triode vacuum tubes, high-voltage discrete 
Class A with a 10 Hz to 120kHz frequency response 
±0.5dB 

• The Preamp has three input selections- The first is a 
high performance XLR balanced mic input transformer 
with +48v phantom power, the second is a high 
impedance instrument DI with a 1/4" jack located on the 
front panel and the third is a discrete high-level Class A 
balanced line input. 

• High gain switch boosts overall preamp gain and a 
passive- variable high pass filter, hardwire relay 
bypass and phase reverse relay is available f«r all 
three inputs 

• The Opto-Compressor uses a minimum signal path 
design and features twin Class A vacuum tubs triodes 
for gain matching. A passive optical attenuator serves 
as a simple level controller. Variable threshold, 
compression ratio and attack and release offer 
dynamics control from soft compression to hard-
knee limiting. 

• The dual sweep mid-EQ can be side chained to the 
compressor allowing a broad range of spectral 

control including de-essing. The EQ can be assigned 
pre and post compressor from the front panel to add 
even greater sonic possibilities. 

• Two VT-737 SPs can be linked together via a rear 
panel link cable for stereo tracking 

• The Equalizer utilizes 100% discrete. Class A-high-
voltage transistors for optimum sonic performance. 

• The low frequency passive shelving EQ is selectable 
between 15, 30 60 and 150HZ with a boost and cut 
of ±24dB 

• The high frequency passive shelving EQ is selectable 
between 10,15, 20 and 32 kHZ with a boost and cut 
of ±20dB 

• The low-mid frequency is variable between 35 to 450 
Hz while the high-mid frequency is variable from 
220Hz to 2.8 kHz. Both mid-band frequencies offer a 
boost and cut of ±16 dB and a hi-Q/lo-Q switch. 

• When the EQ to side chain is used, the low and high 
EQ is still available for tonal adjustment 

• The Output level is continuously variable and utilizes 
an another dual triode vacuum tube driving a 100% 
Class A, high-current balanced and DC coupled low 
noise output amplifier. 

• Sealed silver relay bypass switches are used for the 
most direct signal path 

POWERED STUDIO MONITORS 

Incorporating a pair of 2-way, acoustic suspension 

monitors and external, system-specific 250 watt per 
side control amplifier, the A-20 provides a precise, 
neutral studio reference monitoring system for 
project, commercial anti post production studios. The 
A-20’s control amplifier adapts to any production 
environment by offering control over monitoring 
depth (from near to far field), wall proximity and even 
input sensitivity while the speakers magnetic 
shielding allows seamless integration into today s 
computer based studio:.. 

VERGENCE A-20 
Studio Reference Monitor System 

• Type Modular, self-powered near/mid/far-field monitor. 
• 48Hz - 20kHz frequency response @ 1M 
• Peak Acoustic Output 117dB SPL (100ms pink noise at 
1M). 

• XLR outputs from power amp to speakers 
• Matched impedance output cables included. 

• -6dB LF Cuteff 40Hz 
• 5 position wall proximity control 
• 5 position listening prox mity control between near, 
mid and far-field monitoring 

• Power. Overload; SPL Output, Line VAC and Output 
device temperature display 

Amplifier 
• Amplifier Power 250W (continuous rms/ch), 400W 
(100ms peak). 

• XLR. TRS input connectors 
• Headphone output 
• 5-position input sensitivity switch with settings 

Speakers 
• 2-way acoustic suspensen with a 6.5-inch treated 
paper woofer and a 1 -indi aluminum dome tweets’ 

• Fully magnetically Shielded with an 18-inch 
recommended working distance 

52HZ-19kHz frequency 
response ±3dB 
2.6kHz, active second order 
crossover 
Built-in RF interference, 
output current limiting, over 
temperature, turn-on 
transient, subsonic filter, internal fuse protection 
Combination Power On/Clip LED indicator 
5/8' vinyl-laminated MDF cabinet 

UmmiCS 
FEATURES-
5-1/4-inch magnetically shielded mineral-filled 
polypropylene cone witn '-inch diameter high-temperature 
voice coil and damped rubber surround LF Driver 
Magnetically shielded 25mm diameter ferrofluid-cooled 
natural silk dome neodymium HF Driver 
70 watt continuous LF and 30 watt continuous HF 
amplification per side 
XLR-balanced and 1/4-inch (balanced or unbalanced) 
inputs 

PS-5 Bi-Amplified Project Studio Monitors 
Tte PS-5s are small format, full-range, non-fatiguing project studio 
monitors that give you the same precise, accurate sound as the highly 
acclaimed 20/20 series studio monitors. The use of custom driver 
components, complimentary crossover and bi-amplified power design 
provides a wide dynamic range with excellent transient response and 
low intermodulation distortion. 

Hafler TRM-6 
Bi-Amplified Studio Monitors 

Offering honest, consistent sound from top to bottom, the TRM-6 bi-amplifited 
studio monitors are the ideal reference monitors for any recording environment 
whether tracking, mixing ¿-nd mastering. Supported by Hafler s legendary amplifier 
technology providing a more accurate sound field, in width, height and also depth. 

FEATURES-
• 33 Watt HF & 50 Watt LF amplification 
• 1 -inch soft dome tweeter and 6.5-inch 
polypropylene woofer 

•55Hz-21kHz Response 
• Magnetically Shielded 
• Electronically and Acoustically Matched 

Also Available- TRM-3 
• 1-inch soft dome tweeter and 8-inch 
polypropylene woofer 

• 45Hz - 21kHz frequency response ±2dB 
• 75 Watt HF, 150 Watt LF amplification 

TRM-10S And TRM-12S 
Active Subwoofers 

Combining Hafler s legencary amplifier technology with a 
proprietary woofer design, the TRM10s and TRM12s active 
subwoofers provide supærb bass definition required in today's 
studio and surround sound environments. 

TRM-10S 
• 10-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 30Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Riley crossover variable (40Hz to 
110Hz) 

TRM-12S 
• 12-inch cellulose fibre cone down firing woofer. 
• 200 watt low frequency amplifier 
• 25Hz to 110Hz frequency response ±2dB 
• 24dB/octave Linkwitz-Ritey crossover variable (40Hz to 
110Hz) 

Minimum Shipping USA (Except AK & HI) $6.95, up to 1 lb. Add 75C for each additional lb. For ins. add 50C per $100. © 2000 B&H Photo-Video. Prices valid subject to supplier prices. Not responsible for typographical errors. 
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ACOUSTICAL PRODUCTS 

Every major brand of everything. 
Millions ot dollars of musical gear in stock. 

ALTO MUSIC 
Guitars, recording, keyboards, amplifiers, drums, pro sound, 

new & used. One of the largest selections in the country. 
We ship everywhere. 

(914) 692-6922 • Fax: (914) 692-5551 
altomusic.com 

680 Route 211 East. Middletown. NY 10940 
Ask for Uncle Freddy - He loves Ya! 

www.djrussreign.com 
“where REAL djs 

come to surf’ 
www.nyc-entertainment.com 

“your hotspot 
guide for NYC” 

SIILENT 

cAuralex 
www.auralex.com ★ (800) 95-WEDGE * Fax (317)842-2760 

* Available Through Top Dealers Nationwide * 

The Auralex LENRD™ Bass Trap. 
X To Your Sound, He's Drop-Dead Sexy. 

Our LENRD Bass Trap Is the smallest, most affordable, most foolproof & 
flat-out best performing bass trap on the market today. 

In fact, so many of our big-name clients are using LENRDs, there’s not enough room 
on this whole page to list ’em all! You hear LENRDs at work every day on national 
TV & radio networks, in big-budget motion pictures and on major label releases by 
chart-topping artists. Top studio designers use LENRDs instead of larger, more 
expensive, “conventional” low frequency traps. 

Famous people love LENRD because he’s phenomenally effective at calming the 
room modes (low frequency spikes) that color their sound. Plus, LENRDs come in 
12 colors of long-lasting Auralex Studiofoam™ and don’t cost an arm & a leg. 

Based on physics, all rooms have inaccurate low frequency response. In fact, some 
of the world’s most famous control rooms have bass traps 6’ thick(!), so it’s a safe 
bet your room definitely needs low end help. 

If you want trapping that’s easy & affordable, you and LENRD should get together! 

58 Nonotuck St, Northampton. MA01062 
ORDER (800) 583-71 74 

lnfo@8ilentsource.com - www.silentsource.com 

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors • Sonex • Sound Quilt 

Studioeox 
Installation is quick and easy, with enough material to 

properly treat project studios up to 14' x 10' x 8'. 

Available in white, white flee, and gray flee Class A 

Melaflex™ as well as charcoal gray, blue, and purple 

Class B/C Polyflex™ Now with free drop shipping. 

RPG DIFFUSOR SYSTEMS, INC. 

301.249.0044 

info@rpgdiffusors.com 

No experience required! 

On-the-job-training I 
in local major Recording Studios & RadkvTV Stations ■ 
Part-time, nights, weekends H 
Call recorded info line for FREE video 

1-800/295-4433 www.radioconnection.com 

TM 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

SOUNDROOM.NET 
PROFESSIONAL MODULAR 

Sound Isolation Rooms 
By Calvin Mann 
(541) 330-6045 

Built For You & Do It Yourself Kits 

Vocal Booths E_ h — )wv Practice Rooms 

Control Rooms —WhisperlVM) Broadcast Booths 
SOUND ISOLATION ENCLOSURES 

Ph: 423-585-5827 Fax: 423-585-5831 

E-Mail: whisper@lcs.net Web Site: www.whisperroom.com 

Entire Studio For Sale 
12 Years Doing Business 

- Package Deal Only -
Ex. Urei 1176LN, LA3A’s, Pultec 

API, GML, PCM42, etc. 
610-926-1620 Leave Message 

Please, Serious Inquiries Only 

Easy Home-Study practical training in 
Multi-track Recording. Join our successful 
working graduates or build your own studio. 
— FREE INFORMATION: 

J ludio InMiluie of 
814 46th. Ave. Suite AN. San Francisco. CA 94121 

★ Facility Design 
& Consulting 

* Sound Barrier 

★ Isolators 

★ Diffusors 

★ Bass Traps 

* Broadband 
Absorbers 

★ Hanging 
Baffles 

★ And The Best 
Customer 
Service In 
The Industry 
For Over 
22 Years! 

* Call Now For Our Hot New Catalog & Free Samples, Including The Jazzy New Auralex METRO! * 

MUSICAL GEAR 

TRAINING/TUTORIALS 

Recording 
Engineer I 
Broadcasting 
Multimedia/Digital/Video/Film 
Radio/TV/Sports/News/DJ/Talk Show 

FÇECORDING ENGINEER 

MSRP STARTS AT s499” 

DJ'S SERVICES 

STUDIO FOR SALE 

www.rpgdiffusors.com 

For Advertising Rates, 

E-mail Christine at vela^psn.com 
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EQUIPMENT DEALERS 

Sounds 
thinkir^ 

and related products 

digidesign 

The Best Prices, 
The Best Service 

you'll ever find on... 

541-386-2682 

SAVE THOUSANDS OF DOLLARS 
BUYING YOUR NEW & USED 

EQUIPMENT FROM US 

94 STATE STREET • NEW LONDON, CT 06320 

800.264.6614 •860.442.9600 
carusomusi@aol.com • http://www.caruso.net 

consoles, 
Mastering Desks, 

uiqital Workstations, 

seyboard Workstations, 

Rack enclosures, Spkr. Stands 

[ free catalog ] 

ARGOSY 800.427.5698 
573.346.8549 

AUDIO UPGRADES 

‘ LA-2A LA-3A OWNERS J 
• Before you by a new T4B optical * 
♦ attenuator, have it rebuilt at a fraction ♦ 
♦ of the cost. Also stock OPTO’s. ♦ 
♦ ANTHONY DEMARIA LABS ♦ 
J 914-256-0032 $ 

EQUIPMENT DEALERS 

Don’t Get Beat 
When you need equipment call 

8TH STREET MUSIC 
(800) 878-8882 

Philadelphia’s Largest Musical 
Instrument Dealer’!! 
www.8thstreet.com 

8th Street Music, 1023 Arch St. 
Philadelphia, PA 19107 

FOR SALE 

music technology direct 

NEED GEAR? 
FOR LIVE OR STUDIO? 

RECORDING • GUITARS « 
AMPLIFIERS • PRO AUDIO * 

KEYBOARDS 
We have everything you 
need for studio and stage! 

800-222-4700 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176* FAX (219) 432-1758 

www.sweetwater.com 
sales@sweetwater.com 

music technology direct 

EDUCATION 

BOO-729-6919 www.cooltxeezesys.com] 

vol. 1 
vol.2 
vol.3 
vol.4 

PRO TOOLS® BASICS 
PRO TOOLS® & PLUG-INS 
DESKTOP AUDIO 
LOGIC AUDIO® 4 

. careers@sweetwater.com 
L www.sweetwater.com 

LOOKING FOR A GREAT CAREER? 
LOOK NO FURTHER! 

TRAINING CD-ROMS 
I COOL SCHOOL INTERA CTUS™] 

• MUSIC SALES • PRINT & WEB DESIGN 
• CONTRACTING-INSTALL TECH 
• TECHNICAL SUPPORT 

1800-222-4700 
¥ Or call (219) 432-8176. FAX (219) 432-1758 
’ Ask For Kristine Haas or the Career Center! 

SINGERSIvocSls 
Unlimited. Low Cost, Instantly Available 

Background Music from Original Standard 
Recordings’ Does Everything Karaoke 
does... Better and gives you the 
Thompson Vocal Eliminator1" 
Free Brochure & Demo Tape •*] 
LT Sound Dept EQ-1 Z dH 
7980 LTParkway.Lithonia.GA 3005 
'nternet-http://ltsound.com 
24 Hour Demo/lnfo Request Une (770)482-2485Ext 28 
When You Want Something Better Than Karaoke! 

LIVE MUSIC 

Global Groove 
Live drums/percussion anytime, anywhere 

over ISDN lines 
-various kits set up and ready to go 
-custom loops/parts played live, instantly! 

Mark Ambrosino 
(212) 255-5080 

www.globalgroove.org 

IT PAYS TO ADVERTISE IN EQ 
TRAINING INSTITUTE 

Live your Dream 
be an Audio Engineer 
email: institute@sheffieldav.com 
www.sheffieldav.com 

The 
Sheffield 
Institute for 
the Recordir 

-SSL 
-Otari 

-Kurzweil 
Pro Tools 

approved by the 
Higher ED Comm 

1-800-355-6613 
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D U P L I C AT I O N / R E P L I C AT I O N SERVICES 

Audio Cassette Duplicator Co 

12 CD’s $3.99 each 
(818) 762-ACDC (2232) 
www.acdc-cdr.com 

124261/2 Ventura Blvd. 
Studio City, CA 91604 

TAI |f WITHA 

HUMAN BEING 
K Q[)REPLICATION 

OASIS® DUPLICATION OFFERS: 

• Innovative Packaging, including the 

revolutionary Oasis Jewel-Free™ Box 

■ Free Radio Promotion on our 

OASISSAMPLER™ CD compilations 

National Distribution of your CD 

to Major Retail & Internet Chains 

■ The industry’s best reputation for 

quality, for 12 years running 

|j:OASIS:|| 
I CD & CASSETTE I 
" DUPLICATION “ 

We do what a label does. 
For you. 

(888) BY-OASIS (888/296-2747) 
info@oasisCD.com 
www.oasisCD.com 

500 Cd's with Window Sleeves $505 
THESE ARE NOT COR S 2COLOR SILKSCREEN ON DISC 

500CD'S RETAIL READY STARTING AT $850 

tÔHOURS DESIGN LAYOUTSCANS JTLM. PRNT. PACKAGPG. MASTERTMG 
SHRINKWRAP AND CD MANUFACTURING. READY TO SELL ! 

luminous Flux 1-800-726-2611 
www.fluxnet.coni Call for our FREE Brochure! 
_ M.\KlNClSDtrEM>INI MUSIC SNOi1989_ 

AUDIO - CD - DV 
MASTERING & DUPLICATIO 
16 & 24-bit Sonic Solutions/Weiss audio mastering call 
Check out our sound quality, 1 single master (call) FREE 
1OO CD-Rs & 1OOO CDs(bar code>starts at $269 & $749 
Audio mastering Æ CD-Rs turn-around_ 24 hr. 

Video & audio encoding $35 & $1 5/min. 
DVD authoring call 
50 DVD-Rs_$2200 

5 1 0 6 5 3 3 8 3 8 
• www.cdpremastering.com 

Factory-Direct Pricing. 

CD SOURCE 
CD • CD-ROM • CASSETTE 

1.877.CD PRESS (toll free) www.cdsource.net 

MEDIA TECHNOLOGY 
Major Label - Fastest Turnarount 

y  Lowest Prices in the industry 
• Professional Graphic Design. Layout. Positive Film. Full Color Inserts. Jewel 

Case. Shrink Wrap & Packaging Deluxe CD) Packages. 

•2 Reference CD's Included. I For Test Proof & I for CD Replication. 

DELUXE CD PACKAGES 
1 00 CDs.w 4/1) Inserts & Tray cards $599 
200 CDs.w  4/1 Inserts & Tray cards $755 
300 CDs. w 4/0 Inserts & Tray cards $850 
500 CDs. w 4/1 Inserts & Tray cards $ 1 099 
1000 CDs.w  4/1 Inserts & Tray cards $ 1 535 

135€ Chestnut Ave. Ste#4A Monrovia, CA 91016 

CALL TOLL FR€€ 1-800-826-3873 
FAX: (626) 358-1860 IN LA (626) 358-1770 
Visit Our Web Site: http://home.carthlink.net/--mediatech1/ 

> I U I^T I - 1V1 K I> I A 
The Best CD and Cassette Packages In The World 

CD MAsmcrmisG, Cassette Ditucaitos, 
Cumies, Pmmiœ 4 More 

Portland • 1-800-637-9493 • Los Angeles 
A Division of SarShan Marketing, loc. • E-mail: jzobrist@hq.tcfarms.com 

1-800-TAPE WORLD or 1 -800-245-6000 
We'll beat any price! 6.95 SHIPPING • FREE CAT. 

TAPEWORLD 220 SPRING ST, BOTHER, PA I6OO3-FAX 800-322-8273 
OVER 500 DIFFERENT. SCHOOLS ON P0 M-F 8-5 

SONY 
DAT-120 5 49 
DAT-124PRC 699 
T-120V 149 
L-7508T 4 49 
H18-120 4 99 
MDW-74 2 49 
HF-90 59 

MAXELL 
XLII-90 1.39 
XLII-S90 199 
T120HGX 199 
T-160GX 199 
T-120BR 119 
CDR-74MU 289 
UR-90 69 

TDK 
CDR-74TWIN 2.99 
SA-SO 149 
SAX-90 199 
SAX-100 209 
T13EHG 249 
DAT-120 6 49 
JVC-DVC-60 999 

FUJI 
SVHS-T120 549 
HI812O 599 
DR-I-60 59 
T-120SHG 199 
JVC ST 120 4 49 
JVCT120 139 
AUDIO CDR 199 

Compact Disc Replication 

100 CDs $235 Prices include jewel box 
50 CDs $135 and printing direct on disc 

ein We also do design and printing 
1UCLJS t|>4U offun œ|or an(j covers. 

Allen Lowe 207-741-2846 

DDpJ 816 Fifth Avenue Pittsburgh, PA 15219 

DIGITAL DYNAMICS AUDIO INC. 

OCD Mastering and Replication 
oCass. Mastering & Replication 
o Digital Audio Post Production 
q CEDAR Sonic Restoration 

Full Service Digital House 
http://wWw.4ddai.com 1-800-444-DDAI 

PROFESSIONAL • RELIABLE • AFFORDABLE 

WWW.CY8ERELLASTUDIOS.COM 

I i I Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

410-515-4844 — fc 

IT'S YOUR BABY 

Cl Packaies liclili: |ln> ■mir, 2 caler lilil, liwel Mi, |icM|li|, Mlywrij 

Other Services Inclose: • Mastering • Design • film • Printing 

800-DI Gl DOC 
www.dlgidocpro.com 

CD’S IN 2 DAYS! 
Guaranteed! ! 

SMALL AD 

BIG SAVINGS 
CD’s fast turn around from 1-10,000 

Ac^wite Audio Labs, Inc. 
1»800«801*SONG (7664) 

APRIL ISSUE CLOSES 
MARCH 7TH 
Reserve Ad Space 

vela@psn.com 
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D U P LI C ATI O N / R E PLI C AT I O N SERVICES 

CD PACKAGE: $975 

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING 

Rainbo Records and Cassettes 
I 738 Berkeley St. • Santa Monica.CA 90404 -(310) 829-3476 • 
Fax: (3 I 0) 828-8765 • www.rainborecords.com • info@rainborecords.com 

1.888.891.9091 ••••••••••••••• \ call for qour discount 
(••••••••• Ui m in. mediaomaha.com -

HEDI* 1.888.891.9091 ••••••••••••• 

INCLUDES: 
• ORIGINATION • 1 -COLOR 1 PAGE BOOKLET 

AND TRAY CARD* • 1 COLOR CO LABEL¬ 

JEWEL BOX & SHRINK WRAP • QUICK TURNAROUND 

* horn your print-ready film (in Rambo's spent 

INCLUDES: 
ORIGINATION • 4 PAGE BOOKLET with 4-C0L0R COVER, 

1 -COLOR BACK ond 4 COLOR TRAY CARD • 

CD LABEL FILM 8 2-COLOR LABEL IMPRINTING • 

JEWEL BOX & SHRINK WRAP • QUICK TURNAROUND 

from your print ready film (in Rai n bos specs) 
_ ASK FOR OUR FREE BROCHURE! 

cd's, cd-rom, cdr, 'X 
tape, vhs, replication y 

< Graphic desi6n and 
\ lagout services www 

looo cds w/2 color discA 
(cd films included] 

i n n n « package: 
lUUU $1499 

reorder: $1349 

(be sure to tell qour 
account manager 

Ithat qou saw this 
ad in Eg and 

I receive 
a free barcode with 

\ complete pacnage 

J ' ^aggressive reseller 
pricing available •••••••< 

•••••••- ^380 
B  assembled customer 

provided print 

* CD Replication 
* CbR One-Offs 
* Mastering 
* Packaging & Printing 

CDs 
Quality Copiei 
Fast As 24 Hours 

PRINCETON 800-426-0247 
www.princetondisc.com 

FAX YOUR AD 
212-378-2149 

MEDIAWORKS’ 
INTERNATIONAL. INC. 

1029 Ebn Hill Pike • Nashville, TN 37210 
PHONE:(6IS) 327-9114 

fejAX: (615) 327-3438 

COMPACT DISCS • CD ROM • DVD 

CD +/CD ENHANCED 

^-DIGITAL BIN CASSETTE DUPLICATION 

VIDEO »VINYL 

1 Get ready for SXSW with our 

package special: 

1,000 CDs for $1545 
4 page I full color 

graphics, film, packaging, shrink 

www.mediaworksint.qpg.com 

I-800-211-4689 

_Includes 2-colors on disc, 4-panel, full-color insert booklet, full-color tray 

card, jewel case and shrink wrap - plus ALL FILMS/COLOR SEPARATIONS. Free barcode if 

desired. Quick turn-around. Call for free samples and our complete price list! 

~| 24-hour turn around in most cases. Up to 74 minutes. From your CD-R. Add $30 

if from DAT. Booklets/packaging available! 50 CDs - $189; 100 CDs - $359. 

IMPLOSION PUBLISHING • Toll free: 1 888-323-5431 1921 E. Colonial Drlw«Orlando. FL 32803 «(407) 898-5573 

1,000 CDs - $1,400! 

25 CDs-$99! 

\ 

8005797010 

www.bmmi.com 

300-585.00 
i 500-625.00 
' 1000-999.00 

CAIL RIGHT NOW FOR A BOTTOM LINE QUOTATION! 

t-i Multimedia /« 

CD Replication 
Digital Bin 

Tape Duplication 
Graphic Design 

Printing & Packaging 
CD Small Runs 

fullCD®Tope Packages 

1000 CDs 
Color Label $689 

1000 CDs $975 
"Retail Ready" 
with your graphics 

500 Chrome 
Tapes $715 

Hcctuuood MultiMedia, Inc. TtjJJ 
800-353-1830 (781)599-2400 www.ntwood.com 

CD & CD-ROM ä 
manufacturing 
cassette duplication 
graphic art design 
insert printing 
digital mastering 
& editing 

30 years experience 
guaranteed national distribution 
through all major Internet & retail chains: 
Amazon.com, CDNow, Tower Records, etc. 
call or visit our website for details.' 

1-8OO-88O-OO73 
www. crystaldearsound. comlcdtape 

RECORDING SUPPLIES 

HEY LOOK! 
WE’RE ON THE WEB! 
Toll Free AI1 Formats! 
800-538-2336 BeSt prices! 

Notioool Recording Supplies Inc. 

www.tapes.com 
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E Q CLASSIFIEDS 

Compact Dises • Cassettes • Digital Mastering 

I 
•Ji i Cil 

158 EQ 

DUPLICATION/REPLICATION SERVICES 

NEW LOWER PRICING 

NEW - On-Demand Color Printing 

MASTERING 

RÚPÂDISK UTa (800)455-8555 
http://www.europadisk.com Major credit cards accepted. 

THE DIGITAL SUNSPOT INC 

www.digitalsunsDot.com 

1.800.876.5950 

RECORDING SUPPLIES 

www.digitalforce.com 

%* 

We make everything in-house! 
Best Price ... Best Service ... period. 

One-Stop 
Manufacturing 

• CD Replication 
• Vinyl Records (colors available!) 
• Cassettes 
• Graphics Design 
• Super-Hot Mastering Studio 

Toll free: 1 (877) 843-7060 
http://www.aeromix-mastering.com " 

Other packages available. 
Call for details and information packet. 

www.mp3.com/liquidbrain 

MASTERING 
phat major label sound 

call today 1-m-707-phat 

Feel the Power of Excellence 

TOTAL CD, CD-ROM, & DVD PRODUCTION 

AEROMIX 
MASTERING 

Includes: FREE Design & b/w printed insert and tray card 
On-disc printing & Jewel case 

toll free: 1 •877»DISC»USA 
(212) 252-9300 in NYC 

149 MADISON AVENUE NY, NY 10016 

I 
I 
f 
i 
1 

100 CDs 
for only $410! 

manufactured in as little as 
TWO DAYS 

MARCH 2000 

46 PRODUCTIONS 
25 CDRs - $100 / 50 CDRs - $175 

100 CDRs - $250 / 200 CDRs - $425 
From CD or CDR master. Includes CDR in jewel box with text 
printing on CD label. Add $19 for other digital master, $33 for 
analog master. Orders must be prepaid. Shipping not included. 

42W557 Hawk Circle, St. Charles, IL 60175 

Phone: (800) 850 5423 • E-mail: info@46p.com 
Visit Our Web Page at: http://www.46p.com 

(800)249-1110 (302)999-1110 

National Multimedia Services 
a division of Ken-Del Productions Inc. 

Serving the music industry since.1950. 

Need Fat Major-label sound 
on your CD? Call the Analog Specialist! 

DRTmastering.com 800-884-2576 

Pure Sound by Quested O 
visit our website: www.quested.com 

$ I 3 8 5. 00 I 000 CDs 
package includes: 
film seperations 

full color 2 page/4panel insert 
3 color on cd printing/glass matter. 

www.yourmusiconcd.com 
SNS 10 cdrs - $50, 2S cdrs - $75, SO cdrs - 112S SNS 

100 CDRS - $199.00 
Includes cdr, on cd print, & jewel case Ã 
011 100 FULL COLOR CDR 1 

^^PACKACE FOR ONLY 1375.00 
Atlanta 678-442-0933 Toll Free 877-442-0933 

EARTH DISC 
$ I 2 9 9 SOO CDs 

graphic design/fllm 
full <<>ior 2 page/4panel insert 
3 color on cd printing/glass master, 
jew i box, shrink wrap 

500 CD 
package includes: 
lull color 2 page/4panel insert 
3 color on cdprinting/glass master, 

i 33 YEARS - GAINING THE RECORDING INDUSTRY'S TRUST 1 YEAR AT A TIME 
www.andolaudio.com 

LENGTH 
TDK 

SA PRO 
BASF 

CHROME 
PLUS 

MAXELL 
XLII 

BASF 
CHROME 
SUPER CD-R 

/tdkI 
C-1O .20 .19 .22 _.23_ TELEX I 

AS LOW AS 
.85 

C-15 .24 .22 .24 .25 
C-2O .26 .24 .26 .27 
C-32 .31 .29 .34 .35 
C-46 .37 .35 .42 .43 
C-62 .45 43 .49 50 BASF! POLY JEWEL NORELCO BOXES 
C-74 .51 .48 .59 .60 
C-8O .54 .51 .63 .64 1 c S O M V II 
C-92 .59 .56 .71 .72 
C-1 OO .63 .59 .76 .77 II i1 a X e : 1 III 

' NYC 718435*7322 “^st^uXrantee^^ei4vi^” FAX 718-853-2589 



E Q CLASSIFIEDS 

COVERS/CASES & RACKS 

OMNIF^ 
STUDIO FURNITURE 
MixStation/02R 

Also available 
Mackie 
8«Bus mixers 

Custom Design 
and 
Modifications 

800.332.3393 
FAX 415.332.2607 
Outside U.S. 415.332.3392 
WWWOMNIRAX.COM P.O.Box 1792 Sausal to. CA 94966 

INFORMATION GUIDE 

In the.. 
Studi 

FREE Guide 
Saves You Time and Money! 
Contact us today: 1 -800-468-9353 
www.dlscmakers.com/eqinfoSdiscmakers.com 

DISC MAKERS 
INSURANCE 

GREAT RATES 
ON INSURANCE! 

FOR EQUIPMENT ONLY 
(Worldwide Coverase) 

$511,000 of Location Gear for $600 

$100,000 of Studio Gear foi $750 

$250.000 of Studio Gear for $1,625 

OR ENTIRE PACKAGES: 
(For Recording Studios) 

$100.000 of Studio Equipment 

12 Months I nliinited Loss of Income 

$1.000,000 General Liability 

$1.000.000 \on-(hvned Auto Liability 

Plus Additional ( 'overages 

for LESS THAN S1.099! 

(800) 800-5880 

United agencies INC< A»»«««» 

Pasadena, California 

CA. License # 0252636 

www.UnitedAgencies.Corn 

DUPLICATION 

S Äpment ossSem (J[) DUPLICATION •■tertaiia.it .initiai l.iiiii.iitttuiitiiti ■■ v ■ ■ 

DEMO CD SPECIALS 
2 Color On CD Printing 
Deluxe Window Envelopes 
Layout, Design, Films 
Glass Master Included 
500/8589 1000/S869 

RETAIL READY CD S 
2 Color On CD Printing 
Film Output Included! 
Matchprints 
4/1 Color 2pp 4/0 Tray 
Assembly & Over-Wrap 
Glass Master Charge Included 
500/81,049 1000/81,399 

no tricks, no gimmicks, just bring us your CDR! 

( 8 8 8 ) r u b b e r - 8 
www.artistdevelopment.com 

New. Used and Vintage Recording Equipment 
Buy * Sall • Trade 

API. Neve, Fairchild, Manley. Quested. Urei 
Pultec, Neumann, Lang, Studer, and More! 
www.odysseyprosound.com 

Selling all Studio gear at 
30 cents on the dollar 

Studio is shutting its doors and intends to quickly 

sell all the equipment as a package for 30 cents 

on the dollar. All offers are considered. Manuals, 

receipts and special care of the equipment were 

taken in complete measure. As an idling studio, 

everything remained in mint condition. Call, email 

or mail me for the equipment list & pictures. 

I also invite you to see it for yourself. 

Dave Harris (717) 960-0340 
P.O. Box 800 

Enola, PA 17025 
dhstudio @ mail.com 

CAREER MARKETPLACE 

OUR COMPANY IS THE LEADER IN 
RECORDING STUDIO DESIGN & INSTALLATION. 

Looking to fill 3 positions in N. Miami Beach, FLA. office area. 
I. Pro Tools Sales and installation specialist 40/50K 
2. Operations Manager 40/50K 
3. Pro Audio Service and repair specialist 50K 

Benefits Included Fax Resume to: 954-927-6018 

INSTANT ORDER FORM 
CLASSIFIED: □ EQUIPMENT FOR SALE □ DUPE/REPLICATION SERVICES 

□ DEALERS □ MISCELLANEOUS 
$125 per column -1 inch minimum. 7 lines to the inch. 

ALL ADS MUST BE PREPAID 
□ CLASSIFIEDS/SERVICES 

PAYMENT: Amount $_ □ check (enclosed) 

□ American Express ÛVISA □ Mastercard Caro Number_ 

Expiration Date_ Signature_ 

NAME_ 

COMPANY _ 

ADDRESS _ 

CITY_STATE_ZIP_ 

PHONE _ 

Please supply camera ready art or ad copy on a separate sheet. 
Enclose copy, payment and this Instant Order Form and mail to: 

460 Park Avenue South • 9th Floor New York, NY 10016. 
Attn: Christine Vela, Speciality Sales Manager 

TEL (212) 378-0454 • FAX (212) 378-2149 
EQ MARCH 2 0 0 C 159 



TC WD R KS 
U LT I MIATE SOFTWARE MACHINES TC Native Bundle™ 
rars Kin 

lüT Default 

Effects (TQNative Reverb) 

i Bypass ] 0 1 I A — I SjMrk - TCHrti J 

VALUE DISPLAY METERS 

ROM 

DECAY 

SIZE 

PREDELAY DIFFUSE COLOR SHAPE 

k 2| HMF A 
^¿'¡J ro==~ 

COMPARE 

Decay Time 2.5s< 

Room Size SMALL 

MOTU AUDIO SYSTEM 

TC Electronic ¡hardware effects 

processors are the cornerstone 

of many top recording studios 

These five plug-ins, featuring the 

incredible TC native reverb, bring 

that legendary TC-quality audio 

processing to your MOTU 

system desktop. The TC Native 

Bundle needy places at your 

fingertips over 20 years of audio 

processing R&D, deployed in 

native 32-bit floating point glory. 

Incredible sound, well-crafted 

presets, low CPU overhead, and 

intuitive controls make these TC 

Native plug-ins a joy to use. 

METRIC HALO 
LABORATORIES 

ARES 
REALLY COOL STUFF FOR MAKING MUSIC 

MOTU AUDIO SYSTEM 

Channelstrip™ 
ChannelStrip is like having a 
magebuck mixing console inside 

your PowerMac. Even artists 
who regularly use top-of-the-

line, large format consoles are 

raving aboutthe "high-end 

console" sound they get from 
ChannelStrip. How did Metric 

Halo do it? By combining 61 

standard, fully-automatable 

audio processing facilities into 

a single, complete plug-in with 
64-bit floating point precision. 

ChannelStrip is heavily optimized 

for efficient operation in your 

MOTU native recording 

environment, so you can use it 
throughout your mix. How does 

ChannelStrip actually sound? 

Producer Andy Gray-Ling puts 

it like this: "...I'm absolutely mind-

blown. It sounds amazing..." 

Antares Microphone Modeler 
Now the microphones you own 

can sound like the microphones 

you wished you owned. Mic 

Modeler allows any reasonably 

full-range microphone to sound 

like virtually any other mic. Using 

patented Spectral Shaping Tool " 

(SST) technology, Antares has 

created precise digital models 

of a wide variety of microphones, 

from historical classics to 

modern exotics, as well as a 

selection of industry-standard 

TM 

workhorses. Just select which 

microphone you are actually 

using and then select what mic 

you want it to sound like. You 

can further fine-tune the sound 

with modeled tube saturation, 
proximity, windscreen effect, 

and more. Mic Modeler is an 

easy, cost effective way to 

extend your existing mic 

collection, orto obtain that 

classic, vintage sound — 

without the excessive price tag. 

MOTU AUDIO SYSTEM 

AJI tiademaiks aie Ilie piopeity ol then lespective owneis 
Relet mice to specific nticiophones aie intended solely to 
nlentily the mea optiones .malyzed m die development ol the 
digit.il models and do not in anyway imply any association 
with or ecdoi seinem liy a specdn: mNaophones manof.Hlutei 



MOTU AUDIO SYSTEM 

- new . 
plug-ms 
%r IVI AS 

KIND OF 

LOUD Rea I Ver b™ 
On the heels of their ground¬ 
breaking RealVerb 5.1™ 

sourround reverb plug-in, Kind 

of Loud Technologies presents 
Rea Verb™, a new stereo reverb 
plug-in for MAS. RealVerb uses 

complex spatial and spectral 

reverberation technology to 

accurately model an acoustic 
space. The bottom line? Great 

sounding reverb with the ability 

to customize a virtual room and 

pan within the stereo spectrum. 

RealVerb even lets you blend 

room shape, material, and size 

according to the demands of 

your mix. And RealVerb was 

designed from the ground up for 

automation: adjust controls in 

real-time without distortion, 

pops, clicks or zipper noise. You 
can even morph between 

presets - in real-time. Don't rely 

on your old standby-let 
RealVerb bring new quality and 

space to your recordings. 

MOTU AUDIO SYSTEM 

2408mkll audio interface 
To mix your project with these 

advanced plug-ins, listen to it 

through ournew2408mkll audio 

interface — now with balanced 

quarter-inch, 24-bit analog I/O 

TM 

(8 in / 8 out), with inputs that are 

switchable between +4/-10, plus 

a volume knob for the main outs. 

Same price. Same incredible 

product. Just more value. 

Sweetwater 
music technology direct 

(800)222-4700 
www.sweetwater.com 

Voice: (219| 432-8176 • Fax: (219) 432-1758 • Email: sales@sweetwater.com 

5335 Bass Road • Fort Wayne, IN 46808 

CIRCLE 81 ON FREE INFO CARD 



ACROSS THE BOARD 

CDs 
Give Me 
theJ itters 

The case of the mysteri¬ 
ously bad test pressing 

BY ROGER NICHOLS 

I thought seriously about changing pro¬ 
fessions last week. How about tourist 
helicopter rides in Maui, or maybe just 
a hot dog cart on the beach in Miami. 
What about a house pet massage ther¬ 
apist in Montana, or a storm chaser in 
the Midwest? I could sell Pope-sicles in 
front of the Vatican in Rome. Yeah, 
that’s it! 

Two weeks ago, I received a test 
pressing from the CD plant that is press¬ 
ing the new Steely Dan CD. The record 
company asked me to approve it before 
they pressed 72,000,000,000 of them. I 
was staying in a hotel at the time, and de¬ 
cided to play it back on my portable CD 
player and listen on my Sony MDR-7506 
headphones. Before the vocal came in on 
the first song, I thought that it didn’t quite 
have the clarity and sheen I remember 
from the mixing last summer. Maybe it 
was my CD player and 1 would have to lis¬ 

ten the next day at the studio. In my suit¬ 
case, I found a CD reference disc from the 
mastering session. I put it in the portable 
CD player and listened to the first song up 
through the entrance of the vocal. It was 
perfect. Exactly what 1 remembered and 
ten times better than the test pressing. 
The next day, I listened at Sony Studios 
in New York with Elliot Scheiner and 
Dave Smith. The difference between the 
two CDs was amazing. 

I remember some friends talking 
about a project that they were working on 
in Japan. Whenever there was a problem, 
the boss would say, “Who is fired?” I was 
wondering that same question. 

At first I thought that the pressing was 
so bad that error correction was causing 
the difference in sound. Dave Smith at 
Sony ran the test pressing through an er¬ 
ror checker, and it came back perfect. 

Maybe I didn’t have the latest ref be¬ 
fore the masters were sent to the record 
company. Maybe there was a screw-up 
in the transfer to the master tape used for 
the CD plant. I assumed that the test 
pressing was an accurate representation 
of the master they used. I was going to be 
wrong. I verified that the CD ref that I 
had was made from the exact master 
tape that went to the CD plant. I had a 
new ref made from the same data file on 
the Sonic Solutions to verify that my CD 
ref was accurate. It sounded exactly the 
same as my CD ref. 

Don’t tell anyone this, but during 
the mastering we turned up the overall 
level of the whole album 6 dB. It was ex¬ 
actly a shift up of 1 bit. No math would 
be performed on the data to raise the 
noise level, but, because of it, there were 
a few overs on loud passages during 
snare drum hits. We listened carefully 
and decided that, since the overs were 
not audible, we would leave them alone. 
We tried using limiting, but you could 
hear a slight change in the sound. We 
sent an over list along with the master to 
the CD plant. 

THE OVERCOMPENSATION PROCESS 
If a CD plant sees overs, they will usually 
contact the source of the master and re¬ 
quest an approval before pressing CDs. 
Lots of artists want their CDs to be so 
loud that you can listen to the CD with¬ 
out a CD player. Cranking the level up 
with compressors and limiters is just not 

enough for them, so they goose the lev¬ 
el up even further until the over lights 
come on at every boom or smack of a 
backbeat. To keep the CD plant from go¬ 
ing ballistic, the mastering house makes 
a copy of the audio and turns the over¬ 
all level down by .1 dB. This assures that 
the chopped-off wave forms that result 
from digital clipping do not show up as 
overs when checked by the CD plant. 
Copy the audio from a Brandy CD into 
your waveform editor and look at it once. 
The waveforms look like square waves 
because they have been chopped off so 
drastically. 

Sometimes the CD plant (they usu¬ 
ally ask first, but who knows) will run the 
master through a processor that drops 
the level down .01 dB, thus eliminating 
the over problem. I asked the CD plant if 
they did this to our master, and they said 
no. I suspected a falsehood, and decid¬ 
ed to check for myself. I read all of the au¬ 
dio data from my CD ref (the good 
sounding CD) into my computer. I also 
read the audio in from the test pressing. 
I ran a program that compares every 
sample of one audio file with every 
sample of another audio file, and pro¬ 
duces a third audio file containing the 
difference between the two files. The 
computer said, "The file you have creat¬ 
ed contains only zeros.” This told me that 
the audio data was exactly the same on 
both CDs. Then why did they sound so 
different? We are talking a big difference. 
Everyone could hear the difference. My 
MiniDisc copy sounded better than the 
test pressing. 

IT WAS JITTER! 
The plant used the correct master, cut the 
glass master at IX, and, as far as I could 
tell, did everything right. But the CDs 
sounded different...unless you played 
them on a $10,000 CD player. Then they 
sounded the same. I copied the audio 
from the bad pressing into my computer 
and burned a CD-R from the audio file. 
The CD-R sounded just like the ref. We 
thought that maybe the CD ref was 
wrong. Maybe the test pressing was right 
and something about the jitter in the CD-
R burners made the CD sound better than 
what it was supposed to sound like. I had 
the mastering facility make a DAT tape 
from the same Sonic Solutions file. I 

continued on page 149 
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This Mic is Anything But Flat... 
The Neumann M147 Tube 
For years, vintage Neumann tube mies, 
such as the venerable U 47, have been 
high-priced, highly prized commodities. 
Why, when advances have created mies 
with near-perfect, virtually transparent 
reproduction, have producers and 
engineers travelled to the ends of the 
earth in search of these vintage relics? 
Because of the way they sound (especial¬ 
ly the way the sound sits in the mix). 

Enter the M 147 Tube. 

Using the same capsule as the classic 
U 47 and its smaller cousin the U 47 FET, 
the M 147 Tube microphone brings a 
warmth, presence and detail to vocals 
that is simply unattainable from any other 
mic being produced today', regardless of 
how much it looks like a Neumann. The 
fact is, there is really only one way to get 
that classic sound you seek. Fortunately, 
it s priced well within your reach. 

...That’s Why The Pros Love II. NeumannUSA 
TELEPHONE: 860.434.5220 
FAX: 860.434.3148 
WEB: WWW.NEUMANNUSA.COM 

Neumann - The Choice of Thwe Who Can Hear The Difference 

What The Professionals Are Saying About The Neumann M 147 Tube: 

"So far, I’m thrilled to pieces 

with the Neumann M 147 Tube. 

I don’t think there’s any instru¬ 

ment that I wouldn't try them 

on. Whatever instrument I used 

them for, I was very impressed 

with the sound. I wish I had 

about five or six of them!” 

- Al Schmitt, 
as quoted in EQ, 
March 1999 

“I would recommend the 

M 147 highly for rock, rap, pop, 

jazz or blues vocals; drum 

room and/or kick drum mik¬ 

ing; all tube and solid-state 

instrument amplifiers; nylon 

string guitar; and low-volume 

or indistinct sound sources 

that need some extra presence, 

and for any type of digital 

recording. In short, I like the 

M 147 a lot - so much so that 

I bought one.’’ 

- Myles Boisen, 
Electronic Musician, 
August 1999 

"The particular kind of pres¬ 

ence it adds is really unique 

and desirable, and it's really 

not available from any other 

mic or easily obtainable with 

an equalizer. Typically, con¬ 

denser mies that have a for¬ 

ward character are really just 

brittle and edgy, and the 

M 147 is completely different 

from that" 

• Monte McGuire, 
Recording, 
July 1999 

“I asked the singer on my ses¬ 

sion which mic she preferred 

and, when presented with a 

finite budget, her pick (and 

nine) was the M 147. Classic 

Neumann sound, tube elec¬ 

tronics. the U 47 legacy, and a 

price that won't savage your 

bank account Gotta love it!" 

- Rick Chinn, 
Audio Media, 
February 1999 

“The M 147 proves again that 

however close the imitators 

get, there is no substitute for 

the genuine article. This is the 

real McCoy and although it 

cannot be called cheap, its sim¬ 

ple approach means that it is 

far more accessible than a 

valve Neumann would normal¬ 

ly be expected to be. Another 

classic in the making." 

- Dave Foister, 
Studio Sound, 
February 1999 

"It’s my opinion that the tone 

of the Neumann would not 

require much EQing during 

mixdown; a decided advan¬ 

tage. Its high end would sit 

nicely in a mix, and its round 

but controlled low end would 

not have to be cut to provide 

room for other instruments.” 

- Mitch Gallagher, 
Keyboard Magazine, 
Juae 1999 
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Introducing the 

MOTU 

• 117dB S/N 10 * ' 

• +4 balanced XLRs 

• AES/EBU with Sample Rate Conversion 

• Expandable to 36 channels 

motu 

0 

The new high-end audio workstation. 
• The MOTU1296— a 24-bit/ 96 kHz audio workstation for Macintosh 
or Windows, available as a core system and expansion I/O. 

• Impeccable analog I/O — 12 independent inputs and outputs on 
+4 balanced XLRs. 

• Stunning sound — 24-bit/96 kHz converters with 117 dB dynamic 
range (A-weighted @48 kHz); extremely low-jitter crystal. 

• Advanced design— isolated analog circuit & R/CORE transformers. 

• Flexible AES/EBU digital I/O — sample rate converters on input 
and output, with independent crystal and word clock input. 

• Ideal for surround mixing and recording — supports two 5.1 
surround mixes in and out simultaneously. 

• Expandable — connect up to three 1296 interfaces to a single 
computer for 36 channels of 96K input and output. 

• Compatible with your favorite audio software — includes standard 
ASIO 2.0 and Wave drivers for Macintosh and Windows. 

• Upgrade your current MOTU system — just plug it in to add 96K 
recording to your 2408,1224 or any other MOTU system. 

Mark of the Unicorn. Inc. • 1280 Massachusetts Avenue • Cambridge MA 02138 • 617-576-2760 • 617-576-3609 fax • www.motu.com 
All trademarks are property of their respective holders. 
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