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»INFINITE POSSIBILITIES DESERVE 

INFINITECAPABILITIES 
Music is infinite. Endless. Eternal. We don't just hear it with our ears. We hear it with our hearts. Our souls. Our whole bodies. 

It hits us on every level and takes us to new levels of experience. 

OASYS PCI is hi-tech with a higher calling. It takes you from here to eternity with professional quality synthesis, effects process¬ 

ing and computer audio input and output. A professional PCI audio card that delivers true-to-life, full-bodied organic sounds. 

The perfect complement to any software sequencer or digital audio workstation. 

• 28 synth plug-ins - analog, physical modeling, digital synthes s and more 

• Over 130 effects plug-ins including accurate MIDI tempo delays new reverb design and 

unique special effects 

• Over 1000 synth and effects Programs designed by the legendary Korg Voicing Team and 

professional recording engineers 

• Open architecture design, ready for new synth and effects plug-ins from Korg and third parties 

• 12 channel submixer to process synthesis programs, audio inputs or hard disk audio tracks 

• Chains of up tc 4 effects each on channel inserts, 4 send busses, and 6 stereo output busses 

• Supports ASIO. FreeMIDI. OMS and Windows audio and MIDI standards 

• 24-bit stereo analog, S/PDIF and ADAT optical input/output 

• PCI card with 5 Motorola DSPs providing 480 MIPS of synth & audio processing power 

• Works with all major sequencing and digital audio programs 

• Available f«r both Mac (now) and PC (late Spring. 2000) 

oasys pci online at www.korg.com/oasyspci. htm 
PCI 

Open Architecture Synthes s, Effects, and Audio I/O 
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WANT AN INTERACTIVE CD-ROM FEATURING KORG’S OASYS PCI CARD? SEND $3.00 S&H TO: 
©2000 KORG USA, ATTN: OASYS CD, 316 S SERVICE ROAD MELVILLE. NY 11747-3201 • FOR INFO VIA FAX BACK, CALL [516)393-8530 DOC *4104 
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Steinberg's TrueTape™ process brings 
the analog sound to digital recordings. 
It accurately models the magnetic tape 
transfer process and lets you choose 
how hard to drive the signal on to "tape 

With a new interface design and more 
functionality from top to bottom - one taste 
of Cubase VST 5.0 and you'll be hooked. 

Get connected to the Cubase community 
at our new user site: www.cubase.net 

All versions support 16- & 24-bit recording 
modes and Cubase VST/32 now suppors 
32-bit floating point files for recording, 
mixdown and export. And VST/32 includes 
the Apogee LIV-22 dithering algorithm -
widely seen as the absolute best sounding 
dithering in the industry. 

There’s a new Cubase VST on the street. 
Version 5.0. And it sounds better, looks 
better and feels better than any recording 
software you have ever experienced. 

Linear Time Base™ MIDI transmission 
protocol means the MIDI timing of every 
event leaving a MIDI interface can be 
guaranteed to sub-milli-second precision 

Stombarg 
Creativity First™ 

www.steinberg.net «U.S. (8I8) 678-5100 
Fax: (8I8) 678-5199 • Fax On Demand: (800) 888-7510 
Canada: (416) 789-7100 • Fax: (416) 789-1667 
All trademarks are the properties of their respective companies and or organizoons 

All rights reserved. 
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FROM THE EDITOR 

The Expanding EQ Family 
Aside from its amazingly handsome (and thoroughly modest) editor, one of 
EQ’s strongest features has always been its stellar lineup of columnists and 
contributors. With the likes of esteemed industry guru Craig Anderton on 
tech duty, the FezGuys spinning Web wisdom, and the inimitable Mr. 
Bonzai searching out and redefining emerging and industry-leading engi¬ 
neers and producers, we’ve already got a line-up other magazines would give 
up black ink to call their own. Add to this fearsome trio the rarely shy Al Koop¬ 
er holding forth on topics near and dear to project studio hearts, and engi-
neer-without-peer Roger Nichols sharing his boundless experience, knowl¬ 
edge, and technical expertise, and you have a pantheon without equal. But 
are we satisfied? Nope, not us. We won't be happy until EQ offers more bang-
per-page than you can possibly absorb in a month. 

To that end, I’m proud to announce two new column additions to the 
book. First up is David Frangioni’s “Studio Tech,” which will appear on a 
bimonthly basis. David is a long-time contributor to EQ; most recently he 
reviewed the Lexicon 960L multichannel effects unit for the July issue. In ad¬ 
dition to being a first-call product reviewer, David is the premier project-
studio-builder-to-the-stars, having masterminded rooms for the members 
of Aerosmith as well as serving a veritable who’s who of the 
music industry, including Chick Corea, Bryan Adams, The Rolling Stones, 
Elton John, and a litany of others. He currently heads up Audio One, a pro 
audio consulting firm, where he serves as chief guru and lead gear junky. 
David’s “Studio Tech” column will cover all aspects of project studio design, 
construction, ergonomics, maintenance, and much, much more. In addi¬ 
tion, we’ll continue tapping David for product reviews and feature stories. 

Jim Bordner, the author of our new “Guest Room Warrior” column, has 
also been making a name for himself of late. Over the past few issues, Jim 
has been penning articles for us dealing with the business side of project 
studio life. Jim’s friendly approach and insightful discussions have proved 
so popular that we’ve locked in monthly space for him in the column sec¬ 
tion. “Guest Room Warrior” will deal with running your project studio as 
a business; look for columns on insurance, taxes, financing, billing, deal¬ 
ing with clients, and more. How qualified is Jim to write about these top¬ 
ics? Put it this way: For Jim, this isn’t just regurgitated business school 
theory. After sitting for years on the other side of the glass as an ad agency 
copy writer/producer, he now lives the Guest Room Warrior life every' day 
in his successful Gravity Music project studio, which he operates from — 
you guessed it — a converted guest room. 

You’ll be seeing Jim’s byline on other things around here, too. Next 
month, for example, he’ll be giving you the pro project studio perspective 
on the Summer NAMM show — just what does all that new gear really mean 
for those of us who are trying to make a living with our studios? Will it 
really help us work faster, better, and more efficiently? Tune in to Jim’s 
report to find out. 

Please join me in welcoming these newest members of the family. 
We’re thrilled to have them join us here in EQ-land. 

Think we’ve done all we can do to improve your favorite project record¬ 
ing magazine? Not by a longshot — we’re just getting started! Watch out 
next issue when we pull the lid off of several announcements sure to send 
cascades of excitement through the audio world. And in October? Let’s just 
say EQ as you know it is about to emerge reborn.... 

— Mitch Gallagher 

gallagher@psn.com 

JOHN HURLEY 
Publisher 

EDITORIAL 
MITCH GALLAGHER 
Editor 

ANTHONY SAVONA 
Managing Editor 

CRAIG ANDERTON 
Technology Editor 

STEVE LA CERRA 
Senior Editor 

ROBERT GRANGER 
Associate Editor 

MICHAEL SANCHEZ, SCOTT ARUTI 
Editoral Assistants 

JIM BORDNER, DAVID FRANGIONI, 
AL KOOPER. JON LUINI, HOWARD MASSEY, 
ROGER NICHOLS, BOBBY OWSINSKI, 
RICH TOZZOU, ALLEN WHITMAN 
Contributing Editors 

MR. BONZAI 
Editor-At-Large_ 

EXECUTIVE 
PAUL GALLO 
President 

MARTIN PORTER 
Senior Vice President/Publishing Director 

TIM WETMORE 
Editorial Director_ 

SALES & MARKETING 
ANDY MYERS 
Tel: 914-271-3334, Fax: 914-271-3773 

International Sales Manager 

MICHAEL MATHIESON 
Tel: 631-493-9470, Fax: 631-462-9650 

East Coast Sales 

TARA ESPOSITO 
Tel: 212-378-0456, Fax: 212-378-2158 

Midwest Sales 

LEN KEELER 
Tel: 909-672-8059, Fax: 909-672-8058 

HOLLY O'HAIR 
Tel: 909-693-9598, Fax: 909-693-9598 

MARGARET SEKELSKY 
Tel: 212-378-0491, Fax: 212-378-2158 

West Coast Sales 

CHRISTINE VELA 
Tel: 631-547-1180, Fax: 631-547-1181 

Manager of Specially Sales/Classified Sales 

CRISTINA GALLO 
Director, Special Projects & Events 

DANIELLE CIARDULLO 
Marketing Specialist_ 

ART & PRODUCTION 
MARSHALL MOSELEY 
Art Director 

GREG GENNARO 
Associate Art Director 

RIVA DANZIG 
Creative Director 

FRED VEGA 
Production Manager 

ANNETTE GOLLOP 
Circulation Manager 

PUBLISHED BY MILLER FREEMAN PSN, INC. 
Editorial Offices: 460 Park Ave. South, 9th Floor, New York, NY 

10016-7315. Tel: 212-378-0400. Fax: 212-378-2160 

Email: eqmagazine@aol.com 

Subscriptions: EQ Magazine, P.O. Box 0532, Baldwin, NY 
11510. Tel: 212-3780449. Email: circulation@psn.com 

Article Reprints: Tel: 212-378-0438. Email: reprints@psn.com 

Adminislrative/Sales Offices: 460 Park Ave. South, 9th Floor, New 

York, NY 10016-7315. Tel: 212-378-0400. Fax: 212-378-2160 

Web Sites: www.prosoundnews.comwww.eqmag.com 

A EQ (ISSN 1050-7868) is published monthly plus Buyer's Guide in 

December by Miler Freeman PSN he, 460 ParkA^S, 9b fl, New 

York, NY 10016-7315. Periodicals postage paid at New York, NY 
^TERNATIONAL addrfional mailing offices POSTMASTER Send address 

\\Z, changes to EQ, PO Bax 0532, Baldwin, NY 115100532. SUB 
SCRIPTIONS U.S. $29 95 for I yr, CANADA add $10 per yr for 

surface, cher countries add $15 per yr for surface, Al add $30 per 

▼ yr. far Airmail Al subscriptions outside he U S must be pre-paid in 

U.S. fonds-by International Money Order, checks draw from a bank located in he USA Visa, 

MasterCard or American Express Back issues $5 Al product information is subject to change, 

publisher assumes no responsibility for such changes Al listed model numbers and product 

names are manufactorers registered trademarks 

Printed in the U.S A. >/> Miller Freeman 
** «7 A Vmwd Niwa A Media complin 

6 AUGUST 2 0 0 0 E Q 



...you need to respond fast—before the magic moment is lost forever. 
So when inspiration strikes, which would you rather do: bust open 

your computer, wrestle with IRQ conflicts, and troubleshoot a 

couple of failed driver installations, or hot-plug a full-blown 24-bit 

audio recorder/processor/controller/mixer into your computer’s 

(or laptop’s) external port and get busy making music? 

(Now that’s a tough question.) 

We made a pretty good name for ourselves defining the state-of-the-art in professional 

recording gear. But that’s yesterday’s news (and we’re not about to rest on our laurels). 

Today’s musicians demand—and deserve—capabilities far beyond those offered by the 

current crop of run-of-the-mill audio interfaces. Capabilities that put a host of powerful, 

easy to use studio tools at your creative fingertips: 

24/96 precision mic/instrument/line inputs. Comprehensive digital mixing with sophisticated 

EQ and a compressor/gate/expander on every channel. Remarkably flexible—but amazingly 

simple—signal routing. Fully configurable hardware control of your audio software. Total parameter 

recall. Plus more analog and digital ins and outs than you ever dreamed of. Oh, yes, and a user interface 

that makes a manual about as necessary as snow tires in the Sahara. 

Sound interesting? Just wait ’til you hear it. Better yet, wait ’til you use it—either 

with your computer, or live at the gig. (By the way, it's priced lower than most single¬ 

purpose digital audio interfaces.) 

Computer Audio Recording Interface 
Software Control Surface 
Stand-Alone Digital Mixer 

Specifications sutject to change without notice. 
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cakewalk 

f^i^CD SLJlbS 
Cakewalk Pro Suite is the complete Windows workstation for multitrack recording, 

real-time mixing, and hard-disk based sampling. Once inside, you’re free to produce 

professional music and sound projects entirely in the digital domain. 

The Pro Suite provides an arsenal of software tools for today’s recording musician. 

It combines essential recording and sampling software technologies into an 

integrated studio solution. There's nothing else like it available today. 

(CAKEWALK PRO AUDIO 9) 

00:00'03:18 

• Record and mix up to 256 tracks of digital 
audio and MIDI 

• WavePipe' low-latency audio mixing and 
playback using standard Windows audio cards 

• Supports 24-bit/96 kHz audio hardware 

• Exports audio to MP3, RealSystem Gz, and 
Windows Media formats for Internet delivery 

• Notation with guitar tablature, fretboard editing 

• Sync to film and video; import digital video 

• Non-linear, graphical editing of audio and MIDI 

• Supports real-time DirectX plug-ins 

• Supports real-time MFX MIDI plug-ins 

• StudioWare' for MIDI-based studio automation 

.. I ' V 7 JL I 

-;--
(nemesys cicasampler le 

• Hard disk-based sampler 

• Integrates with Pro Audio 9 as virtual synthesizer 

• Provides gigabyte-size sample sets 

• Loads samples in seconds, not minutes 

• Save and load entire performances 

• Fast, tight note-on responsiveness for live playing 

• Sample instruments with full natural decay 

• Full looping implementation (although looping is 
not necessary) 

* 32-bit audio signal processing 

• Reads GigaSampler, .WAV, and Akai' Libraries 

• Includes GigaPiano' Sample Library CD-ROM 

GigaSampler is a registered trademark, and NemeSys, GigaPiano and the NemeSys logo are trademarks of 
NemeSys Music Technology, Inc. Cakewalk is a registered trademark, and Cakewalk Pro Suite, Cakewalk Pro 
Audio, Cakewalk Audio FX, WavePipe, Musician's Toolbox and the Cakewalk logo are trademarks of Twelve Tone 
Systems, Inc. Other trademarks mentioned are the property of their respective owners. 



(CAKEWALK AUDIO FX 1 DYNAMICS PROCESSING ) 

• Compressor/Cate maintains audio signal levels 
at user-defined levels 

• Expander/Gate increases dynamic range of audio 

• Limiter prevents audio signals from exceeding 
user-defined threshold 

(CAKEWALK AUDIO FX 2 VINTAGE TAPE AND AMP SIMULATION) 

(CAKEWALK AUDIO FX 3 SOUNDSTAGE DESIGN FOR CUSTOM REVERB) 

in os 

All Cakewalk Audio FX plug-ins provide: 

• 32-bit, floating point effects processing 

• DirectX-compatibility.the Windows standard 

• Real-time effects processing and off-line editing 

• Advanced processing algorithms add classic sound 
and warmth to “dry” and “cold” digital audio tracks 

• AmpSim adds guitar amplifier sound to digital audio; 
choose and modify amp model, speaker cabinet, 
overdrive, EO and other parameters 

• TapeSim adds tape saturation and natural warmth 
associated with analog magnetic tape decks 

• Design virtual rooms in which to process digital audio tracks 

• Add and move walls, adjust ceiling heights, define surface absorption properties 

• Choose microphone types and placements 

• Assign audio tracks to different "performers" 

• Use and modify predefined spaces, like jazz club, arena, and cathedral presets 

•J-
[E E E E □ EE —J -
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(MUSICIAN’S TOOLBOX III) 

• 2 CD-ROMs of multimedia content and tools 

■ Digital audio loops and samples 

• Professional MIDI drum patterns 

• Digital video images 

• SoundFont instruments 

• Advanced Pro Audio 9 tutorials 

• More 

Cakewalk Pro Suite is available worldwide. 
For more information, visit www.cakewalk.com, 
or call 888-CAKEWALK (617-441-7870 outside U.S.). 

cakewalk 
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LETTERS TO EQ 

USE IT, DON'T ABUSE IT 
What a great article on Bruce Swedien! 
[July ’00] I love this guy. I found his 
comments on the overuse of digital 
editing to be very interesting. Needless 
to say, I totally agree with his philoso¬ 
phy. 1 have seen too many producers 
and engineers say, “We’ll fix it in 
‘Tools,’” or, "Let’s do another take and 
I’ll fix it by comping and editing.” 
Sliding tracks, picking up hits or notes, 
blah, blah — uchhh! 

What ever happened to talent? The 
reason producers and record companies 
insisted on using studio musicians dur¬ 
ing the '60s and ’70s was because those 
people could get it in a few takes. Car¬ 
ol Kaye, Hal Blaine, Glen Campbell, and 
others are on tons of the records out of 
L.A. at that time. 

Today’s records don’t sound as 
good because the talent isn’t there. Now 
you have producers who say, “I’ll fix it 
later.” They do dozens of takes wearing 
out the talent and the recording staff 
and taking all the energy out of the 
music. I heard a story from a second 
engineer from a major room in the San 
Francisco area: The drummer from one 
of the biggest metal bands around was 
heard saying after a Pro Tools session, 
“That’s the best drum track I never 
played!” Digital is great if the users don’t 
go on a control freak power trip. I’m sor¬ 
ry, that’s just how I feel. Oh, wait, I’m 
not sorry! 

Kurt Foster 

Kurt Foster Recordings 

Ferment CA 

ABOUT TIME 
It’s about time Sylvia [Massy Shivy, July 
’00| was featured in an article in a profes¬ 
sional audio magazine! I don’t personal¬ 
ly know her and have never met her, but I 
would be honored to shake her hand and 
thank her for the “sound” that she creates. 

I still use the Tool Undertow CD 
when I’m auditioning monitoring sys¬ 
tems because of the clarity and power, 
openness, and punchiness that Sylvia 
achieved on that record. The sonic dif¬ 
ferences between the songs on the Pow¬ 
erman 5000 album that Sylvia produced 
and the rest are like night and day. 

Whenever I see her name on the 
album credits, 1 expect nothing but a 
great sounding record. It’s wonderful to 
finally see a picture of her and to learn 
a little bit more about her background 
and her recording technique. 

Is there a way that you folks could 
forward this message to her or her 
management? In an industry littered 
with so many fallen idols, Sylvia Massy 
Shivy has always maintained her place 
on a pedestal, in my honest opinion. 

Erick Labson 

Universal Mastering Studios 

North Hollywood, CA 

DO IT 
Like Nigel Russell, I would be interest¬ 
ed in a Microphile collection on CD-
ROM. Maybe it would even be possible 
to add some sound examples to each 
article? Many of the mies shown are 
unknown or very, very rare here in 
Holland, and 1 haven’t got the faintest 
idea as to how they sound. 

Jan Pronk 

The Hague 

Holland 

POST IT 
Don’t bother making a CD-ROM or 
printed edition of Microphile...just 
post it on your site! It would be a great 
resource. 

Marcos Sueiro 

Tie Records Int’l 

Chicago, IL 

www.neiu.edu/nmarkos/ 

bic/TieRecords.htm 

Write to us. Send your letters to: EQ Maga¬ 
zine, Letters to the Editor, 460 Park Ave. 

South, 9th floor, New York, NY 10016. Fax: 

212-378-2160. E-mail: EQMagazine 

@aoLcom. Web: www.eamag.com. 

NAME THAT STUDIO 
Your article on Glen Kolotkin in the June ’00 issue had some amazing photos by 
Eleonora Alberto, one of which was used on the cover. But just where is that beau¬ 
tiful vintage Neve console in the background? It’s at Sorcerer Sound Studio B in 
New York City (www.sorcerersound.com). The console pictured was put togeth¬ 
er in 1985 by Alan Fierstein of Acoustilog Inc., who took a Neve 8038 from AIR 
Studios in London and an 8086 from A&R in New York and joined them together 
to form one custom 62-input console with GML automation. 

Vera Beren 

via fax 
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There’s a new sheriff in town 
ADIOS AMICO' 
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EQ&A 

ON THE BOARDS 
HELP ME PLACE THE GUITARS 
Does anyone have advice on placing gui¬ 

tars? The instruments are pretty straight¬ 

ahead rock: guitar, bass, drums, vocals, 

backup vocals. Maybe some last-minute 

percussion. 

We doubled the guitar, which was a 

little too mellow, and then added a third 

track to get more bite. They all play the 

same thing, with embellishments here 

and there. The third track stays out of 

some verses. I was trying to make one big 

guitar sound. Then there are doubled 

lead guitar tracks. 

So far I like the rhythms wide 

left/right and the third track pretty 

much center. On the lead tracks, I had 

him do things here and there. This 

breaks up the monotony and sounds 

good as “ear candy” panned wide. But it 

seems like there might be some compe¬ 

tition going on. 

There are lots of options. I could just 

pan the rhythms in when the leads 

come in. Or go with fewer guitars, but, in 

this case, more seems like more. —Curt 

I would use an even number of rhythm 
guitar tracks (usually just two, lose the 
third one, and re-do your tracks prop¬ 
erly with the final sounds you need) and 
pan them slightly inside of full-out 
left/right. 

Watch your phase meter and listen 
for phase cancellations between the 
wide-panned guitars. If you have phase 

problems, you may need to either re¬ 
record one of the tracks or slightly pan 
one or both of them in a little to avoid 
the guitars disappearing too much in 
mono. Check your guitar panning in 
mono, too; try looking for the best pan 
settings while listening in mono. 

I would almost never pan a rhythm 
guitar straight up the middle because 
that space is usually already pretty 
crowded with the vocal, bass drum, and 
bass guitar, with the snare not far away. 

Lead guitar panning is a matter of 
taste and context, but don’t pan it the 
same as the rhythm guitars. I more of¬ 
ten record the lead in stereo than dou¬ 
bled, but it depends on the context. 
— Jon 

Re-recording the guitars isn’t an option 
at this point. I’m not noticing (surpris¬ 
ingly) any phase problems in mono. I’ll 
try putting some of the other suggestion 
to use though, especially the panning-
in-mono idea. 

If you record your leads in stereo, 
then you must have your rhythms pulled 
in some, right? Or do you automate it so 
they only pan in for the lead? —Curt 

I usually pan the alt-rhy or alt-lead parts 
at 11 or 1 o’clock. If you have phase 
problems and you are working on a 
DAW, grab the out-of-phase phrase 
from the guitar that is most out-of-time 
and shift it forwards/backwards until it 
is in phase. —Quin 

DVD 5.1 MONITORING 
IN THE STUDIO 
What's the best way to monitor discrete 

5.1 from a DVD in the studio? Are there 

players with built-in discrete5.1 outputs? 

Or do we need a decoder to get the dis¬ 

crete outputs? — Mr. Anxiety 

You can get players with discrete out¬ 
puts and built-in decoders. I just got a 
consumer Pioneer DV-626D, which has 
5.1 analog outputs and decoders, as well 
as digital outs that can feed external de¬ 
coders. I chose it because of its built-in 
DTS decoder (it also has Dolby decod¬ 
ing). Most of the players I checked out 
had DTS "support," but not DTS de¬ 
coding. —Mitch Gallagher 

Does this box have six analog outputs 
for the amps/speakers, or will we still 
need to go into a receiver to split it out 
six ways? —Mr. Anxiety 

The model I mentioned can work either 
way. Using its internal decoders, it 
sends signal out six analog outputs. It 
also has digital outs for feeding an ex¬ 
ternal decoder or receiver. I’m using it 
in my studio to feed six powered mon¬ 
itors (five monitors and a sub). 

There are other models that have this 
capability as well; the main reason I went 
with this one is its DTS decoder. For what 
it’s worth, I’m sure the audio would be bet¬ 
ter using an external high-end decoder 

BOARD 
Online Studio Community 
WWW.EQMAG.COM 

FEATURING: ED CHERNEY • GEORGE MASSENBURG • AL KOOPER • ROGER NICHOLS 
Get your questions answered by those who know. Talk with your peers, log on today. 
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WHY BUY GEAR 
AT SWEETWATER? 
YOUR SOURCE FOR 

RECORDING 

MONITORS 

GUITARS 

KEYROARDS 

AMPLIFIERS 

PRO AUDIO 

AND MORE 

(219) 432-8176 • FAX (219) 432-1758 • salesSsweetwater.com • 5335 Bass Road • Fort Wayne, IN 46808 
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"You guys never cease to amaze me, your staff is so knowl¬ 
edgeable and helpful and it's always a pleasure dealing with 
you folks. Thanks! " Craig DelCasino 

"Best service of any mailorder company I have 
tried." Dan Graybill 

"You guys are 'the' pro's (and I live in 'Music City'). 
Denny Elliott 

"Thank you for your extremely informative inSync 
Newsletter and other valuable time and cost saving 

references. Your services...provide a bridge to help pro 
fessionals in the industry to up-date and keep abreast 
on a weekly basis." Chris Mar 

What a totally 'class' 
operation you guys are. 
Sweetwater treats us like 
valued clients, like profes 
sionals, and like friends." 
Tim Snyder 

"I only buy new equipment 
from Sweetwater. The level of 

r customer service is the reason I 
have stayed with Sweetwater over 

the past 5 years." Chris Huitz 

"What a GREAT web site! 
I'm amazed. I've actually 
been able to find what I 

needed, without spending 
great gobs of time to do it." 

Jack Jacobsen 

"Thanks again for making this such a plea 
surable sales experience. As far as I'm con-

I, cerned, you've EARNED a customer for life. For 
all of our future audio needs, Sweetwater will 

be my first and only call." Nevin Davidson 

The only place I will buy gear from 
anymore — forget "music stores". 

i ^7 Sweetwater has changed the way 
Mb I think about purchasing equip-

ment." Jon Wolfson 

Sweetwater 
music technology direct 

800.222.4700 
k www.sweetwater.com 
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rather than the decoder built-in to this $400 
player. But for a quick A-B reference solu¬ 
tion, it works for me. —Mitch Gallagher 

AIFF VERSUS SDH 
VERSUS WAV 
I’m curious if there is any sound quali¬ 

ty difference between the various com¬ 

puter audio file formats. If so, which do 

you prefer? —Onerecords 

They are all exactly the same. The only 
difference is a header at the front of 
each file describing the sample rate, bit 
depth, and length of the sound. You can 
convert back and forth between them all 
day and end up with exactly what you 
started with. —Roger Nichols 

RECORDING NATIVE 
AMERICAN DRUM GROUP? 
I’ve been presented with a challenging 

project: To record a Native American 

drum group in the studio. There are six 

singers/drummers who'll be puttingout 

lots of level playing and singing at the 
same time. The drum is about 3 feet by 10 

inches and sits on a stand about 1 foot off 

the ground. Any suggestions or experi¬ 

ence in these types of situations? I can 

especially use tips on mic placement and 

choice. The room will be a disadvantage 

as it is fairly small. —Tony 

The first studio I worked at was on a 
reservation up in Canada...sounds like 
western plains native music? (Based on 
the drum size and setup....) 

The best possible thing you can do 
is to find a way to go to a bigger room so 
that you can blend tight and distant 
mies. This type of music is, in my expe¬ 
rience, all about having big vocals, and 
letting the overtones of the drums de¬ 
velop; a small room really works against 
that. I personally have gotten better re¬ 
sults going to a rented hall or church that 
sounds good and recording direct to 
two-track or eight-track than using the 
studio’s small room/24-track setup. I 
wouldn’t worry about isolation, just try 
to capture the raw power that you ex¬ 
perience sitting next to those guys when 
they play live. —Steve 

The group is kind of “pan-tribal," but 
will be doing western plains styles. 
What was your configuration for your 
close mies? I really would like to get the 
power of the drum as opposed to just 

the attack — maybe I should mic the 
bottom of the drum, too? —Tony 

The studio I did that stuff at was kind of 
lo-fi, but I got pretty good results on the 
bottom end by sliding a Shure SM91 un¬ 
der the drum right on the floor. I have also 
used AKG C414’s, but it can be a b*tch 
placing them depending on the height of 
the drum from the floor. Then I boomed 
in a top mic over the center of the drum 
about 12 inches off the head to get the at¬ 
tack and put a couple of room mies up 
about 12-14 feet away at head level. But 
that really depends on the room. I was 
able to use the room mies for the chant¬ 
ing, since the boys were pretty loud and 
the room worked, then I just went back to 
the studio and overdubbed the solo voic¬ 
es so that we had some control. I put the 
solo fellow in another room and gave the 
band open-ear headphones so he could 
direct them and not risk screwing up the 
mix to DAT. Worked great. 

Hope all this helps. Funny, I always 
thought that this experience wouldn’t re¬ 
ally come in handy to anyone else. —Steve 

COMPRESSION 
AND EQ UP FRONT? 
Do you normally EQ and compress a vo¬ 

cal going to tape, or record flat and EQ 

and compress afterward, when you mix? 

What's the best method? — R. Stroope 

1 use a little bit of compression on the vo¬ 
cal during recording, but just the small¬ 
est amount (1 to 2 dB at 2:1). Some 
singers, such as Ricki Lee Jones and 
Rosanne Cash, don’t want any com¬ 
pression during recording because it 
hampers their own natural dynamic con¬ 
trol. I use a little bit more compression on 
background vocals (3 to 6 dB at 3:1). 

I use some additional compression 
during the mix. The amount varies. What¬ 
ever it takes to make the vocal sound full, 
but not compressed. —Roger Nichols 

ASK US 
Send your questions to: 

EQ Magazine • Editorial Offices 
460 Park Ave. South, 9th Floor 

New York, NY 10016 
Fax: 212-378-2160 

E-mail: EQMagazine@aol.com 
Web: www.eqmag.com 

Sneed 
TC|Intonator 
TC|MasterX 

TC I VoiceStrip 
Woofie/Tweetie 

Access Virus 
Alkali 

Amp Farm 
Bruno/Reso 

Compressor Bank 
d2 
d3 

D-Fi 
DINR 

D SPider 
Filter Bank 

¡RM - Freeze 
foppier 
Reson 

LexiVerb 
Maxim 

Pitch 'n Time 
PitchDoctor 
Pu rePitch 

Rea'Verb 5.1 
Reverb One * 

SmartPan Pro 
SoumlBIender 

★sneak peek at Digidesign's 
new reverb plug-in 

Their best plug-ins — 
deveUoped exclusively 

for Pro Tools. 

The oesi-sounding 
reverbs. 

The most accurate 
hardware emulators. 

The coolest synths. 

Hear them all at our 
Digidesign Plug-In Fest. 

Register Now! 
by phone or on our website 
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www.digidesign.com/pluginfest 

The best companies. Their best plug-ins. 
Only on Pro Tools’. Hear them on tour. 

exicon 
Line 6 
McDSP 
Pitch 'n Time 
TC I Works 
Wave Mechanics 

«6/2000. Digidesign, a division of Avie Technology, Inc. Digidesign and Pro Tools are trademarks or registered trademarks of Avid Technology, Inc., or its 

subsidiaries or divisions. All other trademarks contained herein are the property of their respective owners. 
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Access 
DUY Research 
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The first name in MIDI. 
For more than a decade, one company has remained at the forefront of the evolution of MIDI, making innovative, 
cost-effective solutions with legendary dependability. Our new best-selling USB MIDISPORT family is yet another step in our 
commitment to bring you the latest tools with the latest technology, without the latest headaches. It's no accident we're the 
world leader in MIDI. 

USB MIDISPORT 8x8/s - 8 in/ 8 out MIDI interface with SMPTE. 

USB MIDISPORT 4x4 - 4 in/ 4 out MIDI interface. 

USB MIDISPORT 2x2 - 2 in/ 2 out MIDI interface. 

USB MIDISPORT lxl-1 in/ 1 out MIDI interface. 

sniDiman 
Leading the MIDI World. 

The MIDISPORT line is compatible with: Mac G4s, G3s, iMacs and PCs. 

800-969-6434 . WWW.MIDIMAN.COM • EMAIL: INFO@MIDIMAN.COM 
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The last word in Digital Audio. 
We know that choosing your recording gear is serious business. We feel the same way about making your gear. That's 
why we're proud that thousands of you have chosen to make a Delta card part of your recording set up. Whether you 
chose us based on reputation, specs, compatibility, or just because we took the time to talk with you, our message is definitely 
getting out: your success is our success. After all, we're here for the same reason- to make music better. 

DELTA 1010 - 10 in/ 10 out PCI digital recording system. 

DELTA 1010-Al - ADAT interface add-on for DELTA 1010 

DMP2 - 2 channel high-performance mic preamp direct box. 

DELTA 66 & DELTA 44 - 24 bit/ 96 kHz full-duplex recording interfaces. 

Make music better. 

The Delta product line, which features full 24 bit /96kHz operation, has been painstakingly tested so as to provide optimal 
performance with the finest software programs available today. We are proud to offer the following driver support.: 

800-778-3241 • WWW.M-AUDIO.COM • EMAIL: INFORM-AUDIO.COM 
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LOS ANGELES TO BE 
"SURROUNDED BY SOUND" 
DURING 109TH AES CONVENTION 
Themed “Surrounded by Sound,” the 109th 
Audio Engineering Society (AES) convention 
is slated to take place September 22-25,2000 
at the Los Angeles Convention Center. As part 
of a bevy of announcements, AES executive 
director Roger Furness has announced the 
formation of the Convention Committee. "It 
will have been four years since our last LA 
convention, and we are looking forward to a 
truly stellar event,” says Furness. 

AES Convention Committees comprise 
busy industry professionals who generously 
devote a substantial chunk of their time to 
make the conventions resonate with mean¬ 
ingful events and programs. This huge effort 
is supported by a professional AES manage¬ 
ment team led by Furness and director of con¬ 
vention management, Chris Plunkett. "Our 
mandate is to orchestrate the logistical com¬ 
plexities of the event,” Plunkett adds. 

The committee consists of convention 
co-chairs: Roy Pritts and Ron Streicher; pa¬ 
pers co-chairs: Marshall Buck and Eric Ben¬ 
jamin; workshop co-chairs: Van Webster 
and Valerie Tyler; technical tours chair: 
Richard Burden. 

In other AES news, the September 

22nd Opening Ceremonies for the Con¬ 
vention will feature the AES Awards Pre¬ 
sentation and a keynote address by leg¬ 
endary jazz musician/composer Herbie 
Hancock. Hancock will be discussing his ex¬ 
periences in 5.1 surround sound production. 

In keeping with its “Surrounded by 
Sound” theme, the 109th AES Convention 
is featuring paper sessions on multichan¬ 
nel techniques and spatial perception, 
highlighting two key areas of surround 
sound audio production. The convention 
will include 18 paper sessions with more 
than 100 presentations. 

"The technical paper sessions em¬ 
phasize the tremendous significance each 
area of audio has in the advancement of the 
industry as a whole,” says papers co-chair 
Buck. “With the emergence of computer 
technology, today’s research yields endless 
possibilities for the continuing evolution of 
audio technology.” 

Noting some of the challenges existing 
in the areas of loudspeakers and automotive 
audio, the paper sessions will in¬ 
clude tutorials on both. One example, 
“The Acoustics and Psychoacoustics of 

Loudspeakers and Rooms — The Stereo 
Past and Multichannel Future," by Floyd E. 
Toole, will feature a review of the factors in¬ 
volved in order for the audio industry to 
face the challenges of multichannel record¬ 
ing and reproduction. 

The 109th AES Convention will also 
host a wide range of events designed to pro¬ 
mote and further education in the profes¬ 
sional audio industry. “Education is a vital 
component of every AES Convention, and 
the programs chosen for the 109th AES are 
particularly dynamic and informative,” says 
Roy Pritts, 109th AES Convention co-chair. 

Events will include: Student Delegate 
Assembly (SDA; two meetings), "Classi¬ 
cal” and “Jazz/Pop” Recording Compe¬ 
titions, Poster Session, Education Fair, 
and Jobs Forum. 

Special events have also been planned 
for the Convention, including a workshop 
titled "Hearing Protection Solutions for Mu¬ 
sic Performance and Audio Production Pro¬ 
fessionals.” It was developed to familiarize 
music and audio production professionals 
with methods for reducing sound exposure. 
Also planned are a panel discussion titled 
“Mixing Surround Live,” an event tided 
“Multichannel Audio Over the Internet 2,” 
a workshop titled “AES31-3 Digital Audio 
File Interchange Format,” and a moderat¬ 
ed discussion tided “An Afternoon With Dr. 
Sidney Harman," who is founder of Har-
man-Kardon, Inc. 

This year’s AES Convention will fea¬ 
ture Dr. Alan C. Kay as the distinguished 
lecturer for the Richard C. Heyser Memo¬ 
rial Lecture Series. Dr. Kay will discuss the 
computer revolution and the develop¬ 
ments that promise to ensue with its onset. 

AES special events chair, Annemarie 
Staepelaere, has developed the Platinum 
Record Artists and Producers Series, and 
has announced several exciting roundtable 
discussions, including a Platinum Producer 
panel. Roger Furness, AES executive di¬ 
rector, reports these events will collectively 
explore critical issues within the profes¬ 
sional recording industry. 

“Beyond the Board: Mysteries of the 
Artist-Producer Relationship", chaired by 
Robert L. Doerschuk, senior editor of 
Harmony Central, is slated for Friday, 
September 22, and will analyze the intricate 
relationship between the artist and the pro¬ 
ducer. The Platinum Producers Panel will 
spotlight the career of renowned produc-
er/engineer Al Schmitt. "Behind The Glass: 
Platinum Producers” will present an all-star 
cast of top American and British producers 
comparing and contrasting their working 
techniques and providing real-world anec¬ 
dotes about creating chart-topping hits. 
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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 

but couldn’t ever get until now.” 

GOT THE PICTURE? 

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 

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 -4256 
FAX: (909) 628-2482 
emanley@manleylabs.com 
http://www.manleylabs.com 
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SOUNDCRAFT INAUGURATES GOING LIVE! SEMINAR IN U.S. 

DTS ANNOUNCES DTS-ES DISCRETE 6.1 AUDIO 
STANDARD, DENON DEBUTS HOME VERSION 

inclusion of DTS-ES Discrete 6.1 along 
with DTS-ES Matrix 6.1 and DTS Neo:6 de¬ 
coding in our new flagship AVR-5800A/V re¬ 
ceiver, Denon is able to clearly distinguish 
itself as the standard-setter in high-end au¬ 
dio/video receiver design and performance.” 

“Analog Devices’ Melody DTS-ES Ex¬ 
tended Surround decoder powered by our 
32-bit SHARC DSP will help expand the 

Soundcraft is set to host the first North American Going Live! Sem¬ 
inar at the Nashville Soundcheck rehearsal facility on November 
4 and 5. This unique event combines training in sound engineering 
techniques with opportunities for close-up equipment assessment. 
The tips and techniques come from leading sound professionals 
usually found on the international touring circuit. The equipment 
comes from Soundcraft and fellow members of the Harman In¬ 
ternational group of companies: AKG, BSS, Lexicon, and Spirit, 
among others. 

The Going live! Seminar operates on a non-partisan and non¬ 
profit basis. Soundcraft "sponsors” the event in terms of organi¬ 
zation, provision of equipment, and underwriting its costs, but it 
is not a sales exercise. Tutors are independent sound engineers or 
product specialists, not salesmen. So far, the instructors for the U.S. 
event include “Big” Mick Hughes and Robert “Cubby” Colby, 
with a number of other high-profile front-of-house and monitor 

engineers currently making commitments to help with the pro¬ 
gram. Hughes is best known as Metallica's long-time front-of-house 
mixer, as well as for his live work with Ozzy Osbourne and Def Lep-
pard prior to that. Colby’s resume is equally impressive, having nin 
front-of-house for acts such as Phil Collins, Janet Jackson, The Cure, 
Bob Seger, and Genesis, in addition to serving as the Grammy 
Awards' house engineer for the last two years. 

Only 100 places are available on the weekend course, w'hich 
runs Saturday morning through Sunday early evening, so interested 
participants are encouraged to register early. 

Tickets are S350 per person (plus taxes), with a $50 dis¬ 
count for students. This fee includes lunch and coffee 
throughout the course, as well as extensive printed informa¬ 
tion and course notes. 

For more information and to reserve a spot, contact Sound¬ 
craft USA at 615-360-0462. 

DTS formally announced a new program 
for the implementation of the DTS-ES Ex¬ 
tended Surround Format. The DTS-ES 
program includes the introduction of the 
new DTS-ES Discrete 6.1 format, which 
employs a new, proprietary technology for 
the playback of discrete, 6.1-channel con¬ 
tent from DVDs and CDs. This latest 
innovation from DTS elevates the perfor¬ 
mance standard for playback of the 
DTS 6.1-channel Extended Surround 
format introduced in motion picture 
theaters last year. Content mixed es¬ 
pecially for DTS-ES Discrete 6.1 will be 
available later this summer. 

The new Denon AVR-5800 A/V sur¬ 
round receiver is the world’s first audio 
component to feature DTS-ES Discrete 
6.1 decoding. It is powered by two 
Analog Devices SHARC 32-bit floating¬ 
point DSP processors — the most ad¬ 
vanced DSP devices on the market — 
along with 16 of Analog Devices’ refer¬ 
ence AD-1853 24-bit/192 kHz DACs. 
This is the first DSP implementation to 
support the DTS-ES program. The new 
AVR-5800 A/V receiver also features 
DTS-ES Matrix 6.1, DTS Neo:6, Dolby 
Digital, THX Surround EX, and Dolby 
Pro Logic decoding, as well as THX 5.1 
and 4.0 post-processing, a variety of ad¬ 
ditional DSP modes, and stereo audio. 

David Birch Jones, Denon market¬ 
ing manager notes: "We are extremely 
proud to be the first-ever manufacturer 
to offer a product with DTS-ES Discrete 
6.1 decoding capability. Thanks to the 

market for this new playback format since it 
delivers the sound quality of the recording 
studio combined with the listening experi¬ 
ence of the movie theater,” says Mike 
Haidar, general manager, Software & Systems 
Technology Division, Analog Devices, Inc. 
“We have jointly engineered this decoder 
with DTS and Denon, combined it with the 
industry’s highest-performance audio DAC, 

the AD1853, and included the ability to 
decode all legacy DTS soundtracks.” 

In addition to DTS-ES Discrete 6.1 
decoding, the new DTS-ES program in-
cludes the introduction of the 
DTS-ES Matrix 6.1 surround decoding 
format, which offers backward com¬ 
patibility with existing ES matrix-
encoded content, and DTS Neo:6, 
which is a matrix technology that de¬ 
rives up to 6.1 -channel playback from 
conventional stereo program material. 

The creative community is sup¬ 
portive of DTS-ES Discrete 6.1, and 
new content will be available on both 
DVD and CD this summer. “It has 
been a pleasure to work with compa¬ 
nies and artists who are willing to 
innovate new performance standards 
for a format that was introduced just 
last year,” states Ross Hering, vice 
president of marketing for DTS Pro¬ 
fessional Audio. "We anticipate posi¬ 
tive consumer response to this 
enhanced entertainment experience.” 

For more information, contact 
DTS at 818-706-3525 or visit them on-
line at www.dtsonline.com . 
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—Roger Nichols, EQ Magazine 
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Normally we don’t name competitors in our ads. But in this case, Mix Magazine 

published the other nominees for the 1999 TEC Award for Outstanding Technical 

Achievement in Small Format Consoles: Allen & Heath’s GS-3000, Digidesign's 

ProControl, Panasonic’s WR-DA7, Spirit’s Digital 328 and Yamaha’s 01V. 

Thanks to all who helped us win this prestigious award. 

Our Programming Department has been chugging 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 part of what 3.0 adds to the already amazing D8B. 

New key (sidechain) inputs for all 48 onboard dynamic 
processors featuring soft knee architecture and single band 

20-20k parametric EQ for frequency dependent processing such 

as de-essing 

3rd-party plug-ins via our new U EX card. Up to 16 simultane¬ 
ous 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! 

Multiple Undo List — 999 levels! 
New Snapshot libraries. 
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. 
Time Offset (delay) adds a delay of up to 999 samples 
to the signal at the pre-DSP (dynamics / EQ ) point in the 

signal path. 

New surround capabilities including depth-of-center 
control (LCR mixing with divergence), multiple surround panner 

window, individual LFE channel level control. 

Multiple direct outs per channel. 
Optional level to tape fader control. 
Assignable, bidirectional MIDI control of all parameters. 
Cross patching allows substitution of channels between 
various banks. 

The list of top engineers and producers who use the award¬ 

winning Mackie Digital 8 • Bus is growing daily. For info on 

the D8B, new UFX and Optical • 8 cards, 3rd-party plug-ins 

and how D8B owners can get their free OS upgrade, visit 

www.mackie.com or call your local D8B dealer. 

REASONS NOT TO BUY 
A MACKIE D8B...ZERO 

O FREE UPGRADE! NEW OS 3.0 ADDS 
OVER 30 NEW FEATURES! 

PLUS 3 MORE REASONS TO GO FOR IT. 
ÍÍTÍÍÍÍÍ 

Q DSP PLUG INS! 
Antares’ Auto-Tune for the D8B uses 
advanced DSP algorithms to detect the incom¬ 

ing pitch of a voice or solo instrument as 

it’s being tracked and instantly pitch-correct 

it without introducing distortion or artifacts. 

Fully automatable. 

Massenburg Parametric EQ. MDW 
2x2 High-Resolution Parametric Equalizer 

plug-in from Grammy-winning engineer/ 

producer George Massenburg. Mono/stereo EQ 

at 96kHz sample rate for unprecedented clarity 

and high frequency smoothness. 

Drawmer offers two dynamics packages foi 
the D8B: ADXI00 includes their industry stan¬ 

dard frequency conscious gating, plus compres¬ 

sion and limiting; ADX200 adds variable “Peak 

Punch” and further Drawmer innovations. 

IVL Technologies’ VocalStudio 
provides real time vocal doubling, multi-part 

harmonies and pitch correction in an easy-to-

use interface. A free demo is built-into the 

Digital 8 • Bus. just add a second MFX card 

to own this innovative plug-in from a world 

leader in vocal processing. 

TC Electronic Reverb (bundled with 
the D8B UFX card) provides Reverb I and 

Reverb 2 algorithms from the renowned TC 

Electronic M2000 Studio Effects Processor. TC 

FX upgrade package contains an expanded 

set of M2000 reverbs plus Delay, Chorus, and 

Pitch. TC 2000 adds the TC M2000’s Reverb 3, 

de-essing, tremolo, phasing, and panning. 

© SÍÍ AWARD

BIGITALMÀCXOIK 
11MFACTORYIN 
nMUfUiKi www.mackie.com • 800/258-6883 

ANTARES 
I*Mode: automatic 
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IB 
TRACK 

18 Tracks / 24-bit 
The VS-1880 offers full 18-track simultaneous playback, 288 Virtual Tracks 

for trying out all your ideas, and 24-bit A/D-D/A converters for superb, 

award-winning sound. 

CD Burning 
With the optional CI) Recording System*, you can burn your own audio CD's and 

back up your projects to CD-R at blazing speeds. 

7] FREE Emagic Music Production Software 
Every VS-1880 includes a FREE copy of Emagic’s® award-winning Logic ' VS music 

, production software, so you can edit and mix your VS-1880 tracks alongside your 

MIDI sequences in an integrated computer-based production environment. 

Unrivaled Effects 
By installing optional VS8F-2 Effect Expansion Boards*, you get up to 

4 stereo/8 mono effects processors including studio-caliber reverbs, 

delays and chorusing, vintage effects simulations, and innovative 

COSM Guitar Amp, Microphone and Speaker Modeling. 

Automated Digital Mixing 
Perfect your mixes with the VS-1880's built-in 28-channel 

digital mixer, which includes time-saving dynamic 

automation capabilities and routing options galore. 

Mastering Tools 
The Mastering Tool Kit* gives you professional CD mastering 

tools including split-frequency compression, full parametric EQ s, 

extensive dy namics control and preset mastering templates— 

cleanly integrated into the V-Studio recording environment. 

Industry-Leading Support 
Answers to any operational questions you may have— from day one through day one 

million— are never far away, thanks to Roland s extensive product support team. 

Proven Performance 
When you buy a VS-1880. you're buying into a proven digital studio technology 

used by nearly 200,000 musicians, engineers and producers worldwide. 

optional Effects Expansion Hoards and Cl) Recording System sold separately. Cl) Mastering and Mastering Tool Kit " require these optional purchases. 



The New Measure of 
Recording Power 
When it comes down to it. you can never have enough tracks... or effects... 
or convenience... or power. That's the thinking behind the new Roland 
VS-1880 Digital Studio Workstation. It’s the ultimate integrated recording 
studio from the company that revolutionized personal hard disk recording. 
Any other studio, quite frankly, doesn't measure up. 

DEMO VISEO AVAILABLE ^Roland 
VS-1880 24-bit Digital Studio Workstation 

Call 800-386-7575, ext. 2595 for your $5.00 Demo Video. Faxback Information: (323) 890-3780 doc.# 10418 www.rolandus.com 
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PRODUCT 
VIEWS 

HOW'S YOUR CPU? 

If you’ve ever run a recording project with a large number of plug-ins, you’ve probably 
experienced running out of CPU power. 

When the CPU runs low, the audio starts skip¬ 
ping. Minnetonka Audio Software’s CPU 
HAWG can find out exactly how much CPU power plug-ins are using. The CPU HAWG 
is easy to use — just select from the list of DirectX plug-ins installed on your system 
and hit the “Test" button. The CPU HAWG displays the percentage of available CPU 
that is used by that plug-in. You can also test the performance of your plug-ins us¬ 
ing different file formats. You can choose 16- and 24-bit audio, or 32-bit floating point, 
as well as different sample rates up to 192 kHz in mono or stereo. Best of all, the CPU 
HAWG is a free download. For more information, call Minnetonka Audio Software 
at 612-449-6481 or visit www.minnetonkaaudio.com . Circle EQ free lit. #110. 

MIXER MAKEOVER 
he popular turntablist mixers from Rane 
have received a smooth facelift. Now the 
TTM 54i and the Mojo TTM 52i performance 

mixers have a smooth Lexan faceplate with graph¬ 
ics that will never wear off. The new transform 
switches have a contoured paddle that is gentle on the 

fingers for faster, more comfortable cutting. The 
faders on the TTM’s have been relocated for a more er¬ 
gonomic layout. The TTM 54i performance mixer is de¬ 
signed for the most demanding DJ, featuring a precision 

active crossover, front-panel “hamster” reversal and 
switchable contour controls, assignable effects loop, and 
more. The Mojo TTM 52i features a reduced feature set as 

compared to the TTM 54i, offering a more cost-effective so¬ 
lution for DJs. For more information, call Rane at 425-355-6000 

or visit www.rane.com . Circle EQ free lit. #111. 

KIND OF CREATIVE 

Kind of Loud Technologies has released RealVerb stereo re¬ 
verberation plug-ins for Pro Tools TDM and Digidesign’s 001 
format, RTAS. RealVerb is a high-quality reverb with the abil¬ 

ity to morph room shape, size, and texture, giving users creative 
control over their sound. The morphing and blending tools func¬ 
tion in real-time, with no pops, clicks, or distortion. In addition, 
Kind of Loud, specialists in surround sound software, applied their 
patented spatial technology to RealVerb, which allows users to pan 
within the stereo spectrum. RealVerb/RTAS is available for $295; 
RealVerb/TDM is $695. For more information, visit www. 
kindofloud. com . Circle EQ free lit. #112. 
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The Revolutionary Way to 
Mix, Master and Make CDs 

IS. I N 

■ssr 

* * Ç, 
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ML-9600 HIGH-RESOLUTION MASTER DISK RECORDER 

j 

Alesis Corporation 

i 

Hard Disk Recording 

£D Creation and Playback, 

CIRCLE 3 ON FREE INFO CARD 

Use MasterLink's compression, 
limiting and normalization to 
optimize each song's dynamics. 

Fine-tune each song with 
MasterLink's 3-band, fully 
parametric EQ. 

Combining hard disk recording, DSP and the 
world's most advanced CD-R format, MasterLink 
offers you an all-in-one system for creating 
polished, fully mastered CDs. And with its 
unique high-resolution capabilities, MasterLink 
makes it easy to deliver and archive 
two-track mixes - up to 24-bit/96kHz - using 
convenient, inexpensive CD-Rs. 

The new MasterLink'" ML-9600 high-resolution 
recorder is much more than just a mixdown 
deck or CD burner. It's a visionary product that 
will completely change your perspective on 
two-track audio, and redefine the way you 
master your mixes. 

Record your master to CD-R. MasterLink 
creates standard 16-bit/44.1kHz 
Red Book CDs as well as AIFF-compatible 
hi-res discs up to 24-bit/96kHz. 

Fully compatible with standard CD J 
and AIFF audio formats of today, Record your two-track mixes 

onto MasterLink's internal 
hard drive with your choice 
of digital resolution...from 
standard 16 bit/44.1kHz 
resolution all the way up to 
24-bit/96kHz. 

1633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com 
BMasterLink is a trademark of Alesis Corporation. 

Create 16 different 
playlists containing up 
to 99 songs each 
...with full control of 
song order, track gain, 
fades and more. 

^-;DSP2:EQ ON 

U lEre^: 12. 41 KHz — 

jFH Playlist 01 
UI 
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it delivers the advanced digital 
quality you'll be using in the 
years ahead. But why wait? 
Visit your Alesis dealer 
today and join the B 
MasterLink revolution. A 

U lEatioi 4.000:1 



PRODUCT 
VIEWS 

ON TOUR WITH HAFLER 

H
ailer has introduced to the systems contractor market two live sound (touring) 
amplifiers; this new amplifier series is one of the three new amp series that are 
all based on a platform referred to as the C-Series. Live sound is the basic plat¬ 

form, with signal processing available, and digital amplifier control circuitry down the 
road. The 300- and 600-watt-per-channel live sound units (the SR2300 and SR2600, 
respectively) are currentiy shipping; the 1,200 watt unit will follow later in the year, and 
will boast Hafler’s Class D technologies. For more information, call Hafler at 480-967-
3565 or visit www.hafler.com. Circle EQ free lit. #118. 

STAND OUT 
uik-Lok has introduced the new BS-300 height-ad-
Ijustable nearfield monitor/loudspeaker stand. The BS-300 
»offers the project studio enthusiast, pro studio professional 

— as well as the home audiophile — solid, steel-welded support 
for their expensive nearfield speaker investment. The BS-300 fea¬ 
tures four locking height adjustment positions that permit the 
height to be set at 27.5 inches (70 cm), 31.5 inches (80 cm), 35.5 
inches (90 cm), and 39.5 inches (100 cm). The BS-300 also features 
a large format, 17.7-inch (45 cm) per-side triangular base. The large 
triangular base includes retractable carpet spikes and rubber feet. 
The stand will support loudspeakers up to 125 pounds, and retails 
for $79.95 each. For more information, call Music Industries Corp, 
at 516-352-4110 or visit www.musicindustries.com or www. 
quiklok.com . Circle EQ free lit. #116. 

SULTRY SYNTHESIZING 

B
itHeadz, Inc. announced the launch of the Tubes, Lines & Transistors sample library 
in native Unity DS- 1 format. In cooperation with respected keyboard player and sound 
designer David Kerzner, BitHeadz has brought together a wide variety of keyboard and 

synthesizer samples that utilize the Bill leadz Unity DS-1 sample engine to bring realistic or¬ 
gan, electric piano, and classic analog synth sounds to your computer. The Tubes, Lines & Tran¬ 
sistors sample library includes over 300 MB of content ranging from the classic sounds of the 
Hammond B3 to samples of vintage Oberheim, Moog, Sequential, and Arp synthesizers. The 
sample programs contain a wide range of different filter settings, modulation routings, and 
effects. Tubes, Lines & Transistors ($199) supports ASIO, Direct I/O, DirectConnect, MAS 2.0, 
ReWire, Sound Manager, and DirectSound, and is optimized for Apple’s G4 and Intel’s Pen¬ 
tium III processors. For more information, call BitHeadz, Inc. at 831 -465-9898 or visit www, 
bitheadz.com . Circle EQ free lit. #117. 
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Record 24 tracks of 24-bit audio*. Edit from the 
front panel or on your computer. Interface with 
your DAW system. Backup to your favorite media. 
Make records. Be famous. Have fun. 
With the TASCAM MX-2424 " 24-Track Hard 

Disk Recorder/Editor, you might get more than 

you expected. Though it's hard to imagine 

getting much more from a recording system. 

Any system. 

Start with 24 tracks of 24-bit/48kHz digital 

audio. Take your choice of 24-bit analog, TDIF, 

A DAT" or AES/EBU optional I/O modules...digital 

and analog interfacing available simultaneously, 

of course. Use the front-panel drive bay and 

fast/wide SCSI port to extend recording time 

with external hard drives and create backups 

with tape drives and DVD-RAM. Get file format 

and drive compatibility with your favorite DAW 

system on Mac" and PC. 

Time to edit? No computer required. All the 

controls you need are right there on the front 

panel. Or get visual editing and transport 

control with the included ViewNet MX’"graphic 

user interfacing software. Need more tracks? 

Chain up to 32 machines for a huge integrated 

system with true single sample accuracy. 

Surprisingly affordable, incredibly powerful, 

feature-packed and (most importantly) 

unbelievably great sounding. And (alas), far too 

cool to give you everything you need to know 

on this page. So go to www.tascam.com for the 

whole story. Because the more you find out 

about the MX-2424, the more likely you'll be to, 

well, uh...buy one. Available today at your 

authorized TASCAM dealer. 

* 12 tracks of 96kHz recording available later this year 

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640 
323-726-0303 www.tascam.com 

All copyrights are the property of their respective holders 

The MX-2424 (shown with optional IF-AN24 
analog I/O and IF-AE24 AES/EBU multichannel 
digital I/O) features built-in SMPTE Sync, MIDI 

Time Code, MIDI Clock, Video Sync, stereo 
AES/EBU and S/PDIF ports and much more. 

TASCAM 
a whole world of recording 

CIRCLE 52 ON FREE INFO CARD 



PRODUCT 
VIEWS 

TOO COOL 

Syntrillium Software 
has released the 
newest member of 

the Cool Edit 2000 family of 
products: the Pro EQ plug¬ 
in. Cool Edit 2000 ($69) is a 
professional audio record¬ 
ing and editing application 
for Windows 9X, Windows 
NT, and Windows 2000. 
The Pro EQ plug-in adds 
equalization and filtering 
tools to Cool Edit 2000. With it, Cool Edit users can apply a subtle or powerful frequency 
bias with the 10-, 20-, or 30-band graphic equalizer. They can also boost or cut up to five 
bands with adjustable widths and center frequencies with the parametric equalizer, take 
out a hum or tone with the Notch Filter, and apply low-pass, high-pass, and other so¬ 
phisticated HR filters with the Scientific Filters. For more information, call Syntrillium 
Software at 480-941 -4327 or visit www.syntrillium.com . Circle EQ free lit. #119. 

REAL-TIME MANIA 

The first portable, stand-alone 8X CD-recordable 
system that allows live event direct recording 
and analog-to-digital conversion was 

announced by Microboards Technology’s Pro Audio 
Division. AudioWrite Pro 8 is priced at $499. 
AudioWrite Pro 8 enables direct connection to ana¬ 
log audio sources, including tape decks, LP players, 
or stereo consoles. Users will now be able to record 
live events or dictate in real time (IX) directly to the 
system on standard 74- or 80-minute media. Cus¬ 

tomized audio CDs from MP3 files downloaded from 
! Internet also can be created using the PlayWrite MP3 
are. AudioWrite Pro 8 Suite for Windows includes: Son-
ldry’s CD Architect and XP, Hot Bum, PlayWrite MP3 

software, a PCI SCSI card with cable, one RCA cable, and two Microboards blank CD-Rs. AudioWrite Pro 8 Suite for Mac includes: Adaptec 
Toast Jam, Adaptec Toast, one RCA cable, and two Microboards blank CD-Rs. For more information, call Microbaords Technology at 952-
556-1600 or visit www.microboards.com. Circle EQ free lit. #120. 
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HHB DISTRIBUTES ASHDOWN 

Exclusively distributed by HHB in North and South Amer¬ 
ica, Ashdown Engineering Reso 1 and 2 acoustic ampli¬ 
fiers are housed in chrome-plated cabinets, and share all 

the features of their "Radiator’’ counterparts. For the Reso 1, 
that means a 60-watt bridged power section, a custom eight¬ 
inch speaker incorporating a dual-tweeter array and preamp 
facilities including a switchable input for active and piezo pick¬ 
ups, a notch filter to tune out feedback, bass and treble con¬ 
trols, an Alesis digital reverb, and a balanced XLR DI output. 
The Reso 2 adds a more powerful 120-watt power section and 
a host of other upgrades. There is also a third new Ashdown 
acoustic amplifier, the AAH212H, which combines a 120-watt 
RMS bridge mode power section with a custom-designed 12-
inch speaker and HF horn in a wedge-style cabinet. For more 
information, call HHB Communications USA at 310-319-1111 
or visit www.hhb.co.uk . Circle EQ free lit. #121. 
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A color touch-screen is bult into the control 

SONY 

Full input module with a 
knob for every function 

built-in router to assign 

Select ouses, sends, 

Call today and we’ll send you a 

brochure and VHS demo tape. 

and directs to analog and digital outputs. 

View a complete input module or zoom 

in on the EQ and Dynamics sections. 

5.1 surround 
mixing and 
monitoring 

Introducing the Sony DMX-R100: a small¬ 

format digital mixer inspired by our Oxford 

console, considered by many industry 

leaders as the most advanced digital 

mixing system ever developed. 

How does the DMX-R100 work? The 

way you want it to. You have a full input 

module wth a knob for every function. 

Equalization and dynamics can be 

adjusted smutaneously. Your hand goes 

intuitively to the right knob. Your mixing 

session goes taster. You can concentrate 

on the mix, not on the technology. 

The R100 can memorize your automation 

moves the moment you touch the high-

resolution touch-screen fader. Don't tell the 

mixer to change modes. Don’t think about 

it at all. Just touch it. 

surface. Use the 

inputs to faders. 

Machine control with 9-pin and MMC 

interface is standard. 

Right out of the box, the R100 is smart 

enough to make you more productive. 

And open up opportunities for working 

in new high-resolution formats, without 

expensive upgrades or difficult learning 

curves. Which makes it an educated 

choice for audio professionals everywhere. 

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

©2000 Sony Electorvcs Inc. Ai rights reserved Reproduction n whole or m part without written permission is prohixted Sony is a trademark of Sony. 
Features and specifications subject ’o change without notice 



PRODUCT 
VIEWS 

PACK IT UP 

Sennheiser has made buying 
a microphone package sim¬ 
pler with its growing line of 

Evolution Microphone Promo¬ 
tional Packs. These off-the-shelf, 
everything-you-need-in-a-box 
packs allow musicians to buy the 
Evolution microphone they want 
and get all the related accessories 
they need-all in a single, cost-ef¬ 
fective package. Sennheiser first in¬ 
troduced the Promo Packs with the 
highly successful e-Pack, consisting 
of a handheld Evolution vocal mic, 
21-foot cable, and K&M tripod 
stand. Based on that unit’s popu¬ 
larity, the company has since in¬ 
troduced three variations, includ¬ 
ing the Drum Pack (three 
configurations of Evolution drum 
mies and mounting accessories); 
the Three-Pack (three Evolution mies for the 
price of two, including three mic clips and three carrying 
pouches); and the Kick Pack (an Evolution e 602 bass drum microphone, 
21 -foot cable, and weighted bass mic stand) .For more information, call Sennheiser 
at 860-434-9190 or visit www.sennheiserusa.com. Circle EQ free lit. #114. 

ALL-AROUND 
PERFORMER 

Studiomaster has launched a new compact, 
rackmountable mixer, the Logic Twelve 
(LC-12). The LC-12 features eight input chan¬

nels (four mono mic/line and four stereo line channels) 
plus two auxiliary sends per channel, PFL bus, and fully 

calibrated rotary faders. All mono line and stereo line 
inputs feature Studiomaster’s new "Hi Z Plus” circuitry, 

which improves audio quality from a wide range of equipment
and instruments, from CD players to electric guitars. The LC-12 

also features internal modular construction (individual PCB 
cards), a fully regulated, internal power supply, and rugged all-steel construc¬ 
tion. Retail price is $359.95. For more information, call Studiomaster at 
800-878-7883 or visit www.studiomaster.com . Circle EQ free lit. #113. 

LEVEL-HEADED AMP 

It 

« 
Universal Audio is shipping its authentic reproduction of the revered 

Teletronix LA-2A leveling amplifier. The Teletronix LA-2A is the 
second product in the Universal Audio Classics 

product line, following the release of the 1176 limiting 
amplifier earlier this year. Every LA-2A is hand built, each 
turret board hand wired. Painstaking care has been 
taken to source and qualify authentic components to 
ensure that the new LA-2A delivers the signature 
sound that recording engineers have come to expect. 
Available through Universal Audio’s worldwide reseller 
network, the LA-2A sells for $3495. The Teletronix is an 
electro-optical compressor, and has been well-loved by 
recording professionals since its introduction in the ear¬ 
ly 1960s. For more information, call Universal Audio at 
831-466-3737. Circle EQ free lit. #115. 
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World Wide Audio, without leaving your studio. Sb/ o i 

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. 

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. 

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. 

A multi-level permission system lets you control 

access to your Internet Recording Studio. And 

our RocketContror 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 and services for audio collaboration. 

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. 

Register at www.rocketnetwork.coni 
source code: RN20 

FIHF.mra emagic —¿u/jnanix & 
g V o X 

Stainbarg 

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

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. 

Internet Recording Studios 



FIRST LOOK 

Meyer X-10 Monitor 
BY STEVE LA CERRA 

Meyer Sound’s latest introduction for 
control room monitoring is the X-10 
high-resolution linear control room 
monitor, a self-powered "main” type 
monitoring system intended for studio 
and broadcast applications. Unlike 
many large-format studio monitors, 
the X-10’s may be either soffit-mount¬ 
ed or used free-standing in the midfield. 
A two-way, biamped package, the X-10 
is Meyer Sound’s first loudspeaker to 
feature the company’s proprietary Pres¬ 
sure Sensing Active Control, or PSAC, 
technology intended to dramatically 
enhance low-frequency response. Each 
X-10 cabinet contains a single 15-inch, 
low-frequency driver and a 4-inch high-
frequency driver mounted on a low-
distortion waveguide. Dedicated MOS¬ 
FET, Class AB/H amplifiers deliver 1,200 
watts to the woofer and 620 watts to the 

high-frequency driver, combining to 
produce peak SPLs of 135 dB. These 
amplifiers operate in pure Class A at 
output levels below 40 watts (nominal). 

In order to understand the signifi¬ 
cance of PSAC, one first has to recognize 

the compromises that must be made in 
order to make a loudspeaker capable of 
accurate low-frequency reproduction at 

high sound levels. A typical approach is 
use of two 15-inch or two 18-inch woofers 
in each cabinet. Unfortunately, when op¬ 
erating above 250 Hz, dual woofers can 
produce destructive interference through 
comb filtering. The crossover can be 

changed to a frequency below 250 Hz, but 
since most tweeters don’t reach that low 
without producing significant distor¬ 

Meyer X-10 Control Room Monitor 
What is it? A high-resolution control room monitor system that can be both stand- or soffit-mounted. 

Who needs it? Recording and broadcast studios who require extremely accurate audio monitoring. 

Why is it a big deal? Special features allow the X-10 system to maintain audio accuracy even at high SPLs. 

Special notes Meyer includes system setup and room integration in the package. 

Shipping Now. 

Suggested retail price: S38,630. A system with stereo subwoofers and crossover is S51,630. 

For more information: Call Meyer Sound at 510-486-1166 or visit www.meyersound.com . 

EQ Free Lit.#: 101 

tion, the system would have to 
be changed to a three-way or 
four-way system — which can 
introduce phase and crossover 
distortion. 

In an effort to avoid these 
tradeoffs, Meyer engineers made 
the decision to build the X-10 as a 
two-way system with a single 
low-frequency driver and a 
crossover point of500 Hz. The X-
10’s internal crossover is active 
and includes a loudspeaker pro¬ 
tection circuit that remains com¬ 
pletely out of circuit except when 
triggered by speaker-threatening 
input overloads. To maximize 
low-frequency output from the 
single 15-inch driver, Meyer de¬ 
veloped (and manufactures) a 
high-output, 15-inch transducer 
with a long-excursion, four-inch 
diameter voice coil suspended in 
a high-intensity (1.5 million 
Maxwells) magnetic field. The 
driver also employs a unique sus¬ 
pension that holds the voice coil in 
a linear region of the magnetic gap 
to maintain linear response. 

Augmenting this new 
woofer is Meyer’s Pressure 
Sensing Active Control. Origi¬ 
nally developed by the Univer¬ 
sity of California at Berkeley for 
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critical aerospace hydraulic control 
systems such as those used in Stealth 
fighters, PSAC involves placement of a 
pressure-sensing device (similar to a 
condenser microphone) one inch in 
front of the 15-inch driver to monitor 
the driver’s output pressure. Data from 
the sensor is fed into the PSAC micro¬ 
processor where it is compared to the 
input signal. Computer-modeled cor¬ 
rection circuits are then used to adjust 
a feedback circuit so that the input and 
output signals are equal. The result is 
said to be a very high level of linearity 
and resolution in the low-to-mid fre¬ 
quencies, with a response that’s only 2 
dB down at 23 Hz. 

Complementing the X-10’s low-
frequency technology is a patented 
low-distortion, high-frequency driver 
and waveguide. The driver uses a four-
inch aluminum alloy diaphragm opti¬ 
mized for high output levels at the up¬ 
per frequency limits. Neodymium 
magnets are used to produce the mag¬ 
netic field, and the diaphragm’s voice 
coil is Ferro fluid cooled for consistent 
response under extended high-SPL op¬ 
eration. To achieve a uniform dispersion 
pattern throughout its frequency range 
(thus creating a wide sweet spot), the 
driver is mounted on Meyer’s patented 
Constant Q waveguide. Meyer likens the 
resulting high-frequency character to 
that of a soft-dome tweeter, complete¬ 
ly void of the typical “horn sound.” 
When measured at 12th-octave resolu¬ 
tion, no lobing is exhibited throughout 
the range of coverage — something no 
dome tweeter has accomplished. 

For situations where high-SPL 
monitoring is required, a companion 
powered subwoofer — the X-800 — is 
available. This dual 18-inch cabinet 
does not extend the low-frequency re¬ 
sponse of the X-10; rather it is intend¬ 
ed to increase system headroom by a 
minimum of 5 dB while maintaining the 
accuracy of the system’s low end. The 
output of the X-800 is restricted to fre¬ 
quencies well below 250 Hz so the 
comb filtering effects discussed earlier 
are not a problem. An active crossover 
module — the X-01 — is available to 
facilitate integration of one or two X-800 
subs into an X-10 system for either 
stereo or 5.1 surround monitoring. 
Three crossover points may be selected 
for the X-800: 120, 100, and 80 Hz, and 
a bypass switch allows the subwoofer to 
be switched in or out of the system with¬ 
out interruption to the X-10’s. 

Think how hard it would be to own every piece 
of audio gear you may ever want to use... ever! 

w log on to www.dreamhire.conF 

24 HOUR PROFESSIONAL AUDIO RENTAUS 

N ew York 
212-691-5544 
800-234-7536 

Nashville 
615-321-5544 
888-321-5544 

London 
011-44-181-451-5544 
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Bass Management 
tor Surround Sound 

It's common knowledge that effective multi-channel monitoring requires 
accurate reproduction of low-frequency energy. Traditionally, achieving this 
goal has been difficult. But with the Model 65 from Studio Technologies, bass 
management is now available in a simple, yet powerful product. 

The Model 65 provides a 5.1 input, along with five main and two subwoofer 
outputs. Using conservative filter design, the all-analog circuitry redirects 
bass energy from the main inputs to the desired subwoofer outputs. While you 
can use the Model 65 right out of the box, we’ve made certain that you can 
"tweak” it to meet the needs of your specific application. Want to try 10.2? No 
problem with the Model 65! 

Of course, the Model 65 is directly compatible with Studio Technologies' 
StudioComm for Surround products, as well as being easily connected with 
other surround sources. For more information, call us or check out our website. 

_STUDIO_ 
TECHNOLOGIES 
-inc: 

5520 West Touhy Avenue, Skokie, IL 60077 U.S.A. 
(847) 676-9177 Fax (847) 982-0747 www.studio-tech.com 
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1604-VU PRO 

164Z-VU PRO 

140Z-VU PRO 
" / rlWm 

T 

1Z0Z-VU PRO 

VIZ PROS hive ¡iso won more Mistry 

16 total channels -4 buses 
16 XDR™ mic preamps • 16 mono mic/line 
channels • 4 stereo aux returns • B aux sends 
per ch.*3-band equalization w/swept midrange 

16 h>tal channels • 4 buses • 10 XDR " mic 
preamps *1 mono mic/line channels 
z mic/stereo line channels stereo line 
channels • 4 stereo aux returns • 4 aux sends 
per ch. «3-band equalization w/swept midrange 
on mono channels «4-band fixed equalization 
on stereo channels «white sidewalls optional 

12 total channels • 2 buses Alt 34 extra 
stereo bus «4XDR mic preamps • 4 mono 
mic/line channels • 4 stereo line channels • 2 
stereo aux returns «2 aux sends/ch.« 3-band EQ 

14 total channels • 2 buses * Aft 3-4 extra < 
stereo bus • 6 XDR ' mic preamps «6 m6np 

mic/line channels «4 stereo line cnanaeis •* 
stereo aux returns • 2 aux sends/ch. « 3-band EQ 

<02000Mackie Designs Inc. All Rights Reserved. "Mackie. ” and the Running Man h^ure are registered trademarks of Mackie Designs Inc VU 4 XDR are trademarks of Mackie Designs Inc. 



VIZ PRO Series with XDR mic proamps. 
Precise creative tools lor sorioos artists. 
If you’re serious about your creative product, your equipment list should 
start with a really good mixer. 
Our VLZ”’ PRO Series has become 

the industry standard for compact mic/ 
line mixers. They’re used day-in and 
day-out by more professionals to create 
more albums, demos, movie and broad¬ 
cast sound tracks, commercials and web 
casts than any other brand. 
They mix and submix in most of 

the world’s top recording studios (we 
know of one 1202-VLZ”’ PRO that’s actu¬ 
ally built into the control surface of a 
$1,000,000 digital console). And VEZ"' 
PRO mixers are in more basement, 

garage and back-bedroom home 
studios than you can shake a 
patchcord at. 

XDR \ The finest microphone 
preamplifier design ever built into a 
compact mixer. 

■ 130dB total 
dynamic 
range to 
handle hot 
digital 
sources 

■ 3Hz to 
192kHz 
bandwidth 

■ Ultra-low 
mic E.I.N. at practical real-world 
gain levels 

By “practical” gain levels, we mean the 
+20 to +30dB normal operating range. 
The chart below compares E.I.N. for 
XDR'M ■, an Awesomely Expensive Out¬ 
board mic preamp ■ and a compact 
mixer ■ whose specs claim -129dBm 
E.I.N... .but only at +60dB gain. 

Because the preamps in mixers have 
long been considered a poor second 
to $1000 to $2000-per-channel outboard 
preamps, Greg and our Analog Engi¬ 
neering Department spent two years of 
meticulous experimentation creating a 
sonically comparable mic preamp circuit. 
According to numerous cynical record¬ 
ing engineers, magazine reviewers and 
a lot of satisfied owners, we succeeded. 
One reason is the advanced 2068 op¬ 

amps that are a foundation of the XDR 
design. They blow away our competitors’ 
4580 op-amps in terms of noise and 
distortion. Consider these real, measur¬ 
able XDR,M (Extended Dynamic Range) 
microphone preamp specs: 

■ 0.0007% Total Harmonic Distortion 
■ 0.0008% Intermodulation Distortion 

While XDR'M sonically rivals esoteric 
designs, it’s no creampuff. We also 
built in protection against damage from 
shorts and “hot patching”.. .and the best 
RFI rejection of any compact mixer. 

Bul don't jusl take our word lor it... 
Here are a few comments we gleaned 

from just one week of incoming VLZ '’ 
PRO Series owner registration cards: 

"Love the XDR mic preamps... clean 
and sweet! ” c.h„ Tampa fl 
“A quality replacement for a far more 

expensive mixer brand. " j.c„ Arlington tx 
7 was contemplating a couple of 

’ outboard mic preamps ($2000+). 
The new XDR preamps let me make my 
next purchase a CD burner or an out¬ 
board processor instead. ” m.m., Miami fl 

than any oilier compeliuve mixer line. These are just lhe awards we remembered In lake photos nl. 

“Greatproduct. XDR’s are a great 
innovation and the value’s unbeatable. ” 
J.K. Boise ID 

"I hooked up my brand spankin ’ new 
AKG3000 and all I can say is ‘cool’. ” 
T.D., Waukesha Wl 

“I’ve been though numerous small con¬ 
soles that were noisy. This one isn’t, so 
it’s a keeper!” J.F, Boca Raton FL 
“Gorgeous preamps. Nice job, guys. ” 

J.C., Provo UT 

“Nothing comes close to the quality/ 
price.” RK.. Spokane WA 
“Excellent frequency response... 

excellent mic preamp. Worthy of our 
Neumann mies. ” C.M., Atascadero CA 

“Killer mic preamps!” ra, New York ny 

The VLZ PRO Compact Mixer Series: 
■ Premium XDR IM mic preamps and VLZ IM 

circuitry for ultra-low noise 

■ New high-performance 2068 op-amps 

■ Musical, sweet-sounding equalization at 
useful, logical frequencies 

■ Sharp 18dB/octave Low Cut filters 

■ Stereo In-Place Solo 

■ Easy channel level setting via Solo 

■ Constant Loudness pan pots 

■ Inserts on all mono mic/line channels 

■ 60mm long-wearing, logarithmic-taper 
faders (except 1202-VLZ PRO) 

■ Sealed rotary controls 

■ Thick MIL-spec fiberglass circuit boards 

■ Easy-to-understand manuals 

■ Best Technical Support in the industry 

tltl Min Hinn 

DÍÍÍ If MiciMs lilt 

M* i stmt 

WMnMmiu. 

Call toll-free for a 72-page brochure/ 
hook-up guide that explains the VLZ ,M 

PRO line in excruciating detail. Or log 
on to our web site. 
Then visit a Mackie dealer to decide 
which VLZ IM PRO model best meets 
your creative needs. 

www.mackie.conf8OO.258.6883 
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Jon Butcher Goes Poolside 
Guitarists Jon Butcher 
and Andrew Rollins 
record albums and 
score television and 
film features in their 

project studio 
STUDIO NAME: Brothers West 
LOCATION: Studio City, CA 
KEY CREW: Jon Butcher, Andrew Rollins 
CREDITS: Jon Butcher has released 12 CDs, 
including Wishes, Pictures From The 
Front, The Jon Butcher Axis, Electric Fac¬ 

tory, and Positively The Blues. He scored 
the independent film Trash, as well as 
Pensacola, Team Nightrider, and Turks 
for CBS television. In addition to Hap¬ 
pily Ever After (HBO), Andrew Rollins 
has worked with BB King, Dionne War¬ 
wick, Graham Nash, and Terrence Trent 
d’Arby. Together, Butcher and Rollins 
have recently worked on The Jimi Hen¬ 
drix Story (Showtime), Shake, Rattle and 
Roll (ABC), Buffalo Bill (A&E), and Free¬ 
dom (a Joel Silver Pictures TV produc¬ 
tion due for release this Fall). They are 
currently working on Star Trek Voyager 
for UPN, and will soon begin spotting a 
feature film for the CBS network. 
MIXING CONSOLE: Alesis X2 
MONITORS: Yamaha NS10M, Event 20/20bas, 
Alesis Point Seven, Mackie HR824 
AMPLIFIERS: Samson Servo 500, Peavey 
200-watt monitor amp, Behringer Pow¬ 
erplay headphone amplifier 
RECORDERS: Alesis ADAT XT20 |3| and 
ADAT [2|; TASCAM DA88, Roland 
VS1680, Fostex D5 timecode DAT, HHB 
CDR-800, Panasonic SV3800, Denon 
DN770R cassette deck 
OUTBOARD: Peavey VCL-2, Avalon VT-747, 
Aphex Aural Exciter, Presonus ACP22 
stereo compressor/limiter and ACP88 8-
channel dynamics processor; Alesis 
3630, Tech21 SansAmp, Line 6 Pod 
EFFECTS: Lexicon PCM80 and Alex; Korg 
3000XL and AX1000; Alesis Quadraverb 
2, Midiverb 4, Microverb 4, and Wedge; 
Digitech S100, TC Electronic Finalizer 
Plus, Behringer Edison 
MICROPHONES: Neumann TLM 103 [2] and 

(tube) U 47; Audio-Technica AT4060 [2J, 
Rode NT2 [2], Shure SM57 [41, AKG 
C414 
MIC PREAMPS: Peavey VMP-2, dbx 386 
w/digital output, Joemeek VC1 and 
VC5 voice channels 
SAMPLERS/KEYBOARDS/MIDI MODULES: 

Roland JV-2080 with expansion cards 
and U20; Kurzweil K2500XS (rack 
mount), Alesis QS8 
COMPUTERS: Apple PowerMac G4/450 
MHz (with SCSI card), 184 MB RAM, 9.5 
GB (internal) hard drive 
AUDIO INTERFACE: MOTU 2408 
SOFTWARE: Pro Tools V5, MOTU Digital 
Performer 2.7, Steinberg Cubase 4.1 
INSTRUMENTS: Various Fender and Taylor 
guitars 
GUITAR AMPLIFIERS: Peavey Delta Blues, 
Fender Vibro King and Blues Deluxe 
STUDIO NOTES: According to Andrew 
Rollins, “The studio was formerly 
known as Poolside, and is literally con¬ 
structed opposite my pool and back 
lawn. Since I have a full view to the out¬ 
side, I can keep an eye on the kids while 
I’m in the studio! Plus it’s a break from 
the typical studio view.” 
PRODUCTION NOTES: Butcher finds the 
Roland VS1680 to be “a really cool little 
tool. I can use it as a scratch pad be¬ 
cause it’s so easy to use, but it has great 
sonic depth — so I can also use it as an 
adjunct to the main system. It syn¬ 
chronizes with the rest of the gear with¬ 
out a problem. A lot of times I do 
scratch tracks on the VS1680 that be¬ 
come finished tracks. I finally figured 
this out: The scratch tracks are (almost 
always) the ones with the feeling. Let’s 
face it — when you’re doing a scratch 
track, you’re still putting a lot of atten¬ 
tion into getting it right, so that it feels 
good to you. You’re just telling yourself, 
'Well...I’m going to go back to re-do 
that right later on... ’ The fact is that of¬ 
ten the scratch track is the one that has 
the vibe.” 

Rollins explains that he likes to 
have tracks on tape. “Often a track is 
created in Digital Performer and then 
recorded onto ADAT. It’s easy to archive 
and facilitates mixing through the Ale¬ 
sis X2 console. I love the X2 — it has a 
really nice-sounding EQ and gives us 
plenty of inputs for mixdown. Jon and 
I are scoring to picture as a team, which 
is unusual in comparison to most film 
composers (who work solo). Since 
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we’re both guitar players, we try to 
score organically.” 

Butcher notes that, “At times we do 
make extensive use of sampled sounds 
where appropriate. This is particularly 
true in situations where the director 
would like an authentic string orches¬ 
tration but doesn’t have the benefit of 
budget for it. Our ‘organic’ approach is 



as much Zen as it is material. We use 
anything and everything under the sun 
to achieve our musical vision — at the 
end of the day, I’d bang on a Burger King 
box if I could coax a sound out of it!" 
EQUIPMENT NOTES: Butcher explains that 
his favorite guitar “is probably the least 
valuable guitar that I own. I’ve used this 
guitar on many recordings over the 
years, and it’s really a Frankenstein — a 
blue Strat that’s made of a Mighty-Mite 
neck, some Seymour Duncan pickups, 
and maybe a Bill Lawrence pickup... 

really just parts. It’s ironic that this gui¬ 
tar has turned out to be the coolest, mel¬ 
lowest guitar I have ever owned. The 
parts may be worth only about $400, but 
I wouldn’t sell it for $4,000! It’s beat, the 
truss rod is coming through the back of 
the neck — it is the instrument, even 
above the 1960 sunburst Strat or the 
Guild fat-body jazz guitar I have. This 
old blue Stratocaster can sound like 
archtops or Gibsons, not to mention the 
true Fender Strat. I am overjoyed with it. 
It doesn’t have any monetary value, but 

I’d freak if anything ever happened to it. 
“I am partial to Peavey tube am¬ 

plifiers. I’m using the Delta Blues amp, 
which is the fattest amplifier ever! I’ve 
had old Twins, blonde Twins, and even 
though you can get one that sounds 
good, chances are that, out of ten old 
blonde Twins or Supers, six of them 
have problems with buzzing or some¬ 
thing. I found I can rely on these 
Peavey amps whether it’s playing live or 
throwing an SM57 in front of it to 
record." E* 
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RCA MI-120 
A rugged mic that’s not 
afraid to get up close 

MICROPHONE NAME: RCA MI-12016-H 
FROM THE COLLECTION OF: Stephen Sank, 
Champlain Valley Speaker Company, Al¬ 
buquerque, NM 
PRICE WHEN NEW: Approximately $50 
YEAR OF MANUFACTURE: circa 1955 
TYPE OF MIC: Pressure operated moving coil 
FREQUENCY RANGE: 200 Hz to 9,000 Hz 
DIRECTIONAL CHARACTERISTICS: Non-direc-
tional 
OUTPUT LEVEL -55 dBm @ 1,000 Hz (level be¬ 
low 1 volt per dyne per square centimeter) 
HUM PICKUP LEVEL -95 dB (level below 1 volt, 
hum field 0.001 gauss) 
OUTPUT IMPEDANCE: 250 Ohms 
EXTERIOR FINISH: Two-tone umber gray 
DIMENSIONS: 2.87 high x 2.43 wide x 3.31 
deep (inches) 
WEIGHT: 1.25 pounds (less cable) 
MOUNTING: 1 /8-inch female pipe thread 
MIC NOTES: According to an RCA catalog 
page from 1955, the MI-12016-H Aero¬ 
dynamic Microphone had “excellent 
response for close-talking announce 
purposes. Because of its light weight and 
small size, it is ideal for remote pickup 
and mobile use. It performs exception¬ 
ally well for paging and announcing 
operations into areas of high noise lev¬ 
el because its rising high-frequency 
characteristic gives excellent intelligi¬ 
bility. Another application for which this 
unit is exceptionally suited is for use of 
an individual soloist, where a second mi¬ 
crophone, usually a velocity type, is used 
to pick up the musical accompaniment. 
Either a floor stand or a desk stand may 
be used as a mounting or it may be fit¬ 
ted with a handle for use in sports 
announce work.” 
USER TIPS: The MI-12016-H was designed 
and constructed by RCA for dependable 
performance and rugged service. It is rel¬ 
atively insensitive to mechanical shock 
and wind disturbance, and can actually 
withstand nominal exposure to moisture 
or rain due to its plastic diaphragm. 
Though the mounting thread on the mic 
is a standard 1/8-inch female pipe thread, 
the mic was originally furnished with an 
adapter that would allow mounting on a 
5/8-27 mic stand. E® 
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Steve Earle 
doesn’t follow 

formulas. 

Condenser 

He follows his heart, writing and recording his 
life in his songs. That s why his music stands as an essential, 
and outspoken, testament to the truth he finds in life. 

Recording the essence of your individual sound starts with a 
truthful mic, and Steve has trusted CAD in the studio and on 
stage for years. CAD condensers can help you to capture the 
music you have inside. Each has its own sonic signature—all 
have the unique CAD sensitivity. 

Like Steve. CAD mies are originals, from the heartland of 
America. Designed to get your individual sound, big and true. 

A great song is living in your heart, and a great new mic is 
waiting to hear it. Visit your CAD certified dealer and 
audition the VSM or any of tne great CAD microphones.* 

Mies that escalate, not emulate. 

CAD Professional Microphones 
A division of CTI Audio, Inc. 

*lf your dealer doesn't carry the V-Series call us at 
800-762-9266. or visit www.cadmics.com for a listing. 

See the VSM and other CAD mies on 
tour with Steve, and hear his latest 
album, Transcendental Blues. 
produced by the twa^jirust. 

Steve Earle has to be the 
most mercurial and visionary 
artist in American roots 
music." 

—Rob Patterson, Request 
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FEED THE DREAM. JOIN NOW. 

MUSICPLAYER.COM 
THE MUSIC PLAYER NETWORK For Musicians by Musicians 

GUITAR PLAYER • KEYBOARD • EQ • BASS PLAYER • GIG • MC2
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B O N Z A I BEAT 

Eddie Kramer 

Re-living engineering 
history 

BY MR. BONZAI 

Mr. Bonzai: What was the basic setup for 
your early four-track Hendrix sessions? 

Kramer: It varied, but I’d probably 
have some Neumann U 67’s for overheads 
and the toms, Beyer M160’s, AKG D12’s, or 
D20’s for the bass drums, D30’s — big, fat 
dynamic mies, AKG C24 as a room mic, 
C60’s, sometimes a miniature condenser on 
the snare. Ampex four-track 1/2-inch, He¬ 
lios 24 X 6 console, Pultecs, EMT Plate, PYE 
compressors, Helios compressors, and 
sh*tloads of tape delay. 

Sh’tloads? 

Well, if you think about it, what did we 
have? Compression, EQ, reverb, and tape 
delay. You could work wonders with tape 
delay— slap, delay the sends of the EMT 
plate, etc. 

What is the difference between the 
way you worked then and the scene today? 

The key here is the fact that we are 
looking at a different era. These musicians 
were extremely well trained, although 
Jimi was self-taught — but we are talking 
about a genius. Mitch Mitchell came from 
the school of jazz and Noel |Redding| was 
a very good rhythm guitar player who sud¬ 
denly became a bass player. We had the in¬ 
tegration of a genius guitar player and a 
tight rhythm section—and the amount of 
time we spent in the studio was really quite 
small. Jimi’s producer, Chas Chandler, 
came from a pop sensibility of three-
minute songs, low budgets, and three-hour 
sessions where you had to pound it out and 
get out of there. 

How much did you get done in three 
hours? 

Three songs. We had very little time to 
even get a drum and bass sound, al¬ 
though I did manage to record the drums 
in stereo for the second album, Axis, and af¬ 
ter. We had to cut the track, quickly mix it 
down to another four-track machine, put 
on another guitar, put on the vocal and the 
background vocals, and that was it. 

What did you learn from Jimi? 
Stay open-minded and let the sounds 

take you on a journey. 
Do you remember the very first time 

you met? 
Yes, it was at Olympic Studios. I was 

asked to do the first sessions there with Jimi. 

SUSPECT REPORT 
Suspects: Eddie Kromer 

Ancestry: English ("Me mum's o Cockney."), Russian, 

Polish, South African, Jewish 

Occupation: Engineer/Producer 

Birthplace: Cape Town, South Africa 

Residence: Cold Spring, NY 

Vehicle: Volvo GET 

Diet: Vegetarian 

Identifying Marks: Stylish goatee 

Pet Peeve: "Gear that breaks down due to lack of 

maintenance." 

Credits: Jimi Hendrix, Beatles, Rolling Stones, Led Zep¬ 

pelin, Bod Company, David Bowie, Eric Clapton, Joe 

Cocker, Peter Frampton, Anthrax, Kiss, Curtis Mayfield, 

Santana, Traffic, Vanilla Fudge, et cetera! 

Notes: Kramer and I met at LA.'s Extasy Recording 

Studios while he was mixing tapes of Jimi Hendrix, orig¬ 

inally recorded in the late '60s. The new material will 

be released on the Hendrix family's Dogger Records. 

A four-CD MCA box set is also scheduled for Septem¬ 

ber release, featuring tracks recorded over a four-year 

period dating from 1967 to 1971. 

The studio manager said, “Oh, Eddie, we’ve 
got an American chap coming in.” Of 
course, I had heard of him, because he had 
done some singles at Kingsway and at CBS 
studios, and “Hey, Joe” was on the radio. Jimi 
and Chas weren ’t too happy with the sound 
they had been getting, and had heard about 
Olympic opening in January of 1967. They 
had recorded four or five tracks and I end¬ 
ed up cutting the rest for the first album, plus 
overdubbing on all of them. When we first 
met, he was very quiet, very soft-spoken, very 
shy. We hit it off because I was able to deliver 
some sounds that he hadn’t heard before. 

I can imagine he had sounds in his 

4 3 AUGUST 2000 E Q 

E
D
D
I
E
 
K
R
A
M
E
R
 
P
H
O
T
O
S
 
B
Y
 
M
R
 
B
O
N
Z
A
I
 



MASTEfí 

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 

1 

( if If 1 
i ( 11 i 11 f 1 

onsissoi 

EMTEC Ppo Media, Inc. (£) US 1 888 295-5551 Canada 1 -800 817-4478 or visit our web site at www.emtec-usa.com 

EMTEC 

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 

caused 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. 
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B O N Z A I BEAT 

head that had never been captured. 
Yes, and he would come up with new 

sounds, crank up an amp — do things that 
left us breathless. That would inspire us to 
be different, take a chance, mic it in a dif¬ 
ferent way, EQ in a new way, whatever was 
needed to take his ideas to another level. 

Can you elaborate on how Jimi 
"created” live effects? 

Well, we’ve just finished the first Hen¬ 
drix 5.1 mix at Kampo Studios, from die Isle 
of Wight Festival movie, 1970. We found the 
original footage, and it sounds so incredibly 

good! There are close-ups of Jimi’s feet and 
hands, and you realize how absolutely fluid 
he was. Little movements create sounds that 
are monumental. He was a master of his in¬ 
strument and a wizard with his pedals, which 
were hot-rodded by Roger Mayer. Such com¬ 
mand of the language of the guitar! 

Could you tell me a little about the 
“Whole Lotta Love” sessions with Led 
Zeppelin? 

The entire album was mixed in two 
days at A&R Studios in New York. It’s eight¬ 
track and by the way, the console had only 

two pan pots! We put the tracks up, and 7 and 
8 were the vocals. Track 8 was the final vo¬ 
cal, and 7 was the one prior. For some rea¬ 
son, 7 was breaking through the console and 
I couldn’t turn it off, so you could hear it, 
“Wo-man. You need it,” slightly out of time, 
so I just cranked up the reverb and Page 
heard it and said, “Great — Just leave it!" 

David Bowie and John Lennon, 
“Fame”? 

Talk about a “high level” conference. 
Bowie walked into the studio and Carlos Alo¬ 
mar was playing this riff and Bowie said, "I 

Secrets of Doing Surround Sound 

MultiMAX 
Multiformat Monitor Controller 

with optional remote 

On Your Existing Console 
Cash in on surround sound mania without a lot 
of cash. Get the information you need to make a 
sound business decision by first reading our 
free report, “Secrets Of Doing Surround Sound 
On Your Existing Console”. 
Learn how MultiMAX will augment your 

console’s stereo monitor section, adding 
monitoring for 7.1, 5.1, LCRS and other formats 
with comprehensive control of multiple 
speaker systems. 

But it’s more than just a level control. Quality 
checks and downmix compatibility are just a 
button-push away, giving you confidence that 
your mixes will survive any playback format. 
And it does so much more... 
So get informed and then get MultiMAX. 

“MultiMAX works elegantly on any console.” 
-Dino Elefante, co-owner of The Sound Kitchen 

Receive the free report 
Call or visit us on the web and order AM01 

Martinsound 

(800) 582-3555 or +1 (626) 281-3555 
1151 W Valley Blvd, Alhambra CA USA 91803-2493 

Fax +1 (626) 284-3092 www.martinsound.com 
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JOEMEEK LU 
n it comes to color, Stereo Co 

ek set the standards. From 

the early "vintage" designs 

by the master himself, to the latest 

Class A analog circuitry. 

Joe meek sets the standard for 

quality and value. No other 

stereo compressor can match the 

Color Ooes Matter! 
silky smooth colored sound of 

the Joemeek stereo compressors, 

ed Joemeek vintage sound 

got meek? 
Dfstrfbu ted by 

ek.com CIRCLE 28 ON FREE INFO CARD 

JOEMEEK : J SC2.2 
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B O N Z A I BEAT 

love that.” Built the song around it right on 
the spot. John Lennon was in the vocal 
booth playing rhythm guitar. He was the 
greatest rhythm guitar player I had ever 
heard — absolutely like a rock! 

Vanilla Fudge? 
What a record — Carmine Appice’s 

huge drums and die coolest blend of vocals. 
The band taught me how to swear like a 
New Yorker. 

Joe Cocker? 
1 did sessions with him for the first al¬ 

bum, on Shelter Records. Did some at 

Olympic, and then some here in America in 
'68 at Record Plant. What surprised me was 
that in the studio he didn’t flail around like 
on stage. Just a great voice and a very tight 
band — the Grease Band. 

Rolling Stones? 
I was assistant to Glyn Johns on Be¬ 

tween the Buttons, Flowers, and Satanic 
Majesty’s Request. I actually played some 
percussion on that one. The first tunes 1 en¬ 
gineered solo were for Beggar’s Banquet. 
The tracks for "Parachute Woman” and 
“Jumping Jack Flash” were cut with the 

band sitting around Jimmy Miller’s Wol-
lensak cassette deck, with the mic in the 
middle of the band. We played that back 
through a little Philips speaker and record¬ 
ed it onto one track of a four-track and that 
was the basic track. 

The Beatles? 
Another classic Olympic session. This 

was the only time I was scared sh*tless. 
Working with Jimi, the Stones, and Traffic 
was great fun — but the Beatles, oh jeezé. 
The first time was because they couldn’t get 
into EMI; Keith Grant was the engineer, and 
I was the assistant that night. We cut 
"Baby You’re A Rich Man,” basic track, over¬ 
dubbed, and mixed it in one night. The next 
time I was the senior engineer and 1 was un¬ 
derstandably a bit nervous, but they were 
very sweet. They had been there before, cut¬ 
ting some background vocals for the Stones, 
and they liked the studio — the only great 
independent studio in London. I cut the ba¬ 
sic track for “All You Need Is Love.” 

Well, what are you up to now? 
About five-foot, seven-and-a-halfi Se¬ 

riously, I’m so pleased with the Hendrix box 
set, coming out in September. As far as new 
bands, I’m working with The Gabe Dixon 
Band, just signed to Palm Pictures through 
Mars Music. And I’m halfway through an al¬ 
bum with a band I found during a lecture 
series at Middle Tennessee State Universi¬ 
ty. I do four-day seminars — preproduc¬ 
tion, tracking, overdubbing, and a mix. 
They sent me a pile of CDs and I picked this 
band to be my guinea pig. They're called 
Fair Verona — an all-girl, punk-rock, in-
your-face band from Nashville. They’re re¬ 
ally great, signed to a local indie label, I.V. 
Records. I’m lecturing and working on my 
book, From The Other Side of the Glass, and 
I will be doing an exhibition of photos I took 
with all the bands I worked with during '67 
to ’72. E» 
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When L.W. 

Ran Into S.P. 
At JFK, Their 
THX® Approved 
LSR25PS 
Gave Flight 

to New 

Creativity. 

As you can see, the all-new 
THX* Approved LSR25P powered 
monitors are really taking off. That's 
because key industry professionals 
are discovering one very simple 

A talented musician, successful composer 
and recognized producer, Lenny White is 
considered one of music's real innovators. 
He's played wth such greats as Miles Davis, 
Chick Corea and Stanley Clark, and has also 
collaborated on some of the most recognized 
and influential music of the past three 
decades, including the new CD On the One, 
with Sammy Peralta. 

and indisputable fact: the LSR25P 
consistently outperforms any other 
monitor in its class. As a result, it's 
gaining popularity in all critical 
monitoring applications, from digital 
workstations and near field stereo to 
5.1 mixing. In fact, the LSR25P is as 
comfortable on the road as it is on 
the meter bridge. 

Every LSR25P incorporates JBL's 
revolutionary Linear Spatial Reference 
(LSR) performance characteristics, 
assuring a mix that sounds consistent 
from room to room. What's more, the 
two-way 5.25", bi-amplified LSR25P 

Sammy Peralta loves music. That pure ¿nd simple 
fact comes through strikingly clear as he sits at his 
keyboard tinkering witn half-written tunes. 

Sammy's backg'ound includes work with talents 
including Tito 3uente and Willie Bermudez. * 

have to be careful because I can get so lost in 
the music, I sometimes forget I have a family 

that would like a little cf my attention too". 

also features 150 watts of linear 
power as well as purpose-built 
transducers with JBL's most current 
thinking and designs. This last point 
has earned the entire LSR family of 
monitors continual critical acclaim 
for more than three years. 
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One last point: Sammy Peralta's 
new CD On the One featuring 
Lenny White was mixed entirely 
with LSR monitors. 
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TECHNIQUES INTERNET 

Sending Hi-Res Music via Internet 
Put the Internet to 

work formore than just 
surfing and e-mail 

BY DAVID TORREY 

In the March 2000 issue of EQ, I outlined 
ways to boost the quality of the CD-Rs 
that you burn. Whether you mix down to 
16- or 24-bit resolution, CD-R is a uni¬ 
versal interchange format for music 
that is sent out for mastering or replica¬ 
tion. The right combination of burner 
and media can produce error rates that 
are very low. Even so, glitches can still 
crop up. I ask clients to send two copies 
of a premaster whenever possible. 

Could there be a faster, cheaper, 
better way? Yup. Therein lies a story.... 

A client in Singapore e-mailed me 
recently. (Call him Bill.) He needed his 
latest album mastered ASAP. The release 
was behind schedule. Radio stations had 
already heard rough mixes and wanted 
the finished goods — yesterday. Was 
there a way to speed the process up? 

I asked him two questions: Could 
he reliably burn CD-Rs? Yes. How fast 
was his Internet connection? Cable mo¬ 
dem, capable of receiving an album's 
worth of CD audio in a few hours. 
Good answers —we’re jammin’ now! 

I recommended that he use the In¬ 
ternet, specifically File Transfer Protocol, 
FTP for short, to send his 
original mixes to me. I 
would master the tracks. 
He could FTP them back 
to his computer and 
burn CD-Rs for replica¬ 
tion and advance promo. 
He could also forget 
about Customs delays 
and air-courier charges, 
not to mention save four 
days shipping. Was he 
interested? 

Yes, but with reser¬ 
vations. Bill had moved 
MP3 files over the Web, 
but MP3s are not CD-
quality. A master is a 

FTP work? What about security? Would 
the music be degraded in any way? 

Great set of questions! Let’s break 
it down: FTP is the way that files were 
transferred across the Internet in the 
’80s, before the Web existed. It is used 
millions of times a day because it 
makes the chore of sending multiple 
files quick and easy. Two programs are 
required, one on each end of the con¬ 
nection. They are usually referred to as 
the server and client. 

I already had an FTP server run¬ 
ning and connected to the Internet. An 
FTP server is like a simple Web server. 
Instead of delivering text, graphics, 
and multimedia content in browsable 
hypertext format, it serves up files — 
and only files. You access an FTP serv¬ 
er using an FTP client, which is the 
equivalent of a simple Web browser. 
When you start up an FTP client, it asks 
for the address of the server you need to 
access and for a login name and pass¬ 
word. The client then connects to the 
server and displays two windows. One 
window shows the files on your com¬ 
puter, while the other shows files avail¬ 
able on the server. If you double-click 
on a filename displayed in the server 
window, it automatically downloads 
onto your machine. Double-click one of 
your files, and off it goes to the server. 
Or you can drag and drop files from one 
window to the other. That’s it! Dozens 
of free FTP clients and servers are 
available for download off the Web. 
More on that later.... 

SECURITY ISSUES 

So, we can move files easily. Could 
someone access my FTP server, grab 
Bill’s music, and share it for free with 
10,000 close friends? Nope. 

Many FTP servers encourage what 
are known as anonymous logins. Literal¬ 
ly, you use the login name "anony¬ 
mous,” "ftp,” or "default,” and this grants 
you access to all the files that are available 
for download. This is the standard way 
that FTP servers offer files to the public. 
No password is required, though it is 
courteous to type your e-mail address 
into the space reserved for a password. 
This allows the system administrator to 
see who is using their resource. 

FTP sites can also be set up for 
tightly restricted access. You need to 
have the correct address, a certain login 
name, and a specific password. As¬ 
suming the software is well-designed 
and the person running the server is 
careful about selecting login names and 
passwords, the system will withstand 
concentrated attempts to break in and 
access restricted files. FTP has been 
around for a long time, and the tech¬ 
nology is proven. 

MAINTAINING QUALITY 

Bill was concerned that some of his mu¬ 
sic might get lost in transit. By this time, 
he had already downloaded a couple of 
freeware FTP clients to his machine. I 
recommended a test: He would FTP a 
reference track from Singapore to my 
machine in scenic New Hampshire, 

different story. How will An FTP utility such as WSFTP allows you to transfer files to and from an FTP server. 
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TECHNIQUES INTERNET 

then download it back to his computer, 
a round trip of 19,000 miles. Then he 
could compare the original and the 
copy. He did this, and could not detect 
the slightest difference. Why? 

FTP has powerful error checking 
built into it. When a chunk of (music) data, 
called a packet, is transmitted, an addi¬ 
tional code, called a CRC (cyclical redun¬ 
dancy check) checksum, is sent with it. 
When the packet reaches the destination, 
the FTP software uses the checksum to ver¬ 
ify that the received data is identical to the 
original. If the CRC is perfect, the next 
packet is transmitted. If not, the software 
asks the sending computer to send the 
packet again. The CRC checksum is cal¬ 
culated again. The software will not report 
a successful transfer until every bit of data 
(pun intended) has checked out as perfect. 

IT'S A WRAP 

Bill was convinced. I e-mailed him the 
correct address, login name, and pass¬ 
word. He uploaded 14 tracks. After they 
were mastered, I placed the finished 
tunes in WAV format on my server. I e-
mailed him that the album was complete, 
he logged back in to the server, and 
downloaded the entire album in less than 
three hours. A few hours after that, he 
had burned multiple CD-Rs and the al¬ 
bum was getting advance airplay. Every¬ 
body was happy. Time to kick back.... 

You need only three things to make 
a similar scenario work for you — a CD 
burner you trust, a fast Internet connec¬ 
tion, and an FTP client. Burners often 
come with computer systems these days, 
and many do a fine job, especially if you 
burn at less than maximum available 
speed. DSL, cable modem, and other fast 
Internet connections are becoming com¬ 
mon today, even outside metro areas. Talk 
to your mastering house about the options 
they offer. Most can accept WAV and AIFF 
files, which are two common formats. 

HOW DO YOU SELECT AN FTP CLIENT? 

There are dozens available for both Mac 
and PC. I use an old reliable one called 
WS-FTP. Some people prefer CuteFTP, 
which has extra features. Bill in Singa¬ 
pore used Leech FTP, which operates in 
a very cool multi-threaded way. It 
doesn’t move your files in sequential 
order, it transfers them all simultane¬ 
ously. I watched in amazement as my 
server transmitted 14 files at the same 
time to the same destination. Leech FTP 
efficiently used every scrap of speed that 
my server could dish out. 

RESOURCES AND NOTES 
• WS-FTP, CuteFTP, WINZIP, XITAMI, and tons of other software can be found 

at www.tucows.com , 
• WFTPD server can be found at www.wftpd.com , 
• Leech FTP can be found at http;//stud.fh-heilbronn.de/ 
-jdebis/leechftp/ . 

• CRC32 can be found at www.winsite.com , another large software site. 
• If you have any trouble locating a program, type its name into a search en¬ 
gine such as www.metacrawler.com . This will lead you to multiple 
sources for each file. 

• If you search on "FTP FAQ," you'll find many sources of information on FTP 
servers and clients. 

• If you need super-secure file transfers, check out encryption software at 
www.pqp.com 

WHAT ABOUT SETTING UP AN FTP SERVER? 
There’s no need to do this unless you’re 
interested in providing files to other 
people. If you do, there are many choic¬ 
es. The one I use is called WFTPD. It’s 
fast, simple, secure, and inexpensive. I 
also have a freeware Web server, Xitami, 
which includes a similar FTP service 
(called a "daemon”) as part of the 
package. Both of these programs use 
few system resources. You can easily set 
up a fast FTP server on a slow Mac or 
Windows computer if you don’t plan on 
having dozens of simultaneous users. 
The bottleneck will be your connection 
speed, not the processor speed. Eight or 
16 MB of RAM is usually more than 
enough. 

PARANOID ABOUT DEGRADATION? 

If you have a PC, here’s a neat way to 
verify that the files on your hard drive 
are perfect copies of the files that the 
mastering engineer created. After you 
download your music via FTP, grab a 
copy of a handy little program called 
CRC32. It lets you quickly generate a 32-
bit CRC checksum for an entire WAV 
file. I use it as follows: The mastered 
WAV files are stored in a single direc¬ 
tory. I go the DOS prompt, available 
from the Program menu in Windows, 
and change directory to the location of 
those WAV files. (If I stored them on 
drive “M:” for example, I use the com¬ 
mand “CD M:\.”) Then I type in the 
command “CRC32 ‘.WAV.’’ This gener¬ 
ates a checksum for all WAV files in this 
directory. I place these values in a sim¬ 
ple Notepad text file, which the client 
downloads along with the music. The 
client can use CRC32 to regenerate the 
checksums for the files — exactly as they 
sit on their hard disk, ready to burn to 

CD-R. If the new checksums match the 
ones in the text file, you have a true mir¬ 
ror image. Changing even one sample 
out of the tens of millions contained in 
a music file will result in a radically dif¬ 
ferent checksum. 

PARANOID ABOUT SECURITY? 

An archiving utility such as WINZIP 
allows you to password-protect a file or 
group of files. Even if a malicious soft¬ 
ware cracker intercepts the file in 
transit, they would need the password to 
play the music. WINZIP will also com¬ 
press files so that they can be transmit¬ 
ted more quickly, but most music of 
16-bit resolution and higher is too ran¬ 
dom in nature to benefit greatly from 
this type of data compression. 

Security-conscious folks should be 
aware of a "feature” of CuteFTP and 
many other shareware software pro¬ 
grams: They automatically transmit in¬ 
formation about your system, plus ad 
banners that you click on, back to a cen¬ 
tral database. This activity continues at 
least until you register (pay for) them. 
The term spyware is often used to iden¬ 
tify these programs. While spyware ac¬ 
tivity poses no threat to the security of 
your music, some people are concerned 
that the spyware engine itself could be 
hacked by experts to gain "back door” 
access to your computer. Check 
www.erc.com for more info. 

David Torrey started building audio 

gear when he was nine years old (1962!) 

and hasn't stopped since. He designs 

the toys at DRT Mastering (www, 

drtmastering.com), which specializes in 

fat analog sounds. He’s written a few 

articles for EQ over the years. E-mail 

him at davidt@drtmastering.com. 
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FROM THE DESK OF 

Yesterday, Today, and Tomorrow 
Guitarist, producer, and 
record company owner 
Nile Rodgers looks back 

to go forward 
BY HOWARD MASSEY 

We may not haue much to thank the dreary 

’70sfor— it was, after all, a time that was mu¬ 

sically dominated by the polar opposites of 

disco and punk — but one of the few high¬ 

lights of the era was the ultra-tight, ultra¬ 

polished R&B sound of a band called Chic. 

Cofounded by guitarist Nile Rodgers and 

bassist Bernard Edwards, Chic dominated the 

charts for several years with a string ofcare¬ 

fully crafted songs, including “Le Freak"and 

“Good Times. "Before long, other artists were 

turning to Rodgers and Edwards for their 

production, arranging, and songwriting 

skills, resulting in massive hits such as Sister 

Sledge's "We Are Family." In 1979, Rodgers 

brought his magic touch to David Bowie’s 

milestone album Let’s Dance, and a few 
years later he hit solid gold, producing 

Madonna’s landmark singles “Like A Virgin" 

and “Material Girl. " Work with a diverse crop 

of artists followed, including Jeff Beck, Eric 

Clapton, Mick Jagger, Duran Duran, theB-

52s, David Lee Roth, INXS, Grace Jones, Al 

Jarreau, and the Thompson Twins. 

Today, Rodgers heads up his own label 

and production company, as well as 

Sumthing Distribution, a national record 

distribution company. Oneofthemostin-de-

mand producers and session players in 

New York, Rodgers has some truly unique in¬ 

sights on the art of recording. 

EQ: I’m guessing you’ve come up with some 
great techniques for recording guitar, oth¬ 
er than the old ’57 up against the grille. 

Nile Rodgers: [Laughs.] You know, the 
thing is, the SM57 up against the grille is 
pretty damn good! Ora 421, or all sorts of lit¬ 
tle things. 

I gather in the days of Chic you did a 
lot of DI guitar. 

Yeah, and I still do to this day. Nowa¬ 
days, technology has come so far, and the 
quality of outboard gear is so great, that I 
find myself using something like |Line 6] 
Amp Farm. Man, that’s ridiculous! We can 
do so much now that we used to have to toil 
over in the old days, and now I can’t really 
tell the difference, especially spiritually. 

But I’ve done things like put different 
amplifiers in series up a staircase and 
place microphones all up and down the 
staircase to see which sounded best...all 
sorts of nutty stuff. Taking the sound out of 
the back of an amplifier that’s not supposed 
to really be miked in the back, just to see 
what it sounds like. The old Pignose amps 
sounded so great to us, we were going to 
cover them in fur and call it Le Pignose and 
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FROM THE DESK OF 

sell it for ten times as much! [Laughs.] 
The thing is that beauty is truly in the 

eye of the beholder, and (using! the right tool 
for the right job is all that I’m into. I re¬ 
member Stevie Ray Vaughn telling me that 
he never sounded better than when I 
recorded him. I would think to myself, well, 
it’s Bob Clearmountain and David Bowie 
and Nile Rodgers in the Power Station — 
what a really great day, brother! With a great 
band and a great song and a great vibe—hey 
Stevie, I think that had a lot to do with it! 
Yeah, maybe it sounded better than some of 
his other stuff, I don’t know. But it was a hit, 
and hits always sounded good. 

I don’t mean to downplay the technical 
aspects of it because, yeah, it did sound great 
and it had a great vibe, but Bob Clearmoun¬ 
tain is fabulous. Some of my best records 
have been done with Bob. I started with Bob 
—my first record was done with him—and 
a person knows who you are, and in turn you 
hook up again and you do something really 
great, based on your growth and their 
growth and where you are at that time. And 
nothing is too wacky—you’ll try anything: 
“Hey, wow, you see those room mies that are 
up on the ceiling? Let’s see what happens 

when we put them halfway down the room 
and we put the amps face down or..You try 
anything to get the right sound and the right 
vibe for the record. 

So, these days, to record guitar, you’re 
generally taking the direct signal and then 
using Amp Farm? 

1 hate to say it, but that’s generally what 
I’m doing now. 

More often than actually re-amping 
the signal? 

Yeah, that’s really the deal now. And 
the thing that I really love about that is, 
when I take it direct, I really hear the char¬ 
acter of the guitar. Then, after I’ve done a 
performance that I think is the right per¬ 
formance, I can sit back and say, /¡outlet’s 
try different amplifiers. That’s an amazing 
sense of freedom to me. In the old days we 
used to do some of that—we would record 
pretty much direct, and then re-amp it, send 
it out into the room into amps. But I find 
that, in today’s world, some of the other stuff 
that I’m picking up along the way, I’m not 
so thrilled about. Just the fact that I’m send¬ 
ing my signal along a journey before it gets 
back to my ears, there may be things that I 
don’t particularly want. And when I’m fool¬ 

ing around with plug-ins, I find that it’s a 
new set of sympathetic stuff that comes 
along with each device now. There’s some 
new bull that we have to deal with. 

Only now it’s a model of sympathetic 
stuff. 

¡Laughs.] Yeah! But I’m quite im¬ 
pressed with a lot of the gear that I’ve been 
using lately. Right now, you’ve just caught me 
at a point in time where I’m really discover¬ 
ing the quality of my instruments, pure, with¬ 
out amplifiers. What’s great for me is that I 
can now interpret the music based on it be¬ 
ing a very clean sound, which also makes me 
do more with my hands. Whereas a lot of 
times, when an amplifier is doing its thing, 
you play based on what the amp is doing— 
you can’t help it. Say you plug into a stack of 
Marshalls. You're going to start playing 
"Foxy Lady” and you start dive bombing, do¬ 
ing an Eddie Van Halen solo or playing "Stair¬ 
way To Heaven.” You know, you can’t help 
it! Me, I’m always playing "Ramble On” or 
something. But when I'm playing clean, I’ll 
find that more of what I’m doing artistical¬ 
ly is here. [Gestures with hands.] Then I can 
amplify that and go, "Wow, go check that 
out.” So that’s just a phase I’m in right now. 

Si 
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FROM THE DESK OF 

What’s your usual signal path for DI-
ing guitar? 

It all depends on the record and on the 
song and the guitar. 1 have a million Dis that 
I’ve been using from the beginning, but, now 
that I’m recording to hard disk, I use a little 
Neve sidecar that adds just enough warmth 
to take the edge off the digital converters. 

I still have an old Countryman DI that 
I love, and it sounds great. I also have a cus¬ 
tom-made one from the Power Station 
that’s unbelievable; it sounds like what my 
Strat sounds like to me. 

Do you find that 
different DI boxes 
complement different 
guitars? 

Absolutely. And 
they complement dif¬ 
ferent songs. We pull 
them all day long and 
check them out. I 
come from the school 
where, even if the 
band uses one drum 
kit for the whole 
record, I want it tuned 
right for each song. 
We’ll change the heads or tune it different¬ 
ly, all that kind of stuff, in order to create a 
different vibe. Sometimes we change the 
beaters— all sorts of stuff. It all depends on 
how those frequencies are responding to the 
key of the music, to the pulse of the music. 
Every record is different, every song is dif¬ 
ferent, every tape is different. If I think about 
how many times I’ve recorded a song and 
it felt fantastic and I ran in and listened to 
it, only to go, "Ahh, man, the bass drum is 
detuned, now we’ve got to do it again.” Now, 
with modern technology, we’ll just go, 
“Forget it — we’ll just key another one.” 

One of the hardest things for people 
working in project studios is knowing 
when the record’s done; knowing when 
enough is enough or when they haven’t 
done enougMo complete it. 

That really is an art in and of itself. I’ve 
been very, very fortunate in that, more often 
than not, 1 know when a record is done. Even 
when 1 get pressure from a record company, 
if I really feel that it’s done in my heart, I 
won’t succumb to the pressure; I’ll just say, 
“No, I think it’s done. Why don’t you go test 
it and see what the people think?” 

"Like A Virgin” is a case in point. It was 
very simple, and it really wasn’t any more 
fleshed out than a demo might be, yet you 
knew it was done. 

Well, there was a little bit of a fight there, 
but we stuck to our guns and ultimately won, 
and won big time. That Madonna album is 
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a very simple album. You know, it took me 
a long time before I got to 48 tracks. I was able 
to do everything on 24 tracks for a long, long, 
longtime, and the records still sounded full. 
I did the Madonna album in 24-track, and, 
on "Like A Virgin,” I didn’t even fill it up, so 
it wasn’t like I didn’t have enough tracks — 
I had more than enough for that song. The 
same thing with "Material Girl.” Everything 
on that album was very sparse. But it 
doesn’t sound like it’s not enough — it’s 
done. Same with the Chic records. 

I actually miss those types of records, 
having to figure out how 
to get all that music on 
those limited number of 
tracks and having to do 
a great performance 
right now because you 
won’t get a chance to fix 
it later on. It’s got to be 
brilliant, and it’s got to 
be in the pocket, and it’s 
got to groove. And 
when one person 
makes a mistake, you 
go, “I guess we’ve got to 
keep it because the rest 

of it works—oh, leave it in there.” I love the 
[Bill Haley) record "Rock Around The Clock.” 
The saxophone player goes through the riff 
before the rest of the band and, to me, it’s so 
clearly a mistake, but they left it because the 
rest of the record is swinging. 

For all the technological advances of 
the last 20 years, do you think records today 
sound better than they did 20 years ago? 

No, absolutely not. Because for what¬ 
ever we’ve gained in technical superiority, it 
makes us not necessarily work as hard. And 
unless you’re really into the music business, 
it's hard for people to see it. We could use film 
as a great example. With all of the techno¬ 
logical advances that they’ve made in the 
optical world, does the latest Star Wars look 
better than The 39 Steps'? I’m not so sure 
about that. The fact was that we had to over¬ 
come all of those problems that the equip¬ 
ment gave us, and the net benefit of over¬ 
coming all of those variables was an artistic 
statement in and of itself. In the old days, we 
all used to play together in the same room, 
and I realize, after going back and listening 
to some of these records, that there was a 
blend and a vibe going on in that room that, 
to me, translated into that record. 

The old restrictions in technology 
forced us to do things right. It forced us to 
have to make decisions. It forced us to spir¬ 
itually be so in tune with the other people that 
magic had to happen. It made you step up to 
the plate, whereas now, when I go to play on 
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FROM THE DESK OF 

someone’s record, I feel uncomfortably free 
— and I almost hate that. 1 can actually play 
on a record all day long and do ten different 
solos and take all these different approach¬ 
es to the rhythm and all this kind of stuff. And 
then the producer has to look at all this work 
like a film — they have to go back and edit 
and figure out which bits they want to use. 
Whereas in the old days, when a person hired 
me to work on a record, I had to get it right, 
right there. You had to play great, you had to 
be smokin’, and there was no way that they 
could fix it and make it better. 

When 1 played on Michael Jackson’s last 
record, I knew what they were going to do, 
so 1 just said, "Hey, Michael, here’s like a bil¬ 
lion ideas. I’m going to play all this cool sh*t, 
and you guys go off and do it.” So I didn’t 
have to write it, so to speak. I didn’t have to 
give them the definitive, perfect, guitar 
part; I gave them lots of definitive, perfect 
guitar parts, and they decided which ones to 
use. That’s weird to me. Once you’re un¬ 
limited, you’ll never play that same way— 
you’ll just go on and on and on and on. It’s 
like the ultimate jazz person’s fantasy: “You 
mean to tell me I'm going to solo for the rest 
of my life, and you guys will think it’s great?” 

Having infinite options also means you 
don’t have the pressure on you, which 
means that you won’t necessarily work as 
hard as you would if you knew you had just 
two takes in 20 minutes 
to get it right. 

You can’t help it. 
You see, I grew up in the 
days of, time is money 
— as Madonna would 
say, "Time is money, 
and the money is 
mine.” And I like that, 1 
love that. 

You had a limita¬ 
tion of tracks, too. You 
were lucky if you had 
two tracks and you 
could do an alternate 
take. 

You know what 
people do now when they want me to over¬ 
dub on a record? They’ll send me an album 
with a mix, and 1 have like 22 open tracks of 
guitars I can put down. So now you guys are 
going to figure out what my part is. 

What advice would you give to the 
reader out there whose goal is to be the next 
Nile Rodgers? 

I really think that my experience is 
based on my life. That means I come from 
being in a band, a cooperative collective of 
individuals that come together to do one 
thing. And, unfortunately or fortunately, that 

colors my records. That's the filter through 
which my musical ideas pass. And 1 look at 
the world like that — to me, that’s what 
you’ve got to do. 

That’s not to say that other people who 
aren’t from bands — people who are engi¬ 
neers or tech heads or even just solo players 
— don’t make valid and great records and 
even better records than mine. That’s fine— 
that’s a person’s opinion — but that’s why 

my records have a sort 
of organic feel, if you 
will. Because it’s based 
on a salad — it’s based 
on a meal; it’s defi¬ 
nitely not based on 
one thing. You’ve got 
to mix it all up togeth¬ 
er or else it doesn’t 
taste right. 

You know, cer¬ 
tain people in any 
band are always bet¬ 
ter technically than 
others in the band, so 
that means that the 
people who aren’t as 

proficient on their instruments have to 
support the better technical people. You’ve 
got to blanket around them so that the 
technical people can shine. That’s what a 
band does, and if you have a spectacular 
drummer, then everybody’s got to lay off. 
And if everybody is super technically pro¬ 
ficient, then you get one of those really cool 
bands that do great stuff. You getan Earth, 
Wind & Fire, you get a Return To Forever 
— a band that makes hits but is interest¬ 
ing to the ears technically. 

So you’re saying, get as many dif¬ 

ferent musical experiences under your 
belt as possible. 

That’s exactly what I’m saying. The 
more you know, the greater the palette of 
colors you have to choose from. You have 
to study the information and equipment 
and songs that have come before us, be¬ 
cause each one of those is a project in and 
of itself. When Bowie and I did Let’s Dance, 
we got a pile of records and we sat down 
and studied them. They were from all 
different areas of music: We listened to the 
Pink Panther, and we listened to Cab 
Calloway; we listened to the Beach Boys, 
and we listened to the Beaties. We just took 
licks from all over the place and stuck them 
in. It wasn’t samples — it was ideas, it was 
licks, it was stuff. We were superimposing 
all different parts of pop music and culture. 
David would say obscure things like, “Let’s 
not listen to anything that’s been played in 
the last 20 years; let’s act as if the blues had 
never been invented.” \Laughs.\ 

I had never done that before. People had 
told me stories about them doing that with 
my records, but I never did that with anyone 
else's records. Up until Let’s Dance, every mu¬ 
sical idea came from my memory'. I never 
studied other people's stuff before I made my 
records. And now that I’m getting ready to 
make my next crop of records, I think 1 might 
try that whole Let's Dance philosophy again 
— listen to a bunch of different things and see 
if that inspires me to write riffs and play dif¬ 
ferently. Sometimes it’s good to look back in 
order to get the inspiration to go forward. 

This interview is excerpted from Howard 

Massey's new book Behind The Glass, soon 
to be available.from Miller-Freeman Books. 

"Sometimes it's good 

to look bock in order 

to get the inspiration to 

go forward." 
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Own POD. 
POD is the ultimate guitar direct recording/performance tool with acclaimed Line 6 modeling, 
built-in stereo effects and A.I.R. (Line 6's proprietary mic/room emulation technology). 
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modeling, effects and A.I.R. With 1 /4” and XLR analog 
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live performance. 

Whichever POD you choose, you get instant tonal 
gratification and access to an ever-expanding library 

ine 6, Inc • 555 St. Charles Drive, Suite 100 
usand Oaks CA 91360» Tel: (805) 379-8900 • Fax: (805) 379-3001 • www.line6.com 

of new tones from the Line 6 
ToneTransfer Web Library¬ 
enough to feed the most 
insatiable lust for tone. 

CIRCLE 71 ON FREE INFO CARD 





These days there’s more to recording 
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Joe Satriani 
and Eric 
Caudieux 
COLLABORATE 

ON A NEW 

ALBUM — NO 

MICROPHONES 

ALLOWED! 

Joe Satriani’s latest album, Engines Of Cre¬ 
ation, is a marked departure for the famed 
guitar hero. With its songs composed mostly 
on keyboards instead of his primary instru¬ 
ment, the project sees Satriani and co-pro-
ducer Eric Caudieux taking a musical left turn 
into the burgeoning genres of the 21st century 
— or, as Satriani himself characterizes it, “Joe 
meets techno/trip hop, and melody/solo 
guitar meets the sounds and rhythms of 
electronica.” 

In keeping with the trail-blazing spirit, 
Caudieux also decided to take a radical depar¬ 
ture in recording technique. “No microphones 

were used or harmed during the making of 
this album,” he proudly proclaims. Instead, a 
Palmer ADIG-LB speaker simulator (essen¬ 
tially a load box, but with controls that allow 
the resonances to be varied) took the place of 
speaker cabinets and microphones. Following 
what Caudieux characterized as a “sh’tload” 
of stomp boxes, the typical guitar signal 
chain went from amp head (Fender, Marshall, 
Bogner, Wells, or Peavey 5150 — a Fender 
Bassman was most often the head of choice) 
to the ADIG-LB, and, from there, into Tele-
funken V72 or custom Neve 1272 mic pres and 
a TubeTech CL2B compressor, and on into Pro 



Tools via stock Digidesign 888 A/D converters. 
On some occasions (most notably the machine¬ 

gun rapid-fire guitar effect in the opening track “Dev¬ 
il’s Slide”), a Hafler Triple Giant guitar preamp was used 
instead, dialed to the so-called "brown” setting, before 
routing the signal straight into Pro Tools. That partic¬ 
ular riff, which Caudieux laughingly refers to as “one 
of the most horrible sounds you’ve ever heard in your 
life,” was created by Satriani overdubbing the same 
highly rhythmic part eight times. "We just basically 
stacked them up, and, between each phrase, we’d paste 
a little silence in,” Caudieux recalls. “It was just the 
sheer amount of guitars that make up that noise.” 

Satriani stresses that the decision to not use 
microphones was based entirely on aesthetic — not 
budgetary — considerations. “Time was never a con¬ 
sideration, only creativity,” he comments. Similar¬ 
ly, the decision to compose on keyboards instead of 
guitar was a conscious effort to explore new musical 
areas. “It lead me away from guitar convention and 
certain idiosyncratic behaviors,” he explains, “thus 
opening up the writing process to include more 
world-based music." 

Many of the basic tracks — both audio and MIDI 
— were recorded by Satriani in his San Francisco 
home, using a PowerBook running Logic Audio. The 
files would then be e-mailed to Caudieux in his Los An¬ 
geles studio (Chateau FAF) where he’d transfer them 
into one of his two Pro Tools 24IMix Plus systems (one 

running on a Power Mac 9600, and the other on a Pow¬ 
er Computing PowerTower Pro, both with G3 400 MHz 
acceleration) for further tweaking. Plug-in processing 
abounded, with particular emphasis on Amp Farm, 
Lexiverb, Rectifier, D-Fi, D-Vinyl, 
and various DUY DSpider modules. 
The arsenal of stomp boxes in¬ 
cluded wah pedal and FullTone; 
Moogerfooger filter and ring mod¬ 
ulators (“my favorite pedals in the 
whole world,” Caudieux says); Digi-
Tech Whammy pitch shifters; and 
Mutrons and Qtrons. (Both 
Mutrons and Qtrons were used in 
series on the track "Attack” to cre¬ 
ate a uniquely tiny, almost 
Munchkin-like guitar sound. "The 
trick,” Caudieux explains, “was to 
play it extremely lightly, because 
otherwise everything would just 
go into stupid resonance.”) Other 
key equipment used on the album 
included a Yamaha 02R digital con¬ 
sole and an Otari UFC24 universal 
format converter. 

Many of the guitar parts are so processed that they ac¬ 
tually sound like a guitar synth, but Satriani is firmly opposed 
to this particular area of technology. ("MIDI guitar sucks, ” 
he states flatly.) Instead, Electro-Harmonix Micro-Synth box¬ 

es were used 
to enable him 
to generate some 
of the more 
ultra-synthetic 
sounds on the 
album. More 
usually, though, 
extensive digital 
effects were ap¬ 
plied to bend, 
fold, spindle, 
and mutilate 
the sounds in 
various ways. 
Caudieux recalls 
that there were, 
in fact, some 
parts that were 
so processed 
that they actual¬ 
ly had to be 
played ahead of 
the beat in order 
to compensate 
for processing 
delays. Not that 
these hurdles 
tempted Satriani 
to return to the 
analog world: 
“Issues with dig¬ 
ital recording 
are as numerous 
as with analog,” 
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Eric Caudieux’s Top Ten 
Guitar recording Tips 
1. Use plenty of stomp boxes to get the sound you 
want at the source. Sure, sometimes they’re noisy, but they're 
designed specifically to handle guitar tones so they'll probably do 
a better job than any line-level outboard processors in your rack. 
2. Try using speaker emulators (load boxes) instead 
of speaker cabinets and microphones. These plug direct¬ 
ly into the speaker outputs of your favorite guitar amp head and 
provide a line-level signal that can be directly input to your 
recorder. 
3. Try applying both a low-pass and high-pass filter, 
each set to the same frequency. This has the effect of act¬ 
ing as a band-pass filter and can make a guitar sound so fre¬ 
quency-limited that it really sticks out. 
4. To add extra sustain to high notes, play the part an 
octave down and use a pitch shifter to raise it an oc¬ 
tave higher. Caudieux used this trick effectively on Joe Satri¬ 
ani's electric sitar in the track "Slow And Easy" on the Engines Of 
Creation CD. 
5. Amp Farm works best on clean sounds. It really does 
not work on distorted sounds," Caudieux observes, “unless you’re 
looking for something that will crap out on you, a sound that will 
just break up.” 
6. Try pitch shifting the reverb send. On the track "Until 
We Say Goodbye," Caudieux took Satriani’s lead guitar and sent it 
to a pitch shifter set three cents down on the left side and three 
cents up on the right side, and used that to feed into the reverb, 
without any of the dry signal. “What you hear," he comments, “is 
this massive ambience thing that just covers the whole track." 
7. Multiple overdubs cause a different interplay be¬ 
tween harmonics than simply copying the same 
track and processing each copy differently. Of course, 
this means that you really need to be able to play your axe, but 
the results, as you can hear on the track “Devil’s Slide" (where 
Satriani overdubbed the same rapid-fire part eight times), can be 
spectacular. 
8. Tuning is important! Lots of out-of-tune guitars — heck, 
even one of ’em — can make for a very unpleasant listening ex¬ 
perience, even though the average listener may not be able to 
identify what it is about the track that they don’t like. On the oth¬ 
er side of the coin, as Satriani observes, “Tuning is actually a 
very creative area of music that can be toyed with for a variety 
of musical effects.” 
9. Maintain a good sense of dynamics. You don't always 
have to be shredding those strings — playing exceptionally lightly 
(like Satriani does on the lead to “Attack") can create a unique 
sound that can really grab the listener’s ear. 
10. Use effects for purposes other than what they’re 
designed for. One of Caudieux’s favorite Pro Tools tricks is to 
apply the DINR noise reduction plug-in to a sound after deriving a 
noise signature from a completely different sound. “By pulling out 
something that doesn’t exist in there in the first place, you create a 
different vibe,” he explains. —Howard Massey 

he notes philosophically. ‘‘You just get used to the quirks and 
move on.” 

The one song on the album that breaks the techno-mold 

Howard Massey heads up On The Right Wave¬ 

length, an audio consulting company, as well as 

Workaday World Productions, a full-featured pro¬ 

ject studio. His latest book, Behind The Glass 
(Miller-Freeman Books), is a collection of inter¬ 

views with record producers. 

is the melodic, almost AOR “Until We Say Goodbye.” 
Recorded conventionally (Neve Capricorn to Sony 
3348) at New York’s Avatar Studios and featuring 
guest drummer Anton Fig (of Late Show fame), the 
track is vintage Satriani, even though he somewhat 
dismissively explains the reason for the change of 
venue as being “the record company wanted a rock 
re-mix of their favorite song." But, even here, tech¬ 
nology rules. Although the main melody is played on 
a '58 Strat plugged into a Fender Bassman amp 
turned up to the proverbial 11, the sound of his 
beautiful, lyrical solo was created down on the Amp 
Farm (“It wasn’t a pre¬ 
set, but I couldn’t tell 
you what settings we 
used — it was just 
something that we 
tweaked up,” Caudieux 
recalls). 

The final mixes 
for Engines Of Creation 
were done directly in 
Pro Tools without the 
use of any external 
control surface ("Be¬ 
sides pushing a fader 
and assigning inputs, I 
don’t see the point,” 
Caudieux says) and 
then transferred to 
DAT. The entire pro¬ 
ject was recorded in 
16-bit resolution — 
largely to accommo¬ 
date the guitar tracks Satriani recorded directly 
into his PowerBook using its onboard A/D con¬ 
verters — and took just four months to complete 
from start to finish. 

Although Satriani regularly interacts with his 
fans through an unusually comprehensive Web 
site (www.satriani.com), he takes a balanced view 
of the impact of the Internet. "I don’t like the idea 
of having to relate to a computer screen whenev¬ 
er you play or listen to music," he comments. 
“[Technology! has made it easier for a new artist 
to break in today, but harder to stick around.” 
These may be prophetic words, but something 
tells us that Joe Satriani’s going to be sticking 
around for a very long time. 
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and my Vegas." 
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Forty days 
AND FORTY 

NIGHTS WITH 

STEVE VAI 

Okay, so it didn’t actually take forty days and forty 
nights, but the story behind Steve Vai’s contri¬ 
bution to the track “Noah’s Ark” on drummer 
Greg Bissonette’s solo album Submarine is 
nonetheless a fascinating one. 

Released on Vai’s label, Favored Nations, 
Submarine is an eclectic collection of songs writ¬ 
ten by Bissonette’s brother Matt (who also plays 
bass on the album), ranging in style from be-bop 
to pure pop, from funk to blues, from Latino to In¬ 
dian. “Some labels tell you that albums have to be 
thematic, that every song has to be exactly the 
same kind of style,” Bissonette comments. "The 
great thing about being on Steve’s label is that his 
attitude was, 'Just take a musical polaroid of 
where you are in your life right now — diversity 
is cool.’ ” To that end, each track features a dif¬ 
ferent guest guitarist (including Vai’s former 
teacher Joe Satriani), performing a song written 

specifically with that player in mind. 
“Noah’s Ark” pulls off the neat trick of living 

in complex time signatures (7/8 alternating with 
4/4), yet being eminently tuneful. Bissonette re¬ 
calls, “One of the reasons 1 thought this track 
would be great for Steve is that he played for a long 
time with Frank Zappa, so he’s very comfortable 
playing in odd time signatures. He plays in 7 and 
other odd times just like he’s playing in 4/4, which 
is no easy thing.” Vai’s secret? “You want it to 
sound natural; you don’t want it to sound like 
you’re counting. It just takes a little time. When 
you’re playing in an odd meter and it’s flowing in 
your brain, you find yourself phrasing and 
speaking sentences that you would never nor¬ 
mally do in a 4/4 section, and it’s really nice.” 

Working from charts, the brothers Bis¬ 
sonette first recorded the bass and drum back¬ 
ing tracks at Mad Hatter — Chick Corea’s former 
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studio in Los Angeles. Tapes in hand — along with a demo 
of the tune — they trekked to Vai’s studio in the Hollywood 
Hills (The Mothership) to add the guitar overdubs. All 
recording was done strictly in the analog domain (“1 just 
love the warmth of it,” Bissonette says), without any edit¬ 
ing or digital restructuring. “A lot of times I enjoy record¬ 
ing on Pro Tools when I do sessions for other people, but 
I just wanted to make this album a complete thought, a 
straight-through performance,” he comments. “Plus, my 
brother is a really song-oriented songwriter. Many musi¬ 
cian albums are just constant jamming, and you don’t 
really hear melody or song form. My intention was to make 
an album that people who aren’t musicians can enjoy. 
That’s why we placed such an emphasis on melody and 
song structure; there’s always a hook.” 

Unusually for such an accomplished instrumental¬ 
ist, Vai is also a skilled recording engineer. Bissonette mar¬ 
vels at his work ethic: “He sets up his guitar sounds 
himself, he records the guitar himself, he does his own 
punching, you name it.” Vai usually begins by plugging his 
axe — a signature Ibanez Gem — into one or more stomp 

boxes, most often including a 
Roland DS-1. From there, the 
signal is passed to a Carvin 
Legacy amplifier (designed by 
Vai; is there anything this guy 
can’t do?) and a variety of 
speaker cabinets. 

Vai cheerfully acknowl¬ 
edges that the miking tech¬ 
nique he used on “Noah’s Ark” 
originated with famed Jimi 
Hendrix engineer/producer Ed¬ 
die Kramer. “Basically, it's three 
microphones on one speaker, 
with careful attention paid to 
phase. I’m a real nut about 
phasing, and I get really neu¬ 
rotic and anal about checking 
all the different sources that 
come in to create the one 
sound. For‘Noah’s Ark,’ I close-
miked with three mies: a 
ISennheiser) 421 — set to the 
’speech’ setting, so it’s got all 
the bottom end — a (Shure) 
SM57, and a Beyer M160, which 
is a real dark microphone. Each 

microphone has a distinctly different sound, and if you 
blend them properly, it creates the kind of sound that 1 like. 
The Beyer is really good for the bottom end, whereas the 
’57 is obviously the ice pick in the forehead. [Laughs.] The 
421 is just a great overall sound absorber. I never bring 
those mies up at the same level, though, because there is 
cancellation and you can lose a lot of the delicate overtones 
that create the sustain on the sound. Then I’ll occasion¬ 
ally put an (AKG) 414 about three feet in front of the amp, 
just for a little body. I also mic the room with either two 
414’s in the corner or a C24; on ‘Noah’s Ark,’ I used a C24 

in the center of the room. Not only are they fantastic, warm 
tube microphones, but, the way they’re configured, you 
can capture different dimensions of the room. 

“Usually I’ll bus the three close mies to one stereo 
channel,” he continues. “Sometimes I’ll take the Beyer and 
pan it either hard left or at 9:00 and the other two mies at 
2:00. The stereo room mies will be put on another two 
channels. It's all about creating a sound. I was a big fan of 
J immy Page when I was growing up, and his guitar sounds 
and his productions never sound like you just put a mi¬ 
crophone in front of something; he always used dimen¬ 
sionality to create his sounds. So sometimes I'll delay the 
room mies a little bit; I think in this case I delayed them 
by about 20 msec each. Often 1’11 take that 414 that’s three 
feet back and add a little bit of it in with some phasing. And 
then, if I really want to create an odd sound, there are some 
stomp boxes I end up using, like an |MXR| Phase 90; I 
always was in love with those little orange boxes. 

“I’ll always bring outboard effects up on the console 
in a send-return configuration because I find that’s the 
cleanest way to hit them; if you access a digital effect through 
the ins and outs of your amplifiers, you’re just going through 
a series of converters. I’ll take a little bit of the composite 
sound once it’s up on the console and send it to an effect 
like a digital delay — on ‘Noah’s Ark,’ I used an Eventide 
H3000. Usually the delays are split hard left and right, with 
one side set to a half note delay with about 12 or 15 percent 
feedback, and the other side set to a dotted quarter. I then 



printed the effects returns (to separate tracks], because I 
knew I wasn’t going to be there for the mix.” 

Vai’s flair for orchestration is apparent on "Noah’s 
Ark," where he creates a veritable wall of guitars, each with 
a distinctive sound. “Usually what I’ll do is create a dual 
mono rhythm track, overdubbed left and right, and there 
will be a little bit of a different effect on each one. I’ll try 
to make the tracking of that real tight. Then I’ll add a cou¬ 
ple of tracks’ worth of riffs to give the lead line a little kick. 
For the melody line on ‘Noah’s Ark,’ I used a [DigiTech] 
Whammy pedal for some of those really odd synth-sound¬ 
ing things; some of it’s doubled, and some of it is just a 
mono guitar. But there are probably no more than four 
or five guitars playing at any one time. 

“The introductory funky rhythm was played through 
one of the new Fender Performer amplifiers. I was play¬ 
ing a Strat on that, and I went directly into the front of 
that amp through an MXR phaser pedal. I took two mies 
— an M160 and a ’57 — and I put them in front of the 
speaker, pitched at a little bit of an angle, with both mies 
positioned exactly the same. Then I also miked the back 
of the Fender cabinet, which is really a great way to add 
a lot of body and depth. As I said, I’ve done a lot of ex¬ 
perimenting with phasing, and I’ve found that the mi¬ 
crophone in the back has to be positioned so that it’s an 
exact mirror image of the microphones in the front; if you 
move it around even a little bit from that position, you’re 
not going to be able to get it to phase. So if the micro¬ 
phones are pitched at 10 or 15 degrees in the front, then 

they have to be pitched exactly that in the back, but go¬ 
ing in the opposite direction. And they’ve got to be hit¬ 
ting the back of the amp in the exact position that the 
front of the amp is hitting, or else you’re just going to get 
a direct-miked thin type of sound.” 

Though the lead line in “Noah’s Ark” sounds sus¬ 
piciously like slide guitar, Vai insists that’s not the case: 

continued on page 134 
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Recording 
and mixing 
Al di meola’s 
GUITARS FOR 

STEREO AND 

SURROUND 

SOUND RELEASES 

When recording Al Di Meola, we generally have 
a standard setup that works well for us, refined 
over many years by his experience and sharp 
ears. If we aren’t working in a commercial 
room, Al has a comfortable home studio that 
is continually updated technologically, and 
myself and fellow engineer Spyros Poulous will 
bring in some of our own gear for individual 
sessions as needed. 

Our setup for acoustic guitar recording usu¬ 
ally consists of the following: A pair of Schoeps 
CMC-5 cardioids in an X-Y configuration 

about five inches from the neck and soundhole, 
and a pair of Earthworks TC-30K omnis about 
three feet apart, set back about three feet from 
the guitar. On the console, the Scheops are usu¬ 
ally panned with one hard left or right, and the 
other at either ten or two o’clock, creating a 
warm, thick sound. The Earthworks omnis, 
when mixed in hard left and right, add a beau¬ 
tiful top to the guitar, as well as a nice wide room 
ambience. The four channels are blended ac¬ 
cording to the sound that is needed for each 
song, and, when layered guitars are involved, the 



mix and blend are normally made tighter to help the parts fit together and 
to avoid conflict. 

Signal path is important when getting a great acoustic guitar sound. 
We go straight from the mies, using all Monster Cable, into four chan¬ 
nels of Demeter VTMP2B preamp. The multitracks, which have been 
Alesis M20’s at 20-bit/48 kHz resolution, are fed directly from the Deme¬ 
ters. We don’t record or mix the guitars with any compression, which 
is slightly unusual, but we feel we get great results without it. Obviously, 
great guitars will help as a starting point for great sound, and Al’s tech¬ 
nique also allows him to get the best tone out of his own instruments. 
His primary recording guitars are a beautiful Conde Hermanos classi¬ 
cal and a 1949 Martin D-series steel-string with a sound that literally 
jumps out of the instrument. 

He likes to work with a lot of 
reverb, and his favorite is the old Lex¬ 
icon 200, a slightly noisy but warm¬ 
sounding unit, probably due to its 
eight-bit technology and old filters. 
We have not been able to duplicate 
the sound of the 200 with any other 
reverb, but he has warmed up to 
using the clean TC Electronic M3000 
as of late. For chorus, we use the TC 
Electronic 1210, and the TC-2200 for 
any delays. As I mentioned, the sound 
has been refined over many years, 
and this combination of gear, along 
with the vintage Soundcraft analog 
console in his studio, always yields 
great results. 

We recently started working with 
surround sound technology, and the 
approach we use for stereo translates 
amazingly well to multichannel work. 
When recording the Winter Nights 
record (Telare), we planned from the 
beginning to do some surround mix¬ 
es. We recorded as we normally 
would, with the Scheops and Earth¬ 
works mies, so the technical ap¬ 
proach was not really different, but 
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mentally I knew I would use the spaced omnis in the surrounds. Hav¬ 
ing mixed several surround projects before this record, I knew what el¬ 
ements would generally work using the surrounds, center channel, and 
subwoofer. When it came time for the 5.1 mix, the Earthworks sound¬ 
ed great in the rear surrounds, complimenting and filling out the 
Schoeps, which were mixed in the front left/rights. Some of the guitar 
lines were mixed wet in front and some dry in the surrounds, further¬ 
ing the dramatic effect. Again, the approach depends on the material 
and how far you want to go, but we always kept the focus of the guitar 
in the front left/right speakers. Al also uses a lot of exotic percussion 
in his work, and some of the deeper drums sounded amazing in the sub¬ 
woofer, although you have to be careful about the amount of infor¬ 
mation you put in there. 

Al carefully orchestrates his guitar lines, and his music lends itself 
to multichannel production. It is certainly easier to fit all the parts of 
a Di Meola recording into the sonic space of five channels versus just 
two! While we were recording and mixing the stereo version of the 
record, the whole time I was thinking multichannel; I basically had the 
surround mixes "done” in my head when it was time to actually sit down 
and physically do them. Since Al missed the days of quad, he’s excit¬ 
ed about the future of guitar in surround. This is really just the begin¬ 
ning of where we are going to go. E® 
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VOLUME WARS, 

METRONOMIC 

TIMING, AND 

WHY IT’S HARD 

TO PLAY CELLO 

IN TUNE WITH A 

ROCK BAND 

Back in 1969—way before the members of Metal¬ 
lica ever dreamed of performing with the San 
Francisco Symphony Orchestra — an up-and-
coming rock band by the name of Deep Purple 
recorded (band member) Jon Lord’s Concerto For 
Group and Orchestra with the Royal Philharmonic 
Orchestra. At the time, even members of Deep 
Purple didn’t realize quite how radical a concept 
they had created. Unfortunately, subsequent to 
the recording, Lord’s manuscript for the piece was 
lost and never again found. Years later, a young 
Dutch composer by the name of Marco de Goeij 
approached Lord in Rotterdam prior to a Deep 
Purple concert. Goeij informed Jon that — 
knowing the manuscript had been lost and was 
likely never to be found — he had transcribed the 
work through endless listening of the recording 

and viewing of the video tape. After filling in some 
blanks to Goeij’s transcription and making a few 
tweaks, Lord’s manuscript for the piece was once 
again whole. Acknowledging that 30 years of ex¬ 
perience in writing, performing, and recording 
music had matured them as musicians, Deep Pur¬ 
ple decided to re-record Concerto For Group and 
Orchestra once again live at the Royal Albert Hall, 
this time in conjunction with the London Sym¬ 
phony Orchestra. 

Can You Guys Turn It Down A Bit? 
Deep Purple bassist Roger Glover informs us that 
one of the biggest challenges in recording the Ix>n-
don Symphony Orchestra simultaneously with 
Deep Purple was the "great disparity in volume 
levels between the orchestra and the band. 



That’s a problem we faced 30 years ago, and, even after all 
these years, we still haven’t come up with a solution. To 
really record an orchestra well, you need the acoustic 
sound of the instruments. You can use electrical pickups, 
but they don’t sound particularly natural — so it’s nec¬ 
essarily a compromise in the way the band is playing and 
in the way the orchestra is playing.” 

To help reduce problems stemming from the volume 
of the band, conductor Paul Mann was situated just 
behind the Deep Purple backline, allowing the orches¬ 
tra to be as far behind the band as was physically possi¬ 
ble in the Royal Albert Hall (the orchestra was elevated 
to maintain sight lines). Deep Purple band members 
made additional concessions to prevent a battle of loud¬ 
ness. When performing with Deep Purple, Glover nor¬ 
mally uses four Ampeg SVT cabinets powered by two Am-
peg SVT heads (each amp driving two cabinets). With the 
four-cabinet setup, Glover angles the outside cabinets 
slightly toward the center of the stage. But, for this record¬ 
ing, Roger modified his rig to a single SVT head and a 
single SVT cabinet lying on its side. Using a single cab¬ 
inet helped reduce Glover’s overall stage volume, while 
laying the cabinet sideways helped maintain sight lines 
between the band and the orchestra.” 

Roger’s bass was routed through a volume pedal, a 
DI, and then to the SVT head; he typically records the DI 
in addition to miking the amp, though he doesn’t express 
a preference for any specific microphone. Glover gener¬ 
ally sets up a single sound for the show, and feels “the DI 
is the best place to get a pure sound. That’s something an 
amp can’t do. I like my sound to be commensurate with 
the kind of music we’re playing. If we’re playing a hard 
song, I want a hard sound — a sound that means business 
— rather than a polite bass sound. Everything should be 
as simple as possible and not one bit simpler!,” he jokes. 
Glover does admit that, during mixdown, "those big, old 
1950’s compressors do wonders for the sound. Pultec, 
UREI (I like that Fairchild compressor, too...) —whatever 
the studio has that they can spare after they’re done with 
the other instruments!” 

One thing you will not find in Glover’s bass rig is a wire¬ 
less system. “I used to have a radio pickup,” he explains, 
“and I’d walk out into the audience during soundcheck and 
play. At first I thought it was great, but it was probably the 
worst thing I could have ever done. When you’re out in the 
hall, there’s a delay, and somehow I’d get this disembod¬ 
ied feeling. Also, you’re hearing the PA’s interpretation of 
your sound. 1 don’t usually like what I hear—I’d rather be 
on stage and hear my amp.” 

Other concessions to the volume situation included 
placement of Plexiglas panels around Ian Paice’s drum kit 
as well as paring down Steve Morse’s guitar rig. Normally the 
guitarist uses a total of six 4x12 cabinets: four 4xl2's pow¬ 
ered by one head for the dry sound (usually a Peavey 5150), 
and another two 4x12 cabinets powered by another 5150 for 
the wet sound. According to Morse, the four 4x12 cabinets 
are really for dispersion of his sound across the stage. For the 
recording session at The Royal Albert Hall, Morse shaved the 
rig down to “one 4x12 for the dry sound and another 4x12 
for the wet sound. I wasn’t that concerned with the disper¬ 
sion this time. I wanted a minimum of gear blocking the bot¬ 
tom row of cellos and violas. Instead of putting the heads on 
top of the amp, we put them down on the floor to keep sight 

lines open. I turned the cabinets a little bit away, and moved 
them as far from the conductor as I could, so that he 
wouldn’t get any of the low end that radiates from a closed-
back cabinet. I didn’t want him to get trapped in that bubble. 
Of course, I turned down the master volume—which does¬ 
n’t give you the greatest tone in the world, but it was neces¬ 
sary. Ordinarily my master volume is set to 7, and that’s where 
the rig starts to break up nicely. I had no choice. If I had played 
at my normal volume, I would have been too loud.” 

Steve plays an Ernie Ball Music Man guitar (“The 
Steve Morse model, oddly enough!” he laughs) and plugs 
straight into the amp. As far as wireless versus cable, Morse 
says he’s “.. .never heard a wireless that didn’t produce the 
effect of a compander or compressor/expander circuit. It 
takes away from the dynamics of the guitar. I often use the 
low end on the volume knob — I’ll turn it from TO’ all the 
way down to ‘2’ just to get that tiny bit of signal from the 
pickups that’ll give me a clean sound even though I have 
a distorted setting on the amp. You can’t do things like that 
very well with a radio system.” 

Morse does use effects, but they’re patched in a rather 
unconventional manner. "I plug the guitar straight into 
a Peavey 5150 head. This amp has an effect send/return 
loop with an on/off switch for the loop. But I don’t actu¬ 
ally use the whole loop — I only use it as a send with an 
on/off switch. Since each effect unit has an input level 

The Steve morse Guide 
to PA System Tweaking 
During our conversations about the recording at The Roy¬ 
al Albert Hall, Deep Purple guitarist Steve Morse offered 
some insight as to how a live sound engineer might ap¬ 
proach evaluation of an unfamiliar PA system prior to a 
gig. Here's what Steve had to say: 

"One of the things I would say to every sound engi¬ 
neer is check out the PA system you're using before you 
begin EQing or even doing a soundcheck with the band. 
Plug a CD player into a channel (or two) of the board. 
Turn the channel EQ off or center it. Bypass the system’s 
graphic EQ. Then go to the power amps — not the 
crossover — turn down the subs and the tweeters, and 
listen to the midrange. Almost every PA is set up to give 
the illusion of more volume by having the high end and 
the low end cranked up. Add the subs and tweeters into 
the midrange until you think it sounds balanced. Then, if 
you have to, use the graphic EQ. But, if at all possible — 
get the balance between the power amps sorted out first 
— you’ll find you have fewer problems. 

"I do solo shows where I sit on stage with my own 
mixer, and I’m sending a stereo out to the house. I have 
done this so many times that I can hear when something 
is out of phase, if the balance is off between the sides, or 
even if there’s an extra tweeter on one side of the house 
system. Every time we have adjusted the system like I de¬ 
scribed — every time — the system sounds better. There 
is something that happens when you put a graphic EQ in 
line with the console and it’s not something good. Some¬ 
how graphic EQs screw with the phasing and take away 
the impact, the warmness, and the realness of the sound. 
I can’t describe it in technical terms, but it’s something I 
can definitely hear and something we can avoid.” 



control, I usually ‘y’ the preamp output of the dry 
head to the inputs of two effects. Then I also ‘y’ 
the effect send output of this head to two more ef¬ 
fect units. This gives me the option of turning off 
the send to two of the devices using the effect send 
footswitch — handy for sending only a specific 
chord or note to a very long delay or reverb — 
then fading that sound in with a foot pedal while 
the dry guitar is already on to something else.” 

“I use several effects, like an [Eventide] 
Harmonizer H4000 and a Lexicon PCM80 for the 
long, complex, reverb-y sounds. When I get to the 
part of a song where 1 want the effect, I hit the 
footswitch to turn on the dry amp’s effect send and 
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the dry signal goes to these effects. 
The effects have so much reverb 
that you’d hear the patch change 
if they were always on, but, by us¬ 
ing the footswitch, the dry guitar is 
not always loaded up with the pre¬ 
vious effect. 

“I use two delays: a long de¬ 
lay of about 400 milliseconds and 
a short delay of about 13 mil¬ 
liseconds, both with modulation. 
There’s also a loop delay of about 
three seconds from a Lexicon 
PCM42. That delay is locked in to 
a set time and I can just kick it in. 
The outputs of all the effects go to 
my pedal board, which basically 
works like a mixer. I have Ernie 
Ball volume pedals set up, and 
they pass the output of each effect 
into a little passive four-into-one 
box. The four-into-one box feeds 
the second amp, so now I have 
another amp and cabinet that is 
completely wet. All of the effects 
are set to wet only, so it doesn’t 
take much from one of the Ernie 
Ball volume pedals to get the ef¬ 
fect to a level where I want it.” 

A Matter of Trust 
Steve admits that there is a bit of 
a risk involved in this setup. “I 
have to trust the soundman to give 
me equal volume from both cab¬ 
inets. We have a test before each 
show, where I set up a 400-mil-
lisecond delay on stage using 
both amps. I turn the wet amp up 
to where it sounds balanced with 
the dry amp — so that, when I hit 
a note, I’ll hear the repeat through 
the wet amp at the same volume. 
Then the sound engineer is sup¬ 
posed to make that equal volume 
happen out in the front. It’s a to¬ 
tally subjective thing, and subject 



to double-error, but it’s the best method I 
have been able to come up with. My sus¬ 
picion is that during solos they will often 
turn up the dry amp more than the wet 
amp. In times of chaos, just blame it on the 
wet amp!" 

For compression on his guitar, Steve 
prefers the UREI1176, LA4, or LA3's. On oc¬ 
casion he also uses the Valley Dyna-Mite, 
which he cites as a “really obvious com¬ 
pressor that’s good for use as an effect. If 
we’re doing a Deep Purple album, the stu¬ 
dio usually has some trendy, old tube com¬ 
pressor, and those sound great. Sometimes 
I’ll use the compressors built into a Neve 
board if they’re working. Basically I’m look¬ 
ing for anything to soften the ugly high har¬ 
monics or filter that square-wave stuff a bit. 
The amp is already doing the compression. 
I always mess with different mies and mic 
placement, too. I learned a cool trick 
from one of the engineers I work with, 
where you set up a bunch of mies and plug 
them in. Don’t mark the inputs they’re con¬ 
nected to. Place them around the amp or 
have someone else do it. Then go into the 
control room, play, bring up the faders, and 
find something you like. Then use it! It 
takes away the bias of using a microphone 
because you know how much it costs.’ 

Time For A New Pitch 
After a single rehearsal, Deep Purple and 
the London Symphony Orchestra 
performed Concerto For Group and Or¬ 
chestra (as well as other pieces) in front of 
an audience for two nights. The resulting 
CD (available from Spitfire Records: 
www.SpitfireRecords.com ) is almost 
completely made up of material from the 
second performance. Glover reveals that 
“the only bit of serious fixing we tried was 
a spot where the cello was a bit sharp to 
Jon Lord’s piano. The cellist was physically 
far away from the piano, so he couldn’t re¬ 
ally hear what Jon was playing. Ultimate¬ 
ly we decided to bury the cello in the mix 
for that spot so that the tuning wouldn’t 
be offensive.” 

Morse offers some insight as to why 
a string player might have a tough time 
pitching their instrument to the band: 
“One of the big problems when the or¬ 
chestra plays with a band like Deep Pur¬ 
ple is that the string players can’t hear their 
own instruments and, thus, their pitch 
(that’s why the band was set up in front of 
the orchestra — to help them hear them¬ 
selves). They know the note positions 
on the neck of the instrument and can 

continued on page 134 
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The Audio Toolbox. 
The Amazing Multi Function, Acoustical Analysis, 

Test, Calibration, and Troubleshooting Tool. 
Functions: 

Acoustic Analysis Tools: SPL Meter 
Real Time Analyzer ■ Energy-Time Graph 

RT60 ■ Speaker & Mic Polarity 
Session Helpers: Tuner • Tempo Computer 

MIDI Data Monitor • MIDI Transmit 
SMPTE Reader I Generator / Re-gen 

Hum Cancellation 
Test Functions: Signal Generator • S/N 
Impedance Meter • dB/Frequency Meter 

Frequency Response & Impedance Sweeps 
Sample Scope • Distortion Meter 

Utilities: Headphone Monitor Amp w/guitar 
fx • Cable Tester • Phantom Power Tester 

PC / Mac Interface • and more... 

WWW.TERRASONDE.COM 
TerraSonde 

TerraSonde 
303 545 5848 

toll free 888 433 2821 
fax 303 545 6066 

sales@terrasonde.com 

$999„ 

Inputs: Built-in microphone • Stereo balanced XLR ■ Stereo 1/4’ TRS • Stereo RCA phono 
MIDI Outputs: Built-in speaker Balanced XLR 1/4” TRS RCA phono 1/4" stereo 
headphone jack MIDI (2) Plus: Graphical backlit LCD display ■ DSP powered AC or bat¬ 

tery power ■ 40 non-volatile memories • One-year product & software warranty 
Rack-mount and all-metal versions also available! 
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Terry Date 
cranks IT UP 
AND TUNES 

LOW WITH 

Limp Bizkit, 
Pantera, 
White Zombie, 
and Deftones. 

In the world of contemporary metal, Terry Date’s 
name looms large. The producer has been be¬ 
hind influential releases by Limp Bizkit, Pantera. 
Prong, Deftones, White Zombie, Helmet, and 
Soundgarden among others. The man who has 
recorded some of the most angry, aggressive 
sounds ever made by humankind turns out to be 
a genial, gently spoken guy. Date first fell into the 
metal universe back in the early ’80s, when he 
was a staff engineer at Steve Lawson Productions 
in Seattle. 

“Around that time,” he recalls, “Metal 
Church came in to do their [self-titled] first album. 
They liked the work I did, so they gave me a co¬ 
production credit — my first ever. It was the first 
heavy record I’d ever done. But it took off in an in¬ 
die kind of way. So I started getting calls from a 
lot of heavier bands to produce their records. I’d 
never really though about producing. I was always 
an engineer.” 

Date takes an unassuming, essentially doc¬ 
umentary approach to recording metal. His en¬ 
gineering skills have stood him in good stead. He 
has successfully made the transition from the 

grunge era to the new brand of extreme rap met¬ 
al that currently rules the charts. 

“Around the same time I did that first Met¬ 
al Church record, I also did Sir Mix-A-Lot’s record 
[Sums],” says Date. “I knew about as much about 
rap at the time as I did about metal. It was just an¬ 
other project that came through the door. But I 
learned. And I think it’s funny that, 20 years lat¬ 
er, I’m doing bands that are sort of a combination 
of those two things.” 

When EQ caught up with Date, he had just 
completed the Deftones’s chart-breakthrough al¬ 
bum, White Pony, and was in the midst of coax¬ 
ing Limp Bizkit singer Fred Durst through a case 
of writer’s block — part of Date’s job as produc¬ 
er of Bizkit’s much-anticipated new album, 
Chocolate Starfish and the Hot Dog Flavored Wa¬ 

ter. This month we’ll discuss Date’s approach to 
capturing heavy guitars. Look for Part II next 
month, when we’ll be discussing drums, vocals, 
and more. 

EQ: Sonically, do you see a connection between 
grunge and the new metal? 
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TERRY DATE: Yes, there is a sonic connection. It’s the 
guitars. I think all those bands started out listening to Kiss 
and Black Sabbath in some form or another. The distor¬ 
tion is different on Nirvana’s guitars versus Metallica’s, but 
I think they’re both coming from the same place. The big 
difference between grunge and new metal really lies in the 
low end — the bass tones. But the guitars are the constant 
that carries across both styles. 

Are there any constants in your approach to 
recording guitars, in terms of mies, placement, or pro¬ 
cessing equipment? 

I almost always throw a [Shure SM|57 in front of the 
guitar cabinet, and that’s all I use. People always say they 
like the guitar sounds on records I’ve produced. I wish I 
had something fancier I could tell them as far as what I do. 
I’ve tried expensive mies, multiple mies, but the most 1 
ever use is two on one cabinet. I think it’s more about the 
sound that’s coming out of the cabinet than the mic that’s 
in front of it. And for louder, heavier, distorted sounds, I 
need a mic that can really take a lot. So a ’57 seems to be 
fine for that. 

Do you compress guitars going down to tape? 
I’ll compress cleaner guitar sounds, but I don’t com¬ 

press heavy guitars — especially parts where the player 
is muting with his palm. I think I need all that extra low-
end to come through. So I typically don't compress bass 
or heavy guitars going to tape. Although when I mix, 

sometimes I’ll take the bass and compress it then. 
A lot of the guitarists that you work with tune down 

and/or play seven-string guitars. Is there any trick to cap¬ 
turing all those low frequencies? 

That’s an ongoing process of discovery for me. It is 
very difficult to work with low tunings like that. The in¬ 
strument wasn’t really designed with that in mind. It’s 
easy for the guitars and bass to be out of tune with each 
other when they’re tuned down. The looser the string, the 
harder it seems to be for the tuning to match up. It’s also 
tough to get a tight low end and make all the frequencies 
match up the way I like to hear them. The danger is 
mushiness. 

So can you EQ out overabundant low frequencies? 
Yeah. On an SSL, I’ll typically run a low end filter on 

those heavy guitars as much as I dare to. I’ll filter it up to 
maybe 120 Hz even. And then I’ll go back down to about 
50 Hz and add some in. It adds a weird phase nightmare, 
I guess, but sometimes I can get away with that. It tight¬ 
ens up the sound. And if it’s a straight chunky rhythm gui¬ 
tar part, I’ll tend to suck out straight-up middle — some¬ 
where in the 1.2 kHz region. Then 1 ’ll try to add a little bit 
in up around 2 or 3 k — all on narrow bandwidths, again, 
on an SSL. 

Can you layer guitars — double and triple track the 
same part — when they’re tuned that low? 

Yeah. With the heavy ones, I’ll always do at least two. 
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privacy of their own homes. 

It seems that every new day brings a new dotcom music 
retailer claiming to have the best selection and the lowest 
prices. Who are these people and where do they come from? 

Every major brand, every top 
model - including some that 
you won't find anywhere else! 

call center is staffed by 
actual musicians, producers 

The largest selection of the 
hottest products all at the 
guaranteed lowest prices! 

page full-color catalog featuring thousands of the latest products from all of 
the leading manufacturers - it’s like holding a music store in your hands! 

Use your Sam Ash Credit Card 
and make no payments, pay 
no interest for six months on 
purchases of $500 or more!* 
Call 1-800-4-SAMASH today 
and get a copy of our 180- 1

No other on-line/catalog retailer can offer you the 
incredible selection of musical instruments, pro 
audio and accessories like SamAsh.com. Our huge 
70,000 square foot warehouse is packed with the 
latest and greatest from such leading manufacturers 
as Roland, Korg, Alesis, Yamaha, JBL, Crown, Mackie, 
Shure, Steinberg, Samson, dbx, Fender, and Gibson -
to name only a few! 

Only SamAshicom offers the benefits of over 76 years of 
service to musicians. The Sam Ash family is committed to 
delivering their world-famous selection, serv.ce and famous 
discounted prices to musicians on-line. 

Thinking about buying musical equipment? You can buy 

it from a friend, travel to another planet or go with one 

of the most trusted names in the music industry! 

Acoustic, electric, bass - you 
name it, we got it! In-stock and 
ready to ship! 

Get A FREE 180 Page Color Catalog! 
Call Toll-Free: 1-800-4-SAMASH 

The Best Selection 
Our multi-million dollar inventory means the gear you want 
is always in-stock. And most orders are shipped out the very 
same day! 

Personalized Service 
Your complete satisfaction is out only goal. That’s why 
SamAsh.com gives you 45 days to make sure you are totally 
happy with your purchase.* If you ever have a question, our 

* 

and DJs ready to handle any day satisfaction 
i h GUARANTEE1and all questions you might 

have regarding.our products and services. If you are ever dis¬ 
satisfied for any reason call (516); 952-6400 and an Ash fam¬ 
ily member will be glad to take your call. 
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visit us on the web at www.samash.com or call 

1>8OO’4«SAIV1ASH 
twenty-four hours a day • seven days a week 

Our staff is filled with musicians who will make 
sure that you find exactly what you are looking 
for - at the lowest price available. For over 76 
years guitarists have relied on Sam Ash for pro¬ 
fessional advice and service. We created 
SamAsh.com specifically for musicians that want 
Sam Ash style selection, price, service and 

expertise without 
having to leave the 

The Guaranteed 
Lowest Prices Mt WOI a 

Everyone claims to have the o' 
lowest prices. But only 
5amAsh.com stands behind their claim 
with the industry’s best price protection policy. Simply put, 
find a lower advertised price from an authorized dealer 
within 60 days of your purchase and well beat it.* 
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24—bit Analog I/O • 24/96 Digital I/O 
Two MIDI Ports 

Lynx Studio Technology, Inc. 
1048 IRVINE AVE. #468. NEWPORT BEACH, CA 92660 ph.949.515.8265 • www.lynxstudlo.com 

“It's extremely 
clean, very clear, 

and amazingly 
accurate. 

Rock solid with a 
wide range of 

programs.” 
-Recording Magazine 

February 2000 

“The LynxONE is an 
excellent mastering 

card in terms of sound 
quality and flexibility. 

Suitable for today's 
professional studio.” 

AUDIO QUALITY: 5 [out of 5!] 
-Electronic Musician 

August 1999 

"Sonically, the LynxONE is 
top quality. Easy install 

and crash free operation... 
offers I/O and sync options 

professionals expect. 
One could use this card 
for a big-buck master 

session or block-buster 
movie without any 

reservations." 
- Pr® Audio Review 

% April 2000 

CIRCLE 23 ON FREE INFO CARD 

I used to do three all at the same time, 
but I found that, if you do your job right, 
three is kind of unnecessary. Unless you 
want to have more of an upper 
midrange sound. Or if you want to fill 
out the hole that you sucked out of the 
two other ones. If you’ve got those two 
panned wide, sometimes it’s good to 
pan a third track up the middle that’s a 
little bit more standard sounding. Some¬ 
times I’ll even do four — two identical 
with one type of guitar panned left and 
right, then two identical ones with a dif¬ 
ferent sounding guitar, just to thicken 
the sound out a little bit. 

So how is the new Limp Bizkit 
album coming along? 

Alright. You have to remember it’s 
hard to do a record when you’ve just sold 
six or seven million records or whatev¬ 
er they sold on Significant Other. But 
they’re doing a great job with the new al¬ 
bum. It’s a little different than the last 
record, too, which is good. 

[Bizkit guitarist] Wes Borland 
played me some rough tracks a few 
weeks ago. Some of it was like psyche¬ 
delic guitar jams. 

It’s a little jammier than the last 
record, yeah. I think they were trying to 
bring a little more from the first record 
{Three Dollar Bill, Y'all$\ into this 
record while also maintaining the vari¬ 
ety of styles from the last record 
[Significant Other], and maybe trying 
something new as well. So with eight or 
12 songs, they're trying to throw a lot of 
different styles out there. It’s very 
interesting. And Wes has a lot of good 
ideas on guitar. He likes to record with 
his own effects. He writes his parts with 
his effects on — both the heavy and the 
clean “character” sounds. He’s fast 
and really fun to work with. 

I also spoke with [guitarist] 
Stephen Carpenter from the Deftones 
recently. And the sense I got from him 
is that he’s very much into using his live 
rig in the studio. Whatever he’s per¬ 
fected in concert, tonally, he just brings 
into the studio. 

Right. And that’s probably typical of 
every band I work with. We don’t bring 
a lot of new gear into the studio. I like to 
use what everybody is comfortable with. 
If there’s a certain sound they’re used to 
hearing night after night standing in 
front of that amp, then it’ll be really fun¬ 
ny for them if we have something dif¬ 
ferent in the studio. I usually have the 
guitar player in the control room when 

continued on page 134 
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te Tools 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, beverdynamic 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 beverdynamic Professional Audio Dealer near you. 

beyerdynamic... r/de/ztíf /M ™ 
for information in the United States 

1.800.293.4463 
e-mail: salesUSA@beyerdynamic.com 

www.beverdynamic.com 

1.888 567.5940 
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John 
Kurzweg 
records 
GUITARS FOR 

CREED’S 

Human Clay 

Ify ou've turned on your radio any time in the past 

year, there’s a good chance that you’ve heard 

Creed. With songs such as "One” and “Sister” from 

My Own Prison, and “Higher" and “With Arms Wide 
Open”from Human Clay, Creed's heavy-rocking, yet 
melodic sound is unmistakable. Handling the pro¬ 

duction and engineering reins for Creed is John 

Kurzweg, who had some interesting experiences 

recording guitar sounds /or Human Clay. 

THE PRE IS THE KEY 

Creed recorded Human Clay in a private house, 
taking over various spaces for use as drum, vo¬ 
cal. and guitar rooms. According to Kurzweg, the 
CD was tracked directly into Pro Tools. “Because 
of that, 1 found that I had to work twice as hard 
on the guitar sounds as I would if we were track¬ 
ing to [analog] tape. But the first thing that's true 
whether you’re tracking digitally or to tape is that 
the amp, the guitar, and the guy playing it has to 
be great. Mark Tremonti’s [Creed's guitarist] rig 
is much better now than it was for their first al¬ 
bum — so the sound at the microphone was re¬ 
ally good, and that’s half the battle. When you 
record to digital without using tape, I find it crit¬ 
ical to use really good mic preamps like Neve’s 

or API’s. I also try to go through tubes at some 
stage. I have a few Tube Tech pieces, which I like 
for guitars, especially if I’m going to digital. If I’m 
going to tape it’s not as critical. Analog tape tends 
to make things sound a little bigger and wider 
than they might actually be.” 

John and Mark worked together in their “con¬ 
trol room,” keeping the heads for the amp rig with 
them, while the speaker cabinets remained out in the 
bedroom. John informs us that Tremonti "will let me 
turn the knobs to adjust his sound. I try to do as much 
as I can right at the amp. I think it’s better to twist the 
knobs on the amp before I twist the knobs on the EQ 
or mic pre. If I take too much low end out of the gui¬ 
tar for his taste, he lets me know. Mark is real par¬ 
ticular about the low end of the guitar. He likes a lot 
of low end. which makes mixing a little difficult some¬ 
times. It’s forced me to learn a lot about finding space 
for the kick drum and the bass. 

“If it weren’t for Mark and Creed,” Kurzweg 
continues, “ I probably would have never tried to ne¬ 
gotiate the problem of fitting the low end of the gui¬ 
tar in with the kick drum and bass. With Creed, it’s 
a big issue. They like the guitar to be thick and huge. 
I can’t just roll off the low end from the guitar like 
a lot of engineers might do. It’s hard to fine tune, 
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Use the A/D converters to boost your quality, 
and the limiter to never clip your master. Spank 
a voice or snare beyond any imaginable point. 
Scare yourself a little. There's simply nothing else 
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and I’m not certain that I’ve always achieved it. When we’re tracking, I try to 
find places for the guitar and bass, but a lot of it gets sorted out in the mix. 
Maybe I can make the guitar's low-end thump more around 100 to 250 Hz, 
and then make the bass guitar happen around 80 to 200, depending upon the 
song. Then, of course, the problems is, ‘where does the kick drum go?’ so I try 
to leave some space in the 50 to 60 Hz area. 

“On Human Clay, I don't think 1 compressed any of the dirty guitars go¬ 
ing to tape or in the mix, but clean guitars were compressed at both stages. 
After we did the record, I recorded another song with the band for a sound¬ 
track. Since it was less than 24 tracks, I bounced the whole session to tape be¬ 
fore I mixed it. I knew I’d be in there for hours trying to make the guitars sound 
great because they had been tracked digitally. So I said, ‘Let’s try an experi¬ 
ment. Let’s bounce this whole song to two-inch tape.’ It wasn’t for the album, 
so the song didn’t have to be consistent with the sound of the album. We 
bounced to two-inch, and the guitars sounded better immediately. I think tape 
compresses guitar in such a way that when something really ‘gggr-
rrrrrrrrrrmmmmm’ happens in the low end, the tape kind of holds it back and 
keeps it from overwhelming the kick drum and the bass.” 

THE RIG 

Mark played the majority of his parts for Human Clay on a Gibson Les Paul 
guitar through two Mesa Boogie Dual Rectifier heads. One head powers a Mesa 
4x12 cabinet and the other completes what John refers to as a "really weird 
setup. The second head runs a 2x15 cabinet, which I believe is a Fender Dual 
Showman. Honestly, if you solo that cabinet, it sounds absolutely horrible. To 
my ear, it doesn't have quite the low end that the 4x12 cabinet does. I think 
the 2x15 produces more like a low-midrange thing. What’s funny is that, when 
you put the two cabinets together and blend them, it really does sound good. 
The cabinets were in the same room, but miked separately. Sometimes we’d 
record the 4x12 and then record another track with just the 2x15 cabinet. There 
might be a section of a song where I’d turn one guitar off for a change-up, but 
on most of the record you’re hearing two big guitars. 

“Very rarely — if ever — did I use the 4x12 cabinet and the 2x15 cabi¬ 
net as a stereo guitar. I have never been able to get from stereo miking what 
I get from doubling a guitar. I have had good luck with recording guitar in 
stereo for the intro of a song, where I’ll run it in stereo until the band kicks 
in. Then I pull out one side of the stereo track and replace it with a double. 
It’s a cheap trick to make the guitar get bigger when the band jumps in,” John 
chuckles. “I don’t know if we actually did that on this record much. In oth¬ 
er words, I’ll use stereo miking for a sound that’s slightly bigger than one track 
but not as big as doubling.” 

GHOST IN THE MACHINE 

During the process of recording Tremonti’s tracks, John discovered an inter¬ 
esting anomaly of the two-cabinet rig: "Initially, when we did overdubs with 
only one cabinet, we’d turn off the other Dual Rectifier head (Mark has a split¬ 
ter so he can run both heads at the same time). It seemed like the 'proper' thing 
to do. If we wanted to just record the 4x 12 cabinet, most of the time we’d shut 
the head that powered the 2x15 cabinet. A couple of times I forgot to turn the 
second head off, so the 15’s were still on. I didn’t even have the track for the 2x15 
on ‘input,’ so we weren’t hearing the close mic on the 15’s. But the bedroom 
was being loaded up by this other cabinet that was, say, five feet away from the 
mic on the 4x12. It was sort of like having an ambient mic out in the room. 

“Now I tend to be a one-microphone-on-a-cabinet guy. I’ll put three or 
four mies up, but when it comes down to actually recording—it’s usually just 
one mic. I only put out the other mies to see what they sound like, and if a mag¬ 
ic blend will happen (it rarely does). But there was something about having 
that other cabinet roaring in the room without a mic on it. As the album pro¬ 
gressed, more often we would leave both amps on regardless of which one we 
were actually recording. It smeared the guitar sound; in some ways I liked it 

continued on page 137 
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FIGURE 1: 
Importing a 
hard-disk track 
recorded in 
Acid into Sound 
Forge creates 
rhythmically 
meaningful 
markers that 
simplify the 
trimming process. 

Guitar Loops 
Nothing 
could BE 
EASIER THAN 

CREATING 

GREAT LOOPS — 

IF YOU FOLLOW 

THESE RULES 

At first, the idea of reducing guitar parts to loops 
may seem like a travesty — after all, one of the 
beautiful aspects of guitar is the organic, flowing 
quality of a well-played rhythm part or solo. For¬ 
tunately, even the process of chopping a part into 
eight- or 16-beat patterns can’t destroy those qual¬ 
ities. And when you throw those loops into a 
dance, hip-hop, or rap mix, they impart a warmth 
that’s hard to coax from synths and samplers. 

However, if you play guitar and are just get¬ 
ting into making loops, it’s not easy to produce 
loops that work well in a variety of contexts. So 
here are some tips designed to get you up to speed. 
1. Loop Length 
I highly recommend two- or four-measure loops, 
because single-measure loops don’t get a chance 
to "breathe” with the tension and release that two 
or more measures allow. With two-measure 
rhythm guitar loops, make one measure a steady 
rhythm and the second measure some kind of 
variation (e.g., rhythm followed by a short run or 
melodic pattern that leads into the loop begin¬ 
ning). That way you can repeat the first part of the 
loop when you want a steady background, then 
extend the loop out to the full two measures just 
before going into a change in the song (chorus, 
solo, next verse, etc.). 

With four-measure loops, I follow the same 

basic strategy — three measures of something 
fairly steady, with perhaps a slight variation in the 
second measure, and a major variation in the 
fourth measure. 
2. Check Your Tuning Often 
There’s nothing more frustrating then generating 
a perfect loop that’s just a little off pitch. Don’t just 
check tuning when you start; check tuning often, 
especially if you do lots of whammy bar action. 
3. Play in Context 
Your loops will sound a zillion percent better if 
you create them while listening to a backing track. 
My favorite guitar loop creation engine is the Son¬ 
ic Foundry Acid/Sound Forge combination. I set 
up a looped rhythm track in Acid using a variety 
of instruments, then start recording guitar on a 
hard-disk track. With Acid, even if you loop only 
a few measures, you can keep recording on the 
hard-disk track. Each “take” follows the previous 
one, serially, on the same track. 

The best part of using this software pair is 
that if you then edit the hard-disk track in Sound 
Forge, marker lines show up at rhythmic bound¬ 
aries (see fig. 1). This makes it easy to see where 
downbeats fall and where to make your cuts to 
isolate the best candidate sections for looping. 

If you’re not using Acid but a multitrack 
hard-disk recorder, no problem: Just record 



NO CREATIVE BARRIER 

Mo-FX 
new and subtle sonic 

Hate Math? You don’t have to convert 

also check out-

Check out our web site at: 

kix is a division of IVL Technologies Ltd, 6710 Bertram Place. Victoria, BC. Canada V8M 1ZI Èixinfot 

CIRCLE 17 ON FREE INFO CARD 
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block in ’kill' mode. Tap in the 
tempo with the sync button on. 
Regen set to 0. The effect mix 
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regen knob all the way to ‘loop’ 
and disengage the delay. Now 
perform the "Skank" and slowly 
crank the speed knob up to max. 
The sound staggers upward into 
an infinite buzz. 
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Web Note 
To hear some guitar loops in context with drums and bass, 
go to www.MusicPfaver.com > Reviews > Line 6 Pod 2.0 
Update > Audio. 

your rhythm track into an open track, while recording a 
metronome click (or other rhythmic marier, like a 
clave) onto a separate track. Record your guitar while lis¬ 
tening to the rhythm track. When it’s time to edit, the 
metronome will give you a visual indication of where to 
cut the guitar into loops. 
4. Keep It Simple 
The simpler and more elegant the loop, the easier it will 
fit into a variety of musical contexts. Complicated runs can 
come in handy for “spotlight” sections, but are not as uni¬ 
versally applicable. 
5. Re-Amping — The Solution to “Fixing in the Mix” 
As you record your loop to hard disk, also record a direct 
guitar feed to an open track, if available. This makes it easy 
to generate variations (different tonalities, effects, etc.) on 
a loop. One typical application is to create a variation loop 
with a bit more distortion than the original loop; slide the 
more distorted loop in later in the tune, when you need 
to bring the intensity up a bit. 
6. Avoid Using Effects 
In the days of slower processors, signal processing plug-ins 
were precious resources that had to be used sparingly, if at 
all. Therefore, many loop libraries added processing to 
loops not just so that it would sound cool "out of the box,” 

but also so you didn't have to use plug-ins for processing. 
But, in these days of500-800 MHz processors, you can usu¬ 
ally get away with running dozens of plug-ins. A non-ef-
fected loop will work in more contexts; if you need to process 
the loop and run out of power for plug-ins, copy the loop, 
apply processing offline, save the processed file, and bring 
it into your recording in place of the original loop. 

The one major exception to using effects is the wah-
wah, which hip-hop people really like on guitar loops. This 
kind of effect is integral to the loop. 
7. Seamless Transitions 
When you re-trigger a loop, you’ll often hear a click at the 
re-trigger point. This may end up being masked by other 
sounds, but it’s always worth taking the time to eliminate 
any glitching. Don’t bother with crossfade looping or oth¬ 
er niceties; simply add a 3-5 ms fade-in at the loop be¬ 
ginning and a 3-5 ms fade-out at the end (you may need 
to add only one of these to eliminate the click, but adding 
both guarantees no click). The "mute” or transition time 
from end to beginning is so short you’ll never notice it, 
even with the loop played back in isolation. 
8. Cut and Paste Solos 
Creating solos that can be pasted together is a different skill 
compared to creating rhythm parts. I generally play the 
solo as a series of phrases rather than one continuous 
stream of notes. Breaking up these phrases into one- or 
two-measure loops lets you string the various pieces to¬ 
gether into a satisfying solo. The best example of this 

continued on page 134 
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the ' Wer ual G œiapjst 
PUT ROLAND’S 

VG-8 TO 

WORK IN 

YOUR STUDIO 

WITH THESE 

VIRTUAL TIPS 

AND TRICKS 

I started out on my musical crusade as an elec¬ 
tric guitar player in the ’60s messing with stomp 
boxes and any signal processor I could get my 
hands on in a never-ending quest to broaden my 
sonic palette. But I’d always end up back 
where 1 started: with just my favorite guitar and 
amp of the moment, and one 1 /4-inch guitar ca¬ 
ble connecting the three of us together in am¬ 
plified bliss. All the gadgets would get stuffed 
away in a closet while I awaited the arrival of the 
next generation of wonder toys to inspire, 
amaze, and torture my poor old self. That is, un¬ 
til that fateful Winter NAMM where I caught a 
demo of Roland’s revolutionary VG-8 virtual gui¬ 
tar system. 

For me, the VG-8 is as ground-breaking a 
development for guitarists as the Yamaha DX7 
was for keyboard players: A magic black box that 
lets one play a Strat during a verse, switch to a 
Tele for the chorus, then hop on a Les Paul for 
a solo, all at the touch of a foot pedal. Also 
included are modeled amps, effects, and synth¬ 
like tones. And, best of all, you don’t have to 
relearn how to play guitar, or lose any of your 
technique as the VG is processing your guitar’s 
sound in real-time, instead of converting it into 
MIDI data and triggering a synthesizer or sam¬ 
pler. Cool stuff? You bet! 

Here are a few VG tips and tricks I’ve found 
over the years that you may find useful in your 
own stage and studio work. 

• Tone Wars: E-Guitar vs. V-Guitar 
To get a more true electric tone, try using a real gui¬ 
tar amp instead of running the VG’s output into a PA 
or keyboard amp. I mean would you play your ’63 
Strat through a rig like that? 1 think not! The VG is not 
only a high-tech synth/ modeling/FX device, it’s also 
a great collection of guitar-based instruments, and, 
once you start using it as such, you’ll be amazed at 
how true to life those COSM guitar models can sound. 

• Better Crunch and Overdrive 
Most VG enthusiasts agree that the distortion¬ 
based effects in the original VG-8 and the VG-8EX 
don’t quite cut it. I find I get much better crunch 
and power chord tones running the VG’s output 
into a vintage stomp box, or. if you have one 
around, try a Boogie TriAxis, Lexicon MPXG2, or 
a similar guitar preamp. I use both the Boogie and 
the Lexicon in my touring rig and find this com¬ 
bination adds an amazing amount of versatility 
to my VG-based setup. 

• External Device Control 
You can easily use the VG to control external MIDI 
devices such as the preamps mentioned above by 
assigning bank select and program change mes¬ 
sages to any VG patch for recalling presets on ex¬ 
ternal devices with just a touch of your toe. And 
remember, if need be, you can also go the other 
way around, using an external MIDI controller to 
recall presets on the VG. 



• The Virtual Capo 
The VG’s polyphonic pitch shifter is a Godsend for those 
of us who like to use alternate tunings and can’t afford to 
carry three or four extra guitars to a gig. For example, in¬ 
stead of re-tuning for each song or having to use a capo, 
just create a preset with the tuning three frets higher (or 
lower). Or drop the low E to D, or try a DADGAD tuning, 
or just about anything you might imagine using six strings. 
Once it’s stored in a preset, it can be instantly recalled and 
put to use on stage or in the studio. 

• The Zawinul Exercise 
Use the VG’s polyphonic pitch shifter to tune the strings 
in reverse, so that the low E=high E, low A=high B, D=G, 
G=D, high B=low A, and high 
E=low E. I use this patch for 
both improving my chops and 
creating musical ideas I’d nor¬ 
mally never think of trying. 

A bit of history: Joe Zawinul 
used to do this with his Rhodes 
Chroma keyboard, playing it with 
one hand while the other was 
playing yet another keyboard tuned 
normally. Man what a player! 

BONUS: If you have an ex¬ 
pression pedal connected to the 
VG, you can easily set it up to con¬ 
trol the pitch shift mix by foot, 
making for extremely odd pas¬ 
sages as you glide between the 
normal and pitch-shifted tunings. 

• Pedal Pushing 
Adding an expression pedal to the 
VG is a must! Most presets only 
use it for volume, but try setting 
it up to add/subtract delay or re¬ 
verb, or control the pitch shift 
amount for a foot-controlled 
whammy-bar effect. 

• GK-Switching 
Don’t forget to use those GK 
switches! Most players forget they 
even exist, and they’re so handy 
right there on the front of your 
guitar. Try arranging your patch¬ 
es in song groups and use the GK 
switches for quick patch changes, 
and, of course, for selecting 
virtual pickup setups. 

• Stereo Dancing 
The GK2-A series of pickups used 
with the VG-8 offer stereo output 
as each string has its own volume, 
pitch, and L/R pan position. This 
makes for some amazing animat¬ 
ed aural dances when panning 
odd strings left and even to the 
right. Try fingerpicking with the 
strings panned across the stereo 
field for a lush spatial experience. 

Coming Soon... 
Be sure to see next month's EO for a look at Roland's brand-
new VG-88 — complete with all-new VG-88 tips and tricks. 

• Less Is More 
A great way to create the illusion of several guitars play¬ 
ing in unison is to make use of the VG’s multiple outputs. 
Run the direct guitar output into whatever outboard ef¬ 
fects you’d normally use and plug its output into chan¬ 
nel one of your amp or mixer. Next, take your favorite VG 
Les Paul patch, tune it up one or two octaves above nor¬ 
mal pitch. Make sure you set the VG’s mix balance so that 
only the pitch-shifted sound is present in the output. Try 

continued on page 135 
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Nile Rodgers 
and Gary 
Tole on 
the “Nile 
Rodgers 
GUITAR SOUND” 

Nile Rodgers — this month’s guest producer in 
our From The Desk Of... series (see page 52) — is 
one of those unique triple-threats in the music 
business. Beyond his obvious talents and suc¬ 
cesses as a songwriter and producer, he has been 
a first-call session guitarist in studios the world 
over for more than two decades. Through tire 
years, he and his engineers have crafted a 
unique, instantly identifiable guitar sound, based 
largely on ultra-clean rhythm grooves and digital 
crispness. We recently asked Rodgers and engi¬ 
neer Gary Tole (who’s been with Nile since 1992) 
to deconstruct the famous “Nile Rodgers” sound. 

“I look at my guitar almost the same way that 
an acoustic piano player looks at their instru¬ 
ment,” Rodgers states. "I want my sound to sound 
like me, and then the groove or the vibe comes 
from what I’m playing. 

“Technically, my goal in recording is to make 
what I capture either as good as what I normally 
hear, or better,’’ he adds. “So, obviously, the qual¬ 
ity of my signal is important. I’m so accustomed 
to the quality of my gear and my sound that I 

know instantly if the signal is being compro¬ 
mised.” 

“A lot of Nile’s sound comes down to his gui¬ 
tar selection,” Tole explains. “He has a guitar he 
uses called the Hitmaker, which is one of the most 
amazing Strats I’ve ever heard.” Tole emphasizes 
the importance of making sure that the guitar is 
intonated and set up correctly before entering the 
studio. “You can’t repair an improperly set-up 
guitar with compression or EQ, at least not with¬ 
out damaging the tone of the instrument. Just be¬ 
cause a guitar sounds great live, it won’t neces¬ 
sarily sound great in an environment like a studio, 
where you can hear every note. A lot of times the 
musician can’t hear what the engineer hears be¬ 
cause he’s too involved in the playing of it. He 
feels the guitar; I don’t feel it — I hear it, and I can 
hear when there are inconsistencies, buzzing, fret 
noise, and all that.” 

"1 like to go direct — that’s my sound,” 
Nile says. To create the direct sound, Tole uti¬ 
lizes either a vintage Neve sidecar or an Aval¬ 
on M4 mic preamp. "The Avalon happens to 
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have a line input on it, so I use it for a DI," he explains. 
“Although the Neve sidecar is much beefier sounding, 
the Avalon is more transparent. It’s just a matter of us¬ 
ing the right tool for the job." Depending on the song, 
Tole sometimes compresses the direct signal with light 
ratios of 4:1 or 8:1, using either an 1176, the Bomb Fac¬ 
tory software plug-in 1176 emulator, or a Crane 
Trakker. “But,” he’s quick to point out, “when Nile 
plays, he’s very consistent in terms of his dynamics, so 
it’s not like I’m using compression to fix anything; it’s 
basically just to help place it in the track more than 
anything.” 

Rodgers’s experience with direct boxes over the 
years has led him to some interesting insights. “I worked 
out of [New York’s] Power Station for many years, and 
[technical engineerl Ed Evans had made these custom-

made direct boxes, so that’s 
what we would use. Then the 
Countryman came along 
and we started using that. It 
seems to me that the quality 
of the signal that you’re try¬ 
ing to capture somehow 
changes with the different 
types of gear that you’re 
working with, and with the 
different eras in music. 
When the ’70s were hap¬ 
pening, we were definitely 
into passive [DI boxes); our 
environment in the record¬ 
ing studio was very warm, 
tubey, lots of coils on your 
pickups, that kind of thing — 
what you might call the old, 
warm hi-fi mentality. Then 
when the '80s came in and 
things became a little more 
technical and bright — as 
solid-state gear became 
more popular — we would 
overcompensate in the 
warmth department for the 
inherent crunchiness and 
brightness that some solid-
state gear would have. But, 

interestingly, when we started to record on some of the 
early digital gear, we would find that the transients 
would somehow disappear. This was peculiar; it sound¬ 
ed brighter and harsher in that pristine super-top neigh¬ 
borhood, but it didn’t respond the same way. So I think 
what wound up happening was we developed a love for 
the crunch, because we started to realize that the ease 
of operation became a little more important than the 
quality of sound. As a result, we started to learn to love 
what the gear did to the sound and compensated by 
adding a little bit to it here and there — nipping and 
tucking, so to speak.” 

Pro Tools plays a big role in the Nile sound of today, 
and Toles has come up with a unique trick when using 
it for guitar recording. “The problem with editing dis¬ 
torted guitars in Pro Tools is that the waveform is so com¬ 
plex, it’s really hard to tell the difference between the at¬ 
tack and the sustain. So we’ll run the guitar through a DI 
before routing it to an amplifier in order to record a guide 
direct signal along with the amped signal. That way, you 
can easily see the attack on the screen and use that as 
your visual reference when editing.” Tole also makes a 
point of "warming” the signal before going to Pro Tools 
by routing it through tube equipment such as a Pultec 
equalizer. “I sometimes even run the signal to tape and 
back again, though the tradeoff is some noise. Most of the 
time, though, I can achieve the guitar sound I want with¬ 
out having to hit tape, just by using some vintage gear to 
color the sound.” Pro Tools also allows Tole to shape 
Rodgers’s guitar with numerous plug-ins, most notably 
Line 6’s Amp Farm, though he offers this caution: “If I feel 
that sometime in the future we’re going to end up using 
Amp Farm, I’ll make sure that the recording of the gui¬ 
tar I have is the cleanest possible. What I’ve noticed — 
and this is actually kind of cool — is that, if there’s any 
litde noise or hum on the line, any little thing, Amp Farm 
is just like plugging into a real amplifier; it amplifies the 
noise in a huge way.” 

Rodgers’s frequent use of a wah pedal has some¬ 
times presented Tole with a challenge. “Over the years, 
I’ve had more problems with recording wah guitars than 
anything. We’ve gone through wah pedals like crazy, be¬ 
cause there are just not a lot of great ones out there. 
We’ve found that a lot of the new ones just distort and 
crap out way too easily, whereas a couple of the older 
ones are really smooth — plus, their action feels more 
comfortable to Nile. When you’re dealing with the fre¬ 
quencies that he’s playing a lot of times with the wah, 
you tend to get spikes in the midrange that just crap 
things out. You have to be really careful with that, care¬ 
ful how much you’re driving the mic pre and com¬ 
pressor. I usually end up having to record him while 
monitoring at a low level because that’s when you’re go¬ 
ing to hear the distortion. When you’re doing power gui¬ 
tars through a wah, it’s a little different — you don’t hear 
that kind of distortion. But the way he plays rhythm gui¬ 
tar — which is so distinct — when he plays through a 
wah pedal, it’s very apparent.” 

Hum and RF are two problems that plague guitarists 
in recording studios everywhere, especially when 
you’re recording a guitar with single-coil pickups in a big 
city. But a trick employed by New York’s Right Track stu¬ 
dios have given Tole a solution; “Their iso booth is ac¬ 
tually encased in copper mesh, and we found that, if Nile 
plays in there, it totally eliminates all RF. I wouldn’t think 
that would be very expensive for someone to build in 
their project studio, because it’s just a frame with cop¬ 
per mesh around it. Just make sure it’s big enough to 
hold the guitarist and his guitar comfortably; the amp 
can be placed outside.” 



called into play when the DI signal just 
isn’t working for a track. “The VG-8 gives 
us a lot of weird, almost keyboard-like 
sounds, so if Nile has an idea for effects 
or pads, he can actually play them 
himself on the guitar.” (See page 90 for 
more on the VG-8 system.) 

Though the direct signal is crucial 
to the Rodgers sound, there are times 
when actual amplifiers are used as 
well. Tole’s normal approach is to use a 
multiple miking technique: "Til set up 
five or six microphones around the 
amplifier and in the room and try to lis¬ 
ten to all of them in the track without 
any EQ, so you’re actually using the mi¬ 
crophone selection and placement as 
the EQ. You get some very interesting re¬ 
sults doing that, as opposed to just 
grabbing a knob and tweaking right 
away. I’m very big on getting the signal 
clean and properly from the micro¬ 
phones to the mic preamp stage to tape, 
with as little EQ and compression as 
possible; I find that I get the best results 
by not having to overEQ or overcom¬ 
press stuff. Of course, when you’ve got 
a bunch of microphones all over the 
place, it’s rare that they’re all going to be 
able to work together without phase 
problems, so you’ll often end up using 
just one of them, or possibly a two-mic 
combination. I like using a [Sennheiser] 
421 and a [Shure] 57, properly posi¬ 
tioned on a single cone; you won’t 
have to worry about phase as long as 
they’re placed properly. I might have a 
FET [Neumann U] 47 a couple of feet 
back, placing it where I hear it sounding 
really warm. I’ll often also use a Beyer 
Ml60 somewhere around the amp, plus 
I’ll have a couple of room mies.” 

Above all, Rodgers emphasizes the 
importance of his sound to his perfor¬ 
mance, characterizing the interaction as 
closed-loop; “So much of my tech¬ 
nique is dependent upon me muting the 
strings and all of the sympathetic 
sounds that happen from playing so 
much rhythm. If I can’t detect that in¬ 
formation, either I’m not going to feel as 
free — therefore it’s going to hinder my 
playing — or I’m going to be afraid that 
once we start to listen back, I’m going to 
start hearing all sorts of noises and stuff 
that I don’t dig. In turn, that makes me 
a little more inhibited, so you don’t get 
the same result. The bottom line is, the 
more I sound like me, the better I’m go¬ 
ing to play.” E* 
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Line 6 Bass pod Review 
A GREAT 

WAY TO BEEF 

UP AND 

RECORD 

YOUR BASS 

SOUNDS 

Maybe it’s because they only have four or five 
strings to look after, but bass players have long been 
the neglected members of the band. Largely rele¬ 
gated to standing out of the spotlight, they com¬ 
miserate with the other “outcast” member — the 
drummer—while the guitarists hang out front and 
center with the lead singer, gaining most of the at¬ 
tention and accolades. In the studio, the prevail¬ 
ing attitude of many engineers is “just plug it into 
a DI so we can get on with the important task of ar¬ 
ranging a dozen mies around the ten guitar amps 
we’re trying out.” Sure, during the mix, the bass sig¬ 
nal may receive a little more attention, but it’s rarely 
anything more involved than running it through a 
compressor and maybe tweaking the EQ a little. 

But with the coming of the Line 6 Bass Pod, 
those days are numbered. Though the flashy 
bright red of the original guitar-centric Pod is re¬ 
placed with a sober battleship gray (one last prej¬ 
udice, perhaps?), the intention is the same: To 
produce a wide variety of amplifier and cabinet 
simulations, as well as numerous rack and 
stomp box effects emulations. Only here the em¬ 
phasis is on bass amps and effects. 

In all, the Bass Pod serves up 16 different 
amp models, ranging from the obvious to the ob¬ 
scure: SWR SM-400, Mesa/Boogie Bass 400+, 
Polytone Mini-Brute, Eden Traveller WT-300, Gal¬ 
lien-Krueger 800RB, Sunn Coliseum, Acoustic 360, 

Ampeg SVT, Ampeg B-15, Marshall Major, Mar¬ 
shall Super Bass Plexi, Fender Bassman, Vox AC-
100, even the esoteric Versatone Pan-O-Flex (great 
name!). There are also two “generic” models: a 
tube preamp (suitable for processing signals oth¬ 
er than bass) and a techno/electronica-oriented 
subbass preset appropriately called “Sub Dub.” 
These can be "plugged into” any of 15 different 
cabinet models: Ampeg SVT 8x10 and B-15 1x15 
closed-back combo, Eden "David” 4x10, SWR 
“Goliath" 4x10, Hartke 4x10, Pan-O-Flex 1x12, 
Marshall 4x12, Polytone 1x15, Vox 2x15, 
Mesa/Boogie 2x15, Fender Bassman 2x15, Mar¬ 
shall 4x15, SWR 1x18, Acoustic 360 1x18 folded 
horn enclosure, and even the complex Sunn Col¬ 
iseum 8028, consisting of 1x18 and 1x12. When 
you select an amp model, its accompanying cab¬ 
inet is also loaded; however, you can change this 
default by customizing the settings. There’s also 
a "no cab” option if you want the amp signal 
alone; this is of particular value if you plan on us¬ 
ing the Bass Pod as a front end for a real bass amp. 

While I didn’t have all of these amps available 
for comparison during this review, I have at one 
time or another owned or used many of them, and 
their sonic signatures are well etched in my brain. 
Needless to say, the “sound” of a bass amp is 
largely dependent on the instrument plugged into 
it and the skill of the player (not to mention its 



settings and the placement and selection of the mic used 
on it), but it’s clear to me that Line 6 has managed to suc¬ 
cessfully capture the essence of most, if not all, of these 
amplifiers. The main exception is the SVT model; the 
“SVT” setting of my SansAmp PSA-1 (which, granted, is 
an all-analog tube emulator, not a digital amp modeler) 
is closer to the reality of the beast. I also preferred the Bass¬ 
man setting of the PSA-1 to that of the Bass Pod — it’s 
smoother and creamier. In fact, a number of the Pod’s 
models sound somewhat smaller than the real thing, but 
that’s really not a negative. Instead, you can think of the 
signals as having been pre-“tamed,” and therefore more 
suitable for recording, requiring less processing in the mix 
stage to get them to sit in a track. 

Because the direct bass signal has become so im¬ 
portant to modem engineers, the Bass Pod provides sep¬ 
arate DI and processed outputs on balanced 1/4-inch 
jacks. Ideally, the DI signal should be an amplified, but 
otherwise identical, version of the signal leaving the bass 
guitar. In practice, DI boxes tend to color the signal, and 
the Bass Pod is no exception. In comparison to the oth¬ 
er DI boxes in my arsenal (a generic Pro Co passive box 
and a high-end Retrospec Juice Box Class A tube DI), its 
DI signal was dark and somewhat woolly. This coloration 
can serve to beef up a weak signal — my 1974 Ricken¬ 
backer 4001 sounded great through it — but it can also 
muddy an already bottom-heavy input; my 1970 Fender 
Precision bass sounded cleaner through the other two DI 
boxes. My advice is to not rely entirely on the DI output 
of the Bass Pod; keep another DI box or two handy and 
compare the various signals to see which works best for 
your particular instrument. 

I consistently got the best results by using both a DI 
signal and a Bass Pod amp model. By carefully blending 
the levels of the two, I found that I rarely had to use EQ 
or even external compression (the Bass Pod’s built-in 
compressor, modeled after the famed LA-2A, worked just 
fine on most signals). However, I did sometimes have to 
invert the phase of one or the other signal to get the clean¬ 
est sound — a common trick used by engineers when 
combining an amped and Dl’d signal — so it’s somewhat 
surprising that there’s no phase reversal switch on the Bass 
Pod itself. 

The Bass Pod’s effects section offers a wealth of 
classic bass processing tools, including models of the Boss 
OC-2 octave divider and Bass Synth, Roland CE-1 analog 
chorus, TC Electronic SCF chorus/flanger and Booster Line 

Driver/Distortion, MXR Phase 90 and Flanger, MuTron III 
envelope follower (yo, Bootsy!) , Oberheim sample-and-hold 
filter, Electro-Harmonix Big Muff Pi and Hogs Foot, and the 
beloved Pro Co Rat distortion pedal. The selected effect is 
always applied to the processed output and can also op¬ 
tionally be applied to the DI 
output. The feature that really 
makes these effects extra-cool 
is called FX Lo-Cut; this allows 
you to dial in a crossover point 
above which the effect is 
applied, leaving the low-
frequency components un¬ 
touched. As the manual states, 
this is "kinda like serving up 
your main course (the funda¬ 
mentals), and then adding the 
secret sauce (the effects) as a 
seasoning, instead of drowning 
the whole thing in mayo” — a 
tasty analogy indeed. 

The tradeoff for any form 
of digital processing is a cer¬ 
tain amount of signal delay, 
referred to as latency. The 
good news is that the latency 
of the Bass Pod is quite re¬ 
spectable — approximately 7 
msec for the processed output 
and a virtually insignificant 1 
msec for the DI output. To test 
this, I used a passive signal 
splitter to route the output 
from my bass to three devices: the Bass Pod, a SansAmp 
PSA-1, and a Retrospec Juice Box DI. I then routed all four 
outputs (taking both the DI and processed output from 
the Bass Pod) to Pro Tools and recorded a series of sin¬ 
gle notes, played with a pick so as to maximize the attack 
transient. The latency values remained essentially un¬ 
changed regardless of the Bass Pod models selected and 
the pitches played. To put this into perspective, 7 msec 
is about the same amount of delay you get when you stand 
seven or eight feet in front of your amplifier. 

The front panel of the Bass Pod will give the tweak-
happy user all he or she craves. In addition to the amp 
model and cabinet/effects model selection switches, there 
are dedicated controls for volume, input drive, effects 

depth, and compression 
amount, as well as a three-
band equalizer. Twiddling 
any knob makes it instant¬ 
ly active (thoughtfully, 
arrows in the display show 
you whether you’ve re¬ 
duced or increased the pre¬ 
set value), and there’s also 
a “manual” mode where 
what you see is what you 
get. When you create a set¬ 
ting you like, it can be 
stored in any of 36 user 
memories, and you can 
also customize the amp 
models themselves so that 
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calling up a new model automatically calls up a whole 
bunch of linked parameters. However, all of these mem¬ 
ory areas come filled with excellent factory programs, so 
you may have trouble deciding where to place your mas¬ 
terpieces. Although all the factory programs can be re¬ 
called, this has the result of overwriting any user programs 
you may have stored, so I would have preferred a scheme 
where there were separate storage areas for factory ROM 
and user RAM programs. 

Just about every Bass Pod parameter can be accessed 
and automated via MIDI, including a few “hidden" para¬ 
meters that don’t appear on the front panel, such as com¬ 
pression ratio and attack/decay times. Twiddling most 
front-panel knobs also transmits MIDI control data. By the 
time you read this, the Bass Pod should ship with a cus¬ 
tom version of Emagic’s Sound Diver, which will enable 
you to create and organize libraries of sounds in your Mac 
or PC, as well as swap patches with your friends and down¬ 
load new presets from the Line 6 Web site. 

There are a number of other thoughtful features here, 
including a tuner, a noise gate, and a single band of post¬ 

model parametric EQ (useful for honing in on and re¬ 
moving an annoying resonant frequency, for example). 
There’s also a headphone jack, which transforms the Bass 
Pod into an excellent practice amp. The unit is pre-con¬ 
figured to integrate nicely with Line 6’s Floor Board and 
FB4 foot controllers, and the aforementioned owner’s 
manual (available in PDF format from the Line 6 Web site 
if you’d like a sneak peek) is friendly, clear, and well-writ¬ 
ten. As bonuses, it includes a fascinating history of bass 
amplifiers and diagrams showing the various ways the Bass 
Pod can be integrated into your rig. 

At long last, the Bass Pod brings the art of recording bass 
into the 21st century. This can easily be the secret weapon 
that brings new life to your tired old bass tracks. From my 
lowest B to my highest G, I give it a hearty thumbs up! 

Howard Massey heads up On The Right Wavelength, an 

audio consulting company, as well as Workaday World 

Productions, a full-featured project studio. His latest book, 

Behind The Glass (Miller-Freeman Books, is a collection 

of interviews with record producers. 

Line 6 Pod 2.0 Upgrade Kit 
So what does Pod do for an encore? The Pod 2.0 update kit, which involves forking over $59.95, removing the rear cover 
(four screws), pulling the old EPROM (the kit includes an EPROM puller), inserting the new EPROM, and putting the cover 
back on. The upgraded Pod gives you: 

• Four new amp models. You can also access all 32 amp models from the front panel (formerly, you could access mod¬ 
els 17-28 only via MIDI). Some of the older models are also slightly improved. 
• Selectable cabinets. Select cabinets from the front panel (a new feature) as well as via MIDI. 
• Customized amp models. ‘ Attach’’ particular parameter values to an amp model. For example, if you prefer to use a 
certain cabinet and presence setting with a certain amp model, those parameters are called up with the amp model. De¬ 
fault parameter values can also be attached to effects, so that when you call up an effect, it uses your favorite settings. 
• Pod guitar amp modes. Pod used to give a choice between optimizing it for direct or guitar amp applications. Now, 
2.0 offers four guitar amp "tunings.” When feeding either a combo amp or a power amp driving a speaker cabinet, you can 
optimize for open or closed-back cabinet. 
• Smoother preset switching. Pod updates only changed parameters, which pretty much eliminates glitching when 
switching presets. 
• Tone transfer. Pod now speaks the same patch language as the Flextone II amps and Pod Pro, allowing for easy patch 
transfer among all Pod family members. 
• Improved tuner. It now tracks better and is easier to use. 
• Version 2 SoundDiver software for editing parameters. Although the interface remains somewhat obtuse, the 
program is very helpful if you’re an inveterate tweaker and/or patch collector. Caution: If you’re upgrading from an older ver¬ 
sion, trash the original preferences file so that the new version creates its own, otherwise you may run into glitches. Also, check 
the Line 6 Web site for the latest version — there's already been at least one update since the version that accompanies the 
Pod 2.0 upgrade was released. 

Overall, this upgrade’s well worth installing. You don’t lose functionality, and you gain several cool features. The four amp 
models, in particular, are useful, and deliver on the promise of software-updateable amp models. The only drawback is that 
you need to access the new features through the old interface, which means some non-intuitive button-pushing. But that's 
a minor gripe, given what you get in return. 

The upgrade kit is available through Line 6 dealers or directly from the Line 6 Web site at www.line6.com 
Web Note: You can hear MP3 examples of these four new amp models, as well as see the patch settings for the examples, by 
going to www.MusicPlayer.com > Reviews > Line 6 Pod 2.0 Update. There’s also a link to the original Pod review that ap¬ 
peared in EQ, as well as to an article on "How to Replace EPROMs," which is based on the Pod upgrade. — Craig Anderton 
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pod Pro Specs 
Analog Inputs: 
Guitar:.1/4-inch unbalanced 
Line: .1/4-inch-10 dBV unbalanced 

Analog Outputs: 
Unprocessed Guitar: .1/4-inch -10 dBV unbalanced 
Stereo:.1/4-inch -10 dBV unbalanced 
Stereo: ..XLR +4 dBu balanced (Studio mode) or balanced mic level (Live mode) 

Analog Insert .1/4-inch stereo in and out (tip=left, ring=right) 
Digital Outputs .Coaxial RCA S/PDIF or XLR AES/EBU 
Sample Rate .44.1 or 48 kHz 
Sample Resolution .24-bit 
External Word Clock Input BNC 
MIDI .Input, output 
Patch Storage.36 user locations 
Amp Models.32, based on units from Marshall, Fender, 

Mesa Boogie, Soldano, Vox, Matchless, Budda, Dumble, Roland, Dallas 
Arbiter, and Line 6 

Cabinet Models. 15 (+ “no cab"), based on units from Fender, 
Vox, Marshall, Matchless, and Line 6 

Effects.Compressor, chorus [2], tremolo, flanger [2], rotary speaker, 
delay, delay swell, reverb [2] 

warm traditional jazz tones. The Pod 
Pro is the first such processor I’ve tried 
that really captures that “semi-clean” 
tube amp tone well. Line 6 should be 
commended for not slathering the fac¬ 
tory sounds in washy reverbs or heavy 
effects. The presets are all fairly dry and 
let the sound of the various amps come 
through. 

The Final Word 
The Pod Pro is one happeningbox. It 
sounds right, feels right, and, as 
much as the purist in me hates to ad¬ 
mit it, in a track, it’s virtually indis¬ 
tinguishable from a real amp. 

Does it sound like your favorite 
amp? Maybe, maybe not—I’m betting 
that if you dig in and give it a try, you can 
get it sounding darn close. But the bot¬ 
tom line is this: Using the Pod Pro I was 
able to dial up the sounds I wanted for 

real amps. The sound was missing that punch and tight, low-
end thump you get with, for example, a good 4x12 cabinet, 
even though the tone itself was convincing. The problem 
here isn’t the Pod Pro, rather, it’s just tough for a nearfield 
monitor to move the air that a big guitar cabinet does. Af¬ 
ter turning on my studio’s 15-inch subwoofer, I was con¬ 
vinced: There was plenty of gut-thumping “chunk” to the 
sound. If you’re used to standing by your guitar amp while 
recording, this may be an issue, but if, like me, you normally 
track guitar from in the control room while monitoring 
through the studio’s speakers, it won’t be a problem. 

I used the Pod Pro with a Strat (with EMG “S” pickups), 
a Les Paul with stock humbuckers, a Tele with Seymour 
Duncan Broadcaster pickups, and a Hamer Explorer-style 

the tracks I was working on far more easily than if I’d had to 
drag out a pile of amps, speakers, mies, and effects. Purists are 
going to have trouble with the concept, but, in the end, if you 
get die sound you want, does it really matter if it comes from 
a box or from a stack of gear? Yeah, I’m hanging on to my amps 
and effects; they have a lot to offer. But you can bet that the 
Pod Pro will get used a lot in my rig, both for guitars and for 
processing other types of sounds. 

Being a reviewer can be an expensive proposition; when 
you really like a product, returning it to the manufacturer can 
be a hard thing to face. In the case of the Pod Pro, I’m sav¬ 
ing myself the sweet sorrow of parting; the unit is staying right 
here in my studio. Besides, I got Chinese take-out on the man¬ 
ual, there’s no way I can return it now.. .right? E® 

shred machine loaded with Duncan Distortion 
and IB pickups. My amp/speaker references 
were a 50-watt Marshall through a 4x12 cab, a 
Mesa Boogie Mark IIB combo, a Peavey Classic 
4x10 combo, and a small Fender Vibroverb com¬ 
bo. I interfaced it both digitally and via analog to 
my Pro Tools Mix system, a Yamaha 01V, an Ale¬ 
sis MasterLink, and straight into my monitors us¬ 
ing a Furman SRM-80. 

Unlike some similar guitar processors I’ve 
tried in the past, with the Pod Pro, the sound of 
the guitar itself comes through, just like it does on 
a real amp — it was no problem to tell where I’d 
played the Strat, where it was the Les Paul, and so 
on. The Pod Pro reacts perfectly to picking dy¬ 
namics, distorting and cleaning up realistically. 
Similarly, distorted patches clean up naturally 
when the guitar’s volume knob is turned down. 

The 36 factory presets lean toward pop/rock 
tones, with a selection of heavy distorted sounds, 
twangy clean sounds, and more, but it’s capable 
of just about any sound you want, including nice 

A dedicated version of Emagic's SoundDiver editor/librarian software 
comes bundled with the Pod Pro. In addition to handy patch organiza¬ 

tion features and a graphic interface, the software lets you access 
noise gate, reverb, wah pedal, and volume pedal parameters that you 

can't get at from the Pod Pro's front panel. 
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Waves L2 UltraMaximizer 
Digital Peak Limiter/ 
Level Maximizer 

Make your mixes 
loud and proud with 
Waves’ new hardware 
limiter/level maximizer 

BY MITCH GALLAGHER 

Plug-ins have become a fact of life for 
many of us: Many of the processes that 
formerly required racks of equipment to 
accomplish can now be done by simply 
pulling down a menu, choosing a soft¬ 
ware plug-in, and tweaking a few set¬ 
tings. It raised a few eyebrows, then, 
when plug-in mavens Waves announced 
an upcoming hardware version of one of 
their most popular plug-ins. Was this a 
step backward or forward? 

The plug-in in question, LI, pro¬ 
vides high-quality peak limiting, level 
maximization, and word length re¬ 
duction. The new box, L2, brings to 
bear focused, dedicated DSP power on 
the same processes. Outfitted with 
great analog-to-digital-to-analog con¬ 
version and digital connectivity, the L2 
can serve a variety of purposes outside 
of straight-ahead limiting for DAW-, 
digital tape-, and analog-based studios. 

OVERVIEW 

The L2 is straightforward to connect 
and operate. It’s a two-channel unit 

that can be set up to operate with the 
channels linked for stereo, in which 
case the top (left channel) controls de¬ 
termine the settings for both channels, 
or dual-mono, in which case both the 
left and the right channel controls are 
active. Dual-mono operation allows the 
L2 to be used to independently process 
two signals, handy during tracking or 
during some mixdown situations. 

The L2 back panel contains 
AES/EBU, coaxial S/PDIF, and word 
clock digital connections, as well as XLR 
and 1/4-inch analog ins and outs. The 
1/4-inch connections can be used for 
either balanced or unbalanced signals, 
although the operating level remains +4 
dBu, and can’t be switched to -10 dBV. 
This may cause some problems when 
interfacing with -10 gear. According to 
a manual addendum sheet: ‘“signal 
quality’ was a higher priority than 
'foolproofing.’ ” The power switch is on 
the back panel, making it difficult to 
reach if the unit is rackmounted. Waves 
says this is to reduce the risk of acci¬ 
dentally cutting the power in broadcast 
situations. 

The front panel is equally easy to 
understand. The left side contains 
three switches for setting the input 
source, clock source, and sample rate 
(44.1, 48, 88.2, or 96 kHz). Three more 
switches determine the unit’s IDR set¬ 
tings. (See sidebar for more on IDR.) 

Next up is a pair of input trim con¬ 
trols, which affect only the analog input 
level. The input trims aren’t stepped, so 

Wordclock 
In Out 
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it’s difficult to duplicate settings or to 
match the two channels. Even more 
problematic, the input trim knobs on my 
review unit weren’t lined up; one pointed 
several degrees off from the other. I 
pulled the knobs off and attempted to re¬ 
seat them, but was unable to completely 
align their markings. It’s possible that you 
could open the box and physically twist 
the potentiometers to line them up, but, 
on a box intended for pro mastering, this 
shouldn’t be necessary. 

Once you’ve set up the input, clock 
source, and sample rate, selected IDR set¬ 
tings, and (if you’re working on analog in¬ 
puts) set the trims, there are just three 
controls you need to worry about: 

Threshold: As with most dynamics 
processors, Threshold determines the 
level at which the L2 limiter starts oper¬ 
ating on the signal. But, in the L2, the 
threshold setting does more than just in¬ 
stigate signal squashing; it also determines 
how much gain is added to the input sig¬ 
nal. For example, when you lower the 
threshold to -6 dB, 6 dB of gain is added 
to the input level. 

Out Ceiling: The L2’s output is con¬ 
trolled by setting the Out Ceiling. This sets 
a level beyond which signal will not pass. 
For most applications, you can keep this 
around 0 dB, since you’re attempting to 
maximize levels. Personally, I find it best 
to set it to -0.1 or -0.5; I find this little bit 
of headroom helps prevent problems 
later with tracks played back on lower-
quality devices. 

Release: The release control deter¬ 
mines how fast the limiter "lets go” of the 
signal; it’s simply how fast the L2 stops 
limiting. For all practical purposes, this 
control can be ignored. Why? Because L2 
contains Waves’ proprietary ARC (Auto 
Release Control), which can dynamically 
choose the optimum release setting for 
the given program material. This works as¬ 
tonishingly well. In a Pro Sound News re¬ 
view, noted mastering engineers Bob 
Ludwig, Glenn Meadows, and Bob Katz all 
reported that there was little reason to 

even attempt to manually better the re¬ 
sults you can get with ARC. My advice? 
Turn on ARC and forget the Release con¬ 
trol even exists. 

In addition to the ARC on/off switch, 
three other switches complete the front 
panel controls: Bypass, Peak reset for the 
level meters, and a Link switch for stereo 
or dual-mono operation. 

Ample displays are provided for get¬ 
ting a handle on what you’re doing to the 
input signal. Three 3-digit numeric LEDs 
display the threshold, out ceiling, and re¬ 
lease settings (with ARC turned on, the last 
is irrelevant), while corresponding LED 
ladder meters provide peak level metering 
for input level, output level, and amount 
of signal attenuation. 

COMPARING 11 AND 12 

When I mentioned to people that I was re¬ 
viewing the L2, a common response was, 
"How does it compare to LI?” (At least 
among studio denizens. With non-studio 
people, I received blank looks.) Being that 
I’ve used LI extensively myself, I was anx¬ 
ious to investigate that question. 

I hooked the L2 up digitally to my Pro 
Tools Mix rig, then set up a stereo aux 
input and routed through the L2 using an 
insert. I set up a similar insert routing on 
another stereo aux input, this time in¬ 
stantiating the LI plug-in. I routed a va¬ 

riety of solo tracks 
and stereo mixes 
through both aux-
es so that I could 
A/B the two 
processors. Since 
the same process¬ 
ing controls are 
provided on each, I 
was able to dupli¬ 
cate the settings on 
the hardware and 

software processors. I also compared the 
results using ARC on the L2. (ARC is not 
a feature of the LI plug-in.) 

With IDR switched off and 6 dB of 
threshold gain, there is the tiniest differ¬ 
ence in the 24-bit sound quality when sig¬ 
nal is not being limited. The stereo image 
is slightly wider and more open with the 
L2. While the LI seems to add just a bit of 

lower midrange girth and a hint of 
crunchiness to the sound, the L2 stays 
more transparent. Once the signal begins 
to be limited, the difference is more au¬ 
dible. The L2 remains cleaner. 

When using IDR to quantize a 24-bit 
signal to 16-bit resolution (without 
dither or noise reduction), the LI sounds 
marginally less dynamic and less de¬ 
tailed than the L2. With Type 1 dither 
and Normal noise shaping engaged, I 
would characterize the L2 as more 
open-sounding. 

Just for the heck of it, I attempted to 
duplicate the “meters go to zero and nev¬ 
er budge” level of limiting so common in 
pop music today. With this type of setting, 
the LI definitely goes into raspy, crunchy 
distortion much earlier than the L2. If 
you’re going to be seriously squashing 
mixes (and I’m not suggesting you 
should), the L2 stays cleaner and man¬ 
ages to somehow sound more dynamic. 

Both the hardware and the plug-in 
processor are very easy to dial in and use. 
Employed conservatively, they both can 
enhance the quality of the audio they 
pass. But if you want that last bit of 
"more” from your sound, the L2 is defi¬ 
nitely the way to go. 

OTHER APPLICATIONS 

I experimented with tracking into Pio 
Tools and, at higher sample rates, into an 
Alesis MasterLink through the L2; using 
it both for analog-to-digital conversion 

SUMMARY: 

STRENGTHS: 

EQ FREE LIT. #: 105 PRICE: S2,395 

L A 
MANUFACTURER: Waves, 306 West Depot, Suite 100, Knoxville, TN 37917. Tel: 865-546-6115. 

Web: www.waves.com. 

WEAKNESSES: No -10 dBV support. Difficult to match analog input trim levels. May contribute to 

escalation in the already chronic "Volume Wars." 

A hardware version of a software product — how's that for on about-face? High res stereo 

peak limiting and word length reduction plus excellent A/D and D/A conversion in an 

easy-to-dial-in box. 

Stereo-linked or dual-mono operation. High resolution support. Great sounding. Excellent 

converters. Easy to use. IDR. Good manual. 
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and as a “safety” limiter to prevent digital 
overs. In this application, it’s simply 
wonderful. The converters sound excel¬ 
lent, and, as a brickwall peak meter, the L2 
is hard to beat. 

I also employed the 12 for some lim¬ 
iting when tracking guitars using the Line 
6 Pod Pro processor reviewed elsewhere in 
this issue. Here, the result was a fatter, 
punchier sound; I 
preferred it on dis¬ 
torted guitars, but 
it was also useful 
for making twangy 
chicken-picked 
Telecaster parts pop 
a bit more. 

As an analog-
to-digital front-end 
for my Panasonic 
SV-3700 DAT ma¬ 
chine, the L2 ex¬ 
celled. The convert¬ 
ers are a big step up 
from the older Panasonic’s, and being able 
to reduce 24-bit input signals to 16 bits us¬ 
ing IDR offers great benefit. Plus, there’s 
no worry over an accidental digital clip. 
Just set the Out Ceiling and let it rip. 

CONCLUSIONS 

Waves have a solid winner on their 
hands with their first hardware offering. 

I can’t wait to see what they’re planning 
next — hey guys, if you need sugges¬ 
tions, I’d love to see a hardware version 
of the C4 plug-in! I’d also love to see a 
six-channel version of L2 for surround 
mixing, or at least the ability to link mul¬ 
tiple stereo units. I was able to accom¬ 
plish good surround results by bouncing 
mixdown stems in stereo pairs through 

the one L2 I had, 
but I think the re¬ 
sults would be bet¬ 
ter using six linked 
channels. 

I’m hoping 
that the release of a 
unit like this isn’t 
going to see an es¬ 
calation in the al¬ 
ready devastating 
“Volume Wars” 
we’ve seen of late. 
(Note to artists and 
engineers: Level 

meters are supposed to mope occasion¬ 
ally.) Applied as it’s intended, the L2 is 
an awesome tool for a variety of appli¬ 
cations outside of the obvious master¬ 
ing chores. Give it a listen, I think 
you’ll agree that Waves has taken the 
concept behind the ubiquitous LI plug¬ 
in to the next level. Who needs plug-ins 
when you’ve got hardware? E® 

Waves has taken the 

concept behind the 

ubiquitous LI plug-in 

to the next level. 

IDR 
The L2 Ultramaximizer contains Waves' proprietary IDR (Increased Digital 

Resolution), which is a word length reduction/dithering/noise-shaping system 
co-developed by Waves and the late Michael Gerzon, an authority on psy¬ 
choacoustics. The system provides independent selection of word length (16, 
18, 20, 22, or 24 bits), two types of dither (or none), and three levels of noise¬ 
shaping (moderate, normal, and ultra). The L2 doesn't do 8- or 12-bit quantiz¬ 
ing like the LI plug-in does, but it does support dithering its internal 48-bit reso¬ 
lution down to 24-bits for output. Waves says this results in 27-bit perceived 
resolution. (IDR is said to add three bits of apparent resolution to whatever 
"real" resolution is selected.) According to the L2 manual, the only reason to 
turn IDR completely off is to take the L2 completely out of the chain (to make it 
"24-bit clean" or "bit transparent") — although the Bypass button does the 
same thing. 

Essentially, IDR attempts to "trade" the usual artifacts resulting from word 
length reduction for other, less audible artifacts. The two types of dither and 
three types of noise shaping allow you to "move" the dither noise to higher fre¬ 
quencies (above 15 kHz) where it's less noticeable than broadband hiss or 
noise. In practice, the results are excellent. 
The manual does a commendably good job of describing IDR, as well as pro¬ 

viding instruction on when the various settings should be employed. For exam¬ 
ple, certain IDR settings will survive subsequent processing and digital editing, 
while others are intended more for final "master" processing. —MG 
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Upgrade Your 600 MHz 

to 96 kHz 
Introducing the world's first professional tube mic pre 

Tube Pre our own TSE™ technology, which preserves the qualities of analog so you 

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

converters and 24-bit, 96kHz | all standard. The 386 also features 

386 
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 

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: 

'Actual unit is 19" wide and will not fit 
in your computer drive bay. 

HI A Harman International Company 

• +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 

• 12 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 

CIRCLE 21 ON FREE INFO CARD 

For information call: 1-800-777-1363 • Harman Music Group • 8760 South Sandy Parkway • Sandy. Utah 84070 • www.dbxpro com 
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JBL LSR25P Compact Powered Monitors 
JBL’s new powered 
monitors are aimed 

squarely at digital audio 
workstation users 
BY BOBBY OWSINSKI 

As digital audio workstations and edit 
suites have become more and more 
commonplace, so has the need for small, 
yet high-quality nearfield monitors specif¬ 
ically tailored for this application. Now in¬ 
dustry pioneer JBL has concentrated the 
efforts of its prodigious design team to cre¬ 
ate the new LSR25P to address this mar¬ 
ket segment. But instead of taking the easy 
route by using off-the-shelf components, 
JBL instead has built a unit, from cabinet 
to transducers, totally from scratch. 

THE SPECS 

The LSR25P utilizes JBL’s latest transducer 
and system technology used in its larger 
LSR studio monitor systems. At the heart 
of the new unit is the Linear Spatial Ref¬ 
erence (LSR), a philosophy based on a set 
of design goals that provide control over 
dispersion by way of transducer selection 
and crossover frequency design. As a re¬ 
sult of incorporating I5R into the system 
design requirements, JBL maintains that 
placement rules are relaxed, a more sta¬ 
ble stereo image is maintained, and off-
axis coloration is minimized. 

The LSR25P is a two-way, biamped 
system featuring a 5 1/4-inch woofer 
powered by a 100-watt amplifier and a 
1 -inch composite tweeter powered with 
a 50-watt amp. The shielded woofer is 
based on JBL’s research into low-dis¬ 
tortion high-excursion designs and is 
said to provide a substantial increase in 
dynamic range over other typical trans¬ 
ducer designs as a result. The woofer 
also features a tempered paper cone and 
a cast aluminum basket for increased 
heat dissipation. 

The high-frequency transducer is a 
1-inch titanium composite diaphragm 
integrated with an Elliptical Oblate 

Spheroidal (EOS) Waveguide with 60- x 
120-degree dispersion (-6 dB off-axis 
measurements), to help improve the spa¬ 
tial response. An active 24 dB/octave 
crossover at 2.3 kHz provides a smooth 
transition in both the frequency and 
time-domain response between low- and 
high-frequency devices. JBL states that 
the frequency response of the 25P is 70 
Hz to 20 kHz+1 /-2 dB, with a maximum 
continuous SPL of 106 dB @ 1 meter. 

The front panel features a level 
control, a power switch, and a bi¬ 
color LED that indicates power and the 
onset of clipping in either amplifier sec¬ 
tion. The rear panel includes balanced 
and unbalanced XLR and RCA input 
connections that are mounted on an 
indented “shelf’ pointing downward 
that keeps the rear of the cabinet free 

from cables or connectors and enables 
flush mounting if needed. While I un¬ 
derstand the reason for the rear-panel 
connectors to be mounted on the 
shelf, in practice this did make it 
rather difficult to quickly connect and 
disconnect the input and power from 
the unit. Four rear-panel DIP switches 
are available for high- and low-fre¬ 
quency response adjustments. Switch 
#1 adjusts low-frequency cutoff from 40 
to 80 Hz, and switch #2 compensates 
for typical desktop boundary effects for 
use with workstations. Switch #3 boosts 
the signal 1.5 dB above 2.3 kHz, while 
#4 cuts it the same amount. Other fea¬ 
tures include integrated mounting 
points for horizontal or vertical orien¬ 
tation and a built-in high-pass filter for 
use with an optional subwoofer. 
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The manual, while brief, is pretty 
comprehensive, covering a bit of the 
theory behind the design of the unit, 
speaker placement and connections, 
general operation, specifications, and 
wiring recommendations. The one thing 
it didn’t clearly explain was the opera¬ 
tion of all the DIP switches. 

One of the great accessories available 
for the LSR25P is a carry tote bag, which 
basically looks like an airline carry-on bag, 
but has special compartments for two 
speakers. This is a great idea in that it saves 
a great deal of hassle for the traveling en¬ 
gineer (even on short trips between stu¬ 
dios), and one that I wish were available for 
other popular monitors. 

IN USE 

Although the LSR25P are really meant for 
small environment applications, I used 
them for both recording and mixing dur¬ 
ing some of the new Steamroller album. 
Three things come to mind when listening 
to this monitor. The first is that you get a 
very “big” sound considering the size of the 
cabinet. Although there’s really no deep 
bass below 80 Hz, what you do get is usable 

MANUFACTURER: JBL, 8400 Balboa Blvd., Northridge, CA 91329. Tel: 818-894-8850. 

_ Web: www.jblpro.tom. 

SUMMARY: Big-sounding, small-footprint powered monitors that ore easily adaptable to workstation 

_ and small control room applications. 

STRENGTHS:_ Big sound. Small size. Response tailoring DIP switches. 

WEAKNESSES:_ Shelf-mounted" connectors can be hard to access. 

PRICE: S489 each [Q FREE LIT. #: 104 

and accurate. The second item is the dis¬ 
persion, which is great. The output from 
the 25P’s not only seems to fill up the en¬ 
tire room, but also is more accurate off-axis 
than most other monitors of any size. The 
third item is the small dip in frequency re¬ 
sponse at the crossover point. This is noth¬ 
ing new in monitors, as almost all have this. 
You just have to be aware of it. In general, 
my mixes came out pretty much as ex¬ 
pected with the only surprise at the 
crossover point of 2-3k, where I was com¬ 
pensating for the dip in response by 
boosting a little. Once I was aware of this 
tendency though, I had no trouble. 

CONCLUSION 

For editing, the LSR25P’s are perfect in 
that they have a big sound with a small 
footprint: the front-panel level control is 
a necessary convenience for this applica¬ 
tion. In many ways, the 25P’s, with their 
high-quality, small cabinets are the answer 
to an editor’s prayer. 

I think these monitors are just great for 
the application they’re intended; that is, to 
provide an accurate reference for worksta¬ 
tions, edit suites, and small control rooms. 
The JBL Pro LSR25P carries a suggested re¬ 
tail price of $489 each, while the tote bag car¬ 
rying case retails for $89. EC 
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The first completely digital 16-track 
Recorder/Mixer/Ed¡tor that's easy to use 

and costs less than $ 1,400 

16-Track All-Digital Multitracker 
Less than a decade ago. Fostex broke the analog It also includes two independent digital multi¬ 

sound barrier with the legendary X-15 Multitracker, the 

first of its kind with a list price of under $500. Now. we re 

breaking the digital sound barrier with the VF-16. the first 

of its kind with a list price of under $1.400. 

effects, assignable compressors. 8 virtual tracks for 

multiple takes, a 99 mix scene memory. 3-band EQ with 

parametric mid & high on all 16 channels & master. 8 mic 

inputs (2 XLRs with +48v phantom), easy Copy/Paste 

editing, full MIDI implementation and SCSI backup. It’s a hard disk based 16-track solution, all 

wrapped up in a rugged, easy-to-use. all-in-one package. It's ready to go to work - for you! 

iviiii.fusid.iujni Fostex 
Fostex Corporation of America. 15431 Blackburn Avenue. Norwalk. CA 90650. Tel: 562-921-1112 Fax: 562-802-1964 
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InnerTube MM-2000 
"Mag Mk" Tube Microphone 

InnerTube’s unique tube 
mic provides illuminating 

sound quality 
BY BOBBY OWSINSKI 

There are not many products that 
come along that garner instant atten¬ 
tion based just on their unique looks, 
but the InnerTube MM-2000 “Mag 
Mic” is one of them. For instance, 
when I first brought the microphone 
to Front Page Recorders and showed 
it to owner Biff Vincent, he immedi¬ 
ately grabbed it from my hands and 
took it to each of the three studios for 
all to see. And not only that, every one 
of the producers, engineers, and 
artists were so intrigued by the inter¬ 
esting look that they all clamored to 
try the mic first. 

Why, you might ask? Because 
the Mag Mic is a good old-fashioned 
large-diaphragm tube microphone 
built into the casing of a two-cell Mag 
Light flashlight. The brainchild of 
Innnertube Audio’s Stayne McLane, 
the MM-2000 is an offshoot of some of 
his other products: the Atomic 
Squeeze Box compressor, the “Tube 
87" tube retrofit for Neumann U 87, 
and the “450-Tube” tube electronics 
retrofit for AKG 450. But even if the 
packaging is irresistible, it still has to 
hold its own sonically, which the 
MM-2000 does very well indeed. 

THE SPECS 

Well, there aren’t many specs actual¬ 
ly. With a veritable museum of old 
tube gear to compare his creations to, 
McLane is an inventor of the old 
school in that he keeps working until 
it sounds right, not specs right. As an 
example, his first attempt in tube mic 
design used the venerable 6072 tube, 
but when he went to make a second 
one, he inadvertently mis-wired the 
tube socket. After noticing the 

mistake, McLane decided 
to experiment with a tube 
that might be a direct fit in 
the mis-wired socket and 
found a 6DJ8 (very popular 
with hi-fi people since 
Marantz used it in preamp 
circuits in the ’50s). Al¬ 
though the new tube fit, 
McLane never had any luck 
with it in previous experi¬ 
ments. Turns out the new 
tube sounded great, while 
the previous 6072 sounded 
broken in comparison, and 
a new circuit version was 
born. Now McLane uses a 
NOS (new old stock) Phillips 
6922, which is pin-for-pin 
compatible with the 6DJ8. 

If there’s anything to 
the Mag Mic, as well as 
McLane’s other products, 
it’s the “less is more” phi¬ 
losophy. Most InnerTube 
products use a minimum 
of circuitry and only the 
highest-grade hand-selected 
components he can find. 
And if he can’t find a prod¬ 
uct of high enough or con¬ 
sistent enough quality, he 
has them built, as is evi¬ 
denced by the specially 
wound output transformer 
in the MM-2000. 

In fact, the MM-2000 
features that rarest of ani¬ 
mals, the high-gain, yet low-
noise circuit that actually 
puts line level out directly 
from the mic. Because of the 
high output, there is a three-
position switch on the pow¬ 
er supply to attenuate the 
signal if necessary. This pro¬ 
vides full output, 10 dB, or 
24 dB of attenuation. A 20 
dB pad is also located on the 
mic itself to attenuate an 
excessively hot signal if 
needed, although this seems 
unneeded thanks to the high 
headroom of the circuit. 
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HDR24/96.24-TRACK 24-RITHARD DISK RECORDING. 
ADVANCED WAVEFORM EDITING. aWD 
NO EXTERNAL COMPUTER NEEDED. 
$4999 SUGGESTED U.S. RETAIL. 

HDR24/96 editing feat jres include 8 

takes per track with non-destructive 

comping, non-destructive cut/copy/ 

paste of tracks, regions or super-regions, 

drag-and-drop fades & crossfades, lx/2x/ 

rsillMICIIIN 
I' HIFiCTini« 
nunutmiu 

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. 

New hard disk recorders 

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 ah 

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 HDR24/96 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 costs 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. 

No wonder Pro Audio Review 

Magazine gave it a “PAR Excellence” 
Built-in 20-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 & 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 29 ON FREE INFO CARD www.mackie.com • 800/258-6883 

waveform 

views, true 

waveform 

J editing 

J with pencil 

tool, bi-directional cursor scrub, unlim¬ 

ited locators and loops, DSP time com¬ 

pression/expansion, invert, pitch shift 

& normalize and much, much more... 

with unlimited undos — but without 

requiring an external computer! 



CIRCLE 20 ON FREE INFO CARD 

www.grandmas.com 

1-800-444-5252 
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MANUFACTURER: 

SUMMARY: 

STRENGTHS:_ 
WEAKNESSES: 
PRICE: S3,000 

InnerTube Audio, 115 W. Gutierrez, Santa Barbara, CA 93101. Tel: 805-963-3941. 

Web: www.qr8musit.tom/lnnerTube Audio/inner tubeaudio.html . 

A serious mit in unique packaging, the Mag Mit delivers everything you would expert 

from a high-end tube mit. 

Une-level output. Multiple polar patterns. Great tube sound. Cool packaging. 

How could a mic that looks this unique have any weaknesses? 

EQ FREE LIT.#: 106 

The MM-2000 comes with an in¬ 
ternally regulated outboard power sup¬ 
ply. As with most tube microphones, the 
polar pattern con¬ 
trol resides on the 
backside of the 
supply and is con¬ 
tinuously variable 
from omni to 
cardiod to figure-
of-eight. Regarding 
the large dia¬ 
phragm capsule, 
McLane is some¬ 
what close-lipped, 
stating only that it 
is of “European 
origin.” 

As for the 
unique packaging, 
McLane states that 
it came about out 
of necessity after 
spending large 
sums of money on 
custom metal work 
and dies for his 
previous products. 
"Where else can I 
get a highly ma¬ 
chined, anodized, 
serial-numbered 
device in two col¬ 
ors any time I need it?” he laughs. "I 
have a reputation for stealth packaging. 
My personal Mag Mic uses a Superman 
lunch box for the power supply. People 
get a kick out it.” 

IN USE 

I used this mic on a variety of acoustic 
sources with great results. On acoustic 
guitar, it had the typical quality of a 
good microphone in that it made a 
mediocre instrument actually sound 
great, in this case much bigger and 
brighter sounding than the actual in¬ 
strument really was in the room. 

I used it outside a kick drum in place 

of what would normally be a U 47-FET 
(about 1 foot outside the cutout of the 
drum head), again with excellent results. 

The mic has tre¬ 
mendous headroom 
and the line-level 
output was such 
that no mic preamp 
was needed. The 
end result was 
enough bottom that 
no additional EQ 
was required while 
the top end re¬ 
mained clear and 
clean. Set on car¬ 
dioid, the focus was 
distinct enough to 
pretty much isolate 
the kick from the 
rest of the kit as well. 

On vocals, 
again the MM-2000 
rose to the chal¬ 
lenge of both a 
screamer and a 
soft singer. The 
mic handled the 
screamer from a 
foot away with no 
hint of overload, 
while on soft vo¬ 
cals the sound was 

again huge while retaining the high-end 
clarity so often missing with expensive 
large diaphragm mies. While trying a va¬ 
riety of mic amps (Avalon, Hardy, even 
the on-board preamps of the SSL G+), all 
seemed to couple well with the MM-
2000 as long as the pad was inserted, but 
the unit sounded best connected 
directly into a compressor then right 
into the recorder. 

The MM-2000 is available directly 
from InnerTube audio for $3,000. A 
stereo version (in a three-cell Mag Light 
case) is also available. Try a Mag Mic. 
It’ll definitely throw some light on your 
recording. E® 

The MM-2000 features 

that rarest of animals, 

the high-gain, yet 

low-noise circuit 

that actually puts 

line level out 

directly from the mic. 

1 1 4 AUGUST 2 0 0 0 E Q 



AUDIO ENGINEERING SOCIETY 
60 E. 42nd Street, New York, NY 10165 USA 
For information: 800-541-7299 (North America except NY) 
Ph: 212-661-8528 Fx: 212-682-0477 E: HQ@aes.org 

www.aes.org 

09tie 
OCIETY CONVENTION 

' \ / / 
September 22-25,2000 
Los Angeles Convention Center K iV<M - w 



E Q IN REVIEW 

MAudio Delta 1010 Audio Interface 

interface from M Audio 
BY CRAIG ANDERTON 

inter-

DELTA IOIO 

com-
the 

MIDI 
Out 

MidiMan has always seemed like one 
of the more underrated companies in 
the biz — for years they’ve produced 
solid, cost-effective products that 
may be short on glitz, but that rate 
high on performance. M Audio is an 
offshoot that produces digital audio¬ 
oriented products; this review covers 

is a cable that goes to the breakout 
box, so you can easily route the 
transformer away from any sensitive 
lines. 

INSTALLATION 

Installing a new audio interface is al¬ 
ways a cause for trepidation, but, 

WHAT IT IS 

There’s no shortage of audio 

Delta Family”). Therefore, the 1010 is 
best-suited for analog-oriented stu¬ 
dios, especially those that don’t use 
digital mixing and routing capabili¬ 
ties. In fact, using the included 
mixer application, you can record di¬ 
rectly to S/PDIF through the 1010 
without using another audio appli¬ 
cation. One limitation is that there’s 
no input clipping indicators. (There 
are input meters, but I prefer to also 
have actual clip indicators.) 

The hardware concept is famil¬ 
iar: a PCI host card with coax S/PDIF 
in/out, along with a DB-25 connector 
that connects to a 1U, rackmount 
breakout box. An array of drivers are 
available, including DirectX, ASIO 
MME, ASIO, ASIO2, Linux, Mac 
(Sound Manager, ASIO, and ASIO2), 
EASI (beta), and Nemesys GigaSam¬ 
pler and GigaStudio. 

The AC adapter is a “lump in the 
line” (as opposed to wall wart) type. 
It has an AC cord coming out of one 
side of the transformer; em¬ 
anating from the 
other side faces, but each carves its own niche. 

The 1010 is a 10 X 10 interface with 24-
bit/96 kHz resolution (see sidebar, 
“Ins and Outs”). It includes eight 
channels of audio I/O, stereo S/PDIF, 
and a single-port MIDI interface. 
There’s no ADAT, TDIF, or S/PDIF op¬ 
tical I/O, although it is possible to 
expand the system (see side-
bar, “The 

their flagship cross-platform 
puter audio interface, 
Delta 1010. 

A great-sounding 
cross-platform 

multichannel audio 

O LAB REPORT 
MANUFACTURER: M Audio, 45 L St. Joseph St., Arcadia, I 

CA 91006-2861. Tel: 626-445-2842. 1 
Web: wwwjnidimanjet. 

SUMMARY: Underneath a plain vanilla exterior lies 1 

some extremely gocxi-souncing converters, | 

and the software drivers are solid. 

STRENGTHS: Excellent sounding converters, especially ! 

given the price. Multiple sampling rales 

including 96 kHz. 24-bit resolution. 

Bulletproof. Simple installation. Uses 

only 1 IRQ and no DMA. Straight 

forward control software with monitor 

mixer. Broad driver support. Word dock 

in and out. 

WEAKNESSES: ADAT or S/PDIF optical I/O is optional. 

Line levels only (no guitar or mid. 

MINIMUM Windows 95/98/NT: Pentium 

SYSTEM 300 MMX and 64 MB SDRAM 

REQUIREMENTS: for sample rotes of 48 kHz 

or less, Pentium II300 and 128 MB of 

PO 00 RAM for 96 kHz. Mac: G4,G3, 

or G3 accelerator, 128 MB RAM for 96 

kHz operation, 96 MB RAM for 48 kHz 

operation. 

PRICE: S999 EQ FREE LIT. #: 107 
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A KG 

Austrian brilliance 

What all studio 

The new C2000B side address condenser micro¬ 

phone gives you large diaphragm clarity at a 

price that can only be categorized as amazing. 

See your local AKG retailer to hear what we mean. 

AKG Acoustics, U.S. 1449 Donelson Pike Nashville, TN 37217 Phone:(615) 360-0499 
Fax: (615) 360-0275 E-mail: akgusa@harman.com v^ww.akg-acoustics.com 
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under Windows 98, 
the Delta 1010 in¬ 
stalled the first time 
around and did no vi¬ 
olence to the system. 
Whew! Also note that 
the installation was 
very straightforward 
— plug in the card, 
connect the rack box, 
turn on the computer, 
install the software, 
and you’re good to 
go. There are no situ¬ 
ations involving mul¬ 
tiple shutdowns or 
restarts, and the sys¬ 
tem requires only one 
IRQ and no DMA. I 
tested the Delta 1010 
with a Q Performance 
Systems PC, which 
has a Celeron A 
processor overclocked 
to 850 MHz and 256 
MB of RAM. 

In case you need 
32 channels of analog 

FIGURE 1 : The 1010 software mixer used with Cubase. Toward the I/O, the installation 
lower right of the screen shot, note the window that shows which inputs are available to Cubase. procedure allows us¬ 

ing up to four cards, 

4 FUN DIGITAL FLANGING TRICK 
The analog output is about 1.4 ms late compared to the digital output, 

due to conversion time — but this can serve as the basis of a great 
flanging effect if you have a digital mixer with per-sample delay on the 
channels. 

1. Feed fte 1010's digital and analog outs into two of the mixer's input 
pairs. 

2. Throw one of the channels out of phase temporarily, then adjust levels so 
that the two oairs of signals cancel. Now put the channels back into phase 
again. 
3. Vary the digital out's delay from 0 samples down to about 400-500 sam¬ 

ples, and at about 1.4 ms you'll hit the flange's "through zero" point. 
The sounc is eerily close to the tape-based flanging sounds of the '60s. 

THE DELTA PRODUCT FAMILY 
M Audio cffers several variations on the Delta theme, namely: 

Delta 1010-Al ($249) This works with the 1010 to provide ADAT opti¬ 
cal in and cut (eight channels total). 
Delta 66 ($499) This junior version of the 1010 is a 6 x 6 card (four 

analog, stereo S/PDIF) with a smidge less dynamic range. 
Delta 44 ($399) Like the Delta 44, but 4x4 analog (no S/PDIF). 
Delta DiO 2496 ($299) Designed for stereo operation, this PCI card 

does 24-bit analog-to-digital conversion with 24-bit analog or coax/opticol 
S/PDIF out. 

which communicate via sample-accu¬ 
rate sync. 

THE MIXER 

Fig. 1 shows the mixer working in con¬ 
junction with Cubase (other ASIO-com-
pliant programs work similarly). The 
grayed-out Audio System Setup window 
appears when you go into Cubase’s 
“System” menu item, and sets up how 
Cubase will interact with the 1010. 
From there, you can go to the Delta 
Control Panel, which has four main tabs. 

The mixer, which is active in the 
screen shot, is simple — no EQ or 
plug-in options — but effective. The 
mixer boasts 36-bit resolution, as well as 
a master level control. With ASIO you 
can solo, mute, pan, or change levels of 
individual channels, as well as gang 
channels into stereo (adjacent odd/even 
pairs only). Each channel also has me¬ 
tering, but I d like to see a numeric read¬ 
out that shows the peak level (or at least 
has a clipping indicator). 

The Patchbay/Router (fig. 2) deter¬ 
mines what feeds a particular hardware 
output pair — WAV out, monitor mix, 
S/PDIF in, S/PDIF in with left/right re¬ 
verse, or one of the four hardware input 
pairs. The Hardware Settings screen sets 
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FIGURE 2: The 101 O’s Patchbay/Router screen. 

the master clock (internal, S/PDIF in, or 
word clock), along with sample rates (all 
the common ones from 8 kHz to 96 kHz, 
including 88.2 and 9.6 kHz). 

Furthermore, the software can 
transform S/PDIF into something that 
looks more like an AES/EBU digital sig¬ 
nal, as controlled on yet another page. 
However, according to the 1010’s man¬ 
ual, this ruse doesn’t work with all dig¬ 
ital gear. Nonetheless, I tested the AES 
ins of a DA7 mixer and TASCAM DA-30 
DAT, and the 1010’s S/PDIF worked fine. 
The S/PDIF page also provides for 
adding emphasis, although that’s not 
commonly done these days. One final 
touch is that you can save, load, and 
delete all control panel settings, which 
could be useful if you work on multiple 
projects with varying requirements. 

SO IS IT SPECIAL? 

The 1010 is well built, professionally 
constructed, and even well packaged 
(kudos for including a nearly 10-foot 
long DB-25 patch cable!). The manual is 
quite good, despite some layout glitch¬ 
es; the tutorials should be helpful to 
those who need to navigate the treach¬ 
erous waters of sound card installation 
and inter-program compatibility. 

But any attempt to describe the 
1010 solely in terms of specs misses the 
point, as the sound quality and dynam¬ 
ic range (around 108 dB) is the main at¬ 
traction. Recording the same signal 
into Cubase in both digital and analog, 
then spitting them out via digital and 
analog and listening to the results, re¬ 
sulted in no tangible sonic difference. It 

seems that the 1010’s converters don’t 
inject any personality into the signal at 
all; they’re the proverbial "straight wire 
with gain” (or I guess in this case, 
“straight wire with conversion”). 

The bottom line is value for bucks. 
Audio interfaces may not be the most 
exciting products in the world, but it 
sure is nice to run across one that’s rea¬ 
sonably priced, doesn’t color the sound 
or stress your computer, and works 
right out of the box. 

Craig Anderton is the creative director 

of MusicPlayer.com, as well as the 

author of the classic book Home 
Recording for Musicians. He has 
produced, played on, mixed, and 

or/mastered 17 major-label releases. 

INS AND OUTS 
Front panel 
MIDI in with activity indicator LED 
MIDI out with activity indicator LED 
Power on LED indicator 

Rear panel 
Eight 1/4-inch, TRS input jacks 
Eight 1/4-inch. TRS output jacks 
Sixteen +4/-10 level-matching push¬ 

button (one for each jack) 
DB-25 connector 
Word clock in (75 ohm terminated) 
Word clock out 

Coaxial power adapter connector 

Better. 
Super nice compression: three layered 

stereo compressors in one box. 

Cleaner. 
100 kHz bandwidth. Meticulous circuit 

design and layout. 

Cheaper. 
"Compression at a near-unbelievable 
price-performance ratio...absurdly cost 

effective" 
-Craig Anderton, EQ 

= 

5 » 

{I 99.MSRP 
F MR Audio 

Austin, Texas 

1-800-343-9976 

RNC1773 
Really Nice Compressor 
Pristine analog audio path & precise 
digital control creates what some 

professionals are saying is one of the 
best compressors you can buy for under 

$2,000! 
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LEARN the ART of RECORDING. 
You an get the practial, real-world skills needed to success¬ 

fully start your areer as a recording engineer or producer. For 

29 years, thousands of students from the US and around the 

world have started their areer at the Recording Workshop. 

The Original since 1971 
8 Studio Facility 
Latest Equipment 

Hands-On Training 

3-6 Students per Class 

• 2 Month, 300+ hrs Training 
• Very Affordable Tuition 

• On-Campus Housing 
• Job / Internship Assistance 

• Financial Assistance 

Contact us for a Free Brochure 

800-848-9900 
www.recordingworkshop.com 

REC 
w 

RECORDING 
WORKSHOP 
Outside USA: 740-663-2544 
Fax Machine: 740-663-2427 
email: info@recordingworkshop.com 

455-Q Massieville Road 
Chillicothe OH 45601 
Oho Sore Board of Proprietary School Reptrar on s80-07-0696T^ 
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INDUSTRY INSIDER 

When All Else Fails.... 
Someday, someway, 
it’s gonna happen — 
you’ll have to rebuild 

your computer’s 
O.S. from scratch 

BY CRAIG ANDERTON 

It’s almost inevitable that, at some 
point, you will have to reformat your 
main hard drive and reinstall your com¬ 
puter’s operating system. The cause 
could be a hardware crash, an unstable 
system, or an inability to boot that no di¬ 
agnostics program can fix. Or you may 
want to do a voluntary re-install to slim 
down a bloated system or install a new 
version of your operating system. 

Starting over from scratch is a drag, 
because, realistically, you’ll lose at least a 
day due to reconfiguring and reinstalling 
everything that’s crucial to your work. The 
Mac seems to handle reinstallation better 
than Windows, because it’s easier to install 
Mac operating system software in general. 
Re-installing Windows can be somewhat of 
a hassle, but you can reduce the severity of 
the hassle if you’re properly prepared. 

PROGRAM AND DATA DISKS 

Hopefully you’ve kept your data and pro¬ 

grams on separate drives. This allows 
reformatting your program drive with¬ 
out losing data. If you have data on the 
program drive, either copy it to the data 
drive, or back it up to some other me¬ 
dia. Make sure you’re copying to an¬ 
other physical drive, not just another 
partition on the program drive; parti¬ 
tions won’t survive a reformat. Re¬ 
member, once you reformat, whatever 
was on the drive is gone forever. 

If you have a particular desktop 
color scheme you want to use in the re¬ 
installed system, go Start > Run > then 
type Sysedit and select the WIN.INI file. 
Find the section with the heading 
named [colors], and copy its parameters 
so you can paste them under [colors] in 
the re-installed WIN.INI file. 

GATHER YOUR INSTALLATION CDS/DISKS 

You’ll need these after reformatting. 
Make sure you have working distribu¬ 
tion media (CD, floppy, DVD, etc.) and 
any authorization codes, dongles, 
passwords, or whatever else might be 
required to install and (if necessary) 
unlock copy-protected media. Check 
the availability and integrity of all 
these before you reformat. 

CHECK YOUR UPDATES 

Ideally, whenever you download an up¬ 
date or patch from the ’Net, you save it 
in a folder on your data drive as well as 
back it up (if that hasn’t been part of 
your work flow, now’s the time to 
start). If the update is on a floppy or CD, 
then make sure you have it on hand — 
you don’t want to have to go back to the 
Web and do a bunch of multi-megabyte 
downloads just to get your software 
back up to spec. 

PULL ALL CARDS EXCEPT VIDEO 

When it’s time to reinstall, 1 pull all 
cards other than a video card and re¬ 
install each card one at a time. Win¬ 
dows’ plug-and-play works reasonably 
well, but this allows testing the system 
after adding each element to make sure 
all is well. 

DO YOU HAVE A STARTUP DISK? 

If you created a startup disk when you 
installed Windows, pull it out of storage 
and make sure it works. If not, imme¬ 

diately go to Settings > Control panel > 
Add/Remove Programs > Startup Disk 

tab and create a bootable floppy. You’ll 
need this to boot your system for for¬ 
matting, and to read from the CD-ROM. 
Note that the Windows 98 startup disk 
includes CD-ROM support, but a Win¬ 
dows 95 startup disk does not, so you 
have to chase down the CD-ROM dri¬ 
vers and copy them over to the startup 
disk (another reason to upgrade to 98). 

REFORMAT YOUR C: DRIVE 

After verifying one last time that the C: 
drive doesn’t have anything you can’t 
re-create, it’s time to cross your fingers 
and reformat. Start the computer with 
the startup disk in the drive; when 
asked if you want to start up with CD-
ROM support, say yes. At the A; prompt, 
type: “Format C: /s”; Windows will ask 
if you’re sure you are enough of an 
adult to understand the implications of 
what you are doing. Say yes, and start 
formatting. Don’t forget the ‘7s’’ part — 
that’s necessary to create a bootable 
disk. 

OPTIMIZE WINDOWS 

Specify the monitor and video card 
you’re using (right-click on the Desktop 
> Properties > Settings), make any 
tweaks in Windows’ appearance as de¬ 
sired, restore colors if needed, then do 
any required optimization for digital au¬ 
dio (see sidebar, “Building the Better 
Digital Audio Beast“). 

INSTALL YOUR SOUND 

CARD AND AUDIO PROGRAMS 

Go through the installation program, 
then verify that sound is working prop¬ 
erly before continuing. Now install 
your various pieces of audio software, 
initiate updates as needed, and test 
briefly after installation to make sure all 
is well. Follow the same procedure 
with other boards (video capture, sam¬ 
pler, etc.) and other pieces of software, 
like your Internet browser. 

MAKE A BACKUP 

At a point where the system seems sta¬ 
ble, backup the program drive — per¬ 
haps just after installing the O.S. and a 
sound card, or go for something more 
ambitious that backs up the O.S. and 
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4TH annual 

ft 
SONGWRITING CONTEST 

Rock Country 

Jazz Electronic Pop 

Gospel/lnspirational 

Rhythm & Blues 

Hip-Hop Latin World 

Folk Children's 

Sponsored by: 
r^íitor 
k/CenTer 
The Musician j 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! 

YAMAHA maxBll 

to enter your original son^fs) fill out this application and... Ju-it Lawaùlkç, 
NAME_ 

ADDRESS_ 

APT 

CTTY_ STATE_ 3P_ 

PHONE (_ I_ AGE_ 

EMAS._ 

SONG TITLE_ 

CHECK ONE □ LYRICS INCLUDED □ INSTRUMENTAL COMPOSITION 

CIRCLE ONE (IF PAYING BY CREDIT CARD): VISA MASTERCARD 

CARDS_ 

EXP,_ 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.jlsc.com 

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 S30.00 per song (U.S. 
currency only) payable to John Lennon 
Songwriting Contest. If paying by credit card, 
S30.00 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. 

1-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-wrrters. 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 fee. One check or 
money order for multiple entries/calegories 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 recen/e 
$100 gift certificates from Guitar Center Stores 

3. Contest is open to amateur and professional songwriters. Employees 
of JLSC. their families, subsidianes. and affiliates are not eligible. 

4. Winners will be chosen by a select panel of judges comprisec of 
noted songwriters, producers and music industry professionals. 
Songs will be judged based upon melody, composition and ly ics 
(when applicable). The quality of performance and production will not be 
considered. Prizes will be awarded jointly to all authors of any sorg: 
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 affidavt of 
eligibility/recording nghts/publicity release within 14 days of notification 
date. The affidavit will state that winner’s song is original work and 
he/she holds all nghts to song. Failure to sign and return such affidavit 
within 14 days or provision of false/inaccurate information therein w8l 
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 compensator 

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 



All students 
train, hands-on, 

in cutting edge 48-
track Analog/Digital 

Recording studios that 
Mature: 

•SSL »Otari »Amek 
• Neotek • Studer • Neuitiann 

PLUS... 
• Mac G3/TA5CAM Digital Lab 
• StudioMaster Mix Down Lab — • ' ' 
• Individual Pro Tools Work Stations* ’ 

Learn Audio . 
RecordirTg 
Like nowhere else. 

K 

Every student is trained on Pro Tools 
& completes an internship in the 

industry for graduation. 

Only recording school authorized 
by Avid Digidesign to teach 
Pro Tools Courses 135 & 235. 

Award winning professionals 
teach no more than 

12 students per class. 

1-800-562-6383 
2300 E. Broadway Rd., Tempe, AZ 85282 
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ú Recording^ 
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Inithe^, 
Studio? 

FREE Guide 
Saves You 

Time & Money! 
No matter where you record 
your project, you need this 

FREE 36-page booklet before 
leaving the studio. 

Contact Us Today: 
1-800-468-9353 
www.discmakers.com 
info@discmakers.com * 

CIRCLE 12 ON FREE INFO CARD 

INSIDER INDUSTRY 

BUILDING THE BETTER DIGITAL AUDIO BEAST 
There are several O.S. tweaks you can do that optimize performance for 

digital audio. Computer consultant Pete Leoni suggests the following: 
• Go Start > Run > type Sysedit. In the SYSTEM.INI file, add the following 

lines (the text is case-sensitive, careful) under [vcache]: 
[vcache] 
MinFileCache=4096 
MaxFileCache=4096 

• Set color to 16-bit (24 bits wastes CPU cycles and isn't really necessary 
for audio work). 

• Turn off all Windows sounds and screen savers. 
• Turn off power management features in the BIOS and in Windows. This 

prevents hardware from taking a nap at inopportune times. 
• If you have DMA-compatible drives, make sure DMA is checked for the 

corresponding hard disks listed under Device Manager (accessed via Start > 
Settings > Control Panel > System > Device Manager tab). 

several programs. In any event, this will 
come in handy if something “breaks" 
during subsequent installations, so 
you don’t have to go back to square one 
(see sidebar, “A Way to Avoid Re-
Installation?’’). 

Continue on your way, re-installing, 
updating, and generally getting back to 
normal. When the job is done, put all the 
distribution media, key disks, pass¬ 
words, etc. back from whence they came. 

And now your computer’s ready for 
another 10,000 miles. You’ll probably 

notice an increase in performance — 
computers seem to like being tidied up. 
Good luck, and just remember to always 
check a drive over very carefully before 
reformatting. 

Craig Anderton has been involved with 

15 major-label releases as a player, 

producer, or engineer; he also wrote the 

classic book Home Recording for 
Musicians. Check out his forum at 
MusicPlayer.com, for whom he serves as 

creative director. 

A WAY TO AVOID RE-INSTALLATION? 
There's a $50 Windows program called Go Back (by WildFile) that lets 

you restore your system as it was prior to a crash or other disaster. That 
sounds like the perfect solution when your O.S. goes insane, and the pro¬ 
gram is indeed very clever. However, there are two drawbacks with audio: 
Go Back has to physically save the "delta" between the earlier configuration 
and the one that blew up, so you need to allocate a certain amount of hard¬ 
disk space to it. With audio's big file sizes, it's possible to use up the allo¬ 
cated space, which means Go Back won't be able to go back very far. You 
have to either allocate more memory, or, more practically, test new pro¬ 
grams and hardware with small files at first to check whether any new sys¬ 
tem changes are stable. 
Another problem is that Go Back remains quite busy in the background, 

which means occasional flurries of disk activity. However, in general it 
seems smart enough to know when to leave well enough alone; it hasn't 
caused me to burn any coasters yet, for example. 

But any hassles kind of evaporate the first time it saves your butt, as it did 
with me when I installed a video capture card and the install didn't "stick." 
Every time I booted up the computer after that, the O.S. would crash when it 
recognized the board. I set the Go Back machine for an hour earlier, and 
the system was back to normal. I tried installing the card again; this time, it 
worked. Very cool! 
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Lynx Studio Technology, Inc. 80 AES - New York 23 949-515-8265 115 XX 212-661-8528 
j 

21,34-35,113 Mackie Designs Inc. AKG/Hormon Pro 117 2 615-360-0499 

Alesis 25 3 800-5-ALESIS 

84 85 AMEK 888-286-9358 

Audio-Technica 51 XX 330-686-2600 

8 & H Photo 138-141 80 212-239-7500 

129 BBE 68 714-897-6766 

Bell Electronics 136 58 903-784-3215 

beyerdynamic 81 800 293-4463 

Busco Loudspeaker Company 136 59 219-936-1242 

Cakewalk Music Software 8-9 10 617-441-7870 

Classic Sound 91 5 212-262-3300 

Conservatory Of Recording Arts & Sciences 6 122 800-562-6383 

80 Countryman Associates 66 650-364-9988 

CTI Audio, Inc. 39 7 800-767-9266 

136 D.W. Fearn Company 60 610-793-2526 

DAS Ventures Ltd, JLSC 121 XX 212-873-9300 

Digibid 149 8 609-371-7833 

Digidesign 14-15 11 650-842-7851 

Disc Makers 122 12 609-663-9030 

Discount Distributors 136 62 800-346-4638 

Dreamhire 33 13 800-234-7536 

Emtec Pro Media, Inc./BASF 43 72 888-295-5551 

Event Electronics 7 70 805-566-7777 

Fast Forward Designs/Line 6 59 71 805-381-4615 

Fender Musical Instruments 3,77 

FMR Audio 119 14 512-280-9106 

111 Fostex 15 562-921-1112 

Full Compass 133 16 800-356-5844 

Furman Sound, Inc. 69 65 707-763-1010 

Grandma's Music & Sound 114 18 800-444-5252 

Great River Electronics 114 20 651-455-1846 

107 801-568-7660 

IVL Technologies Ltd. 87 17 250-544-4091 

JBL Professional Products 47 75 818-894-8850 

Joemeek/PMI Audio 45 28 877-563-6335 83 55 865-546-6115 

2 Korg 31 516-393-8530 89 XX 714-522-9011 
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Acoustic Science Corp. 

19,29,69 800-258-6883 

74,76 602-596-7100 
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Harman Music Group Inc/DBX 21 

INFO# PHONE# 

67 541-343-9727 

INFO# PHONE# 

22 800-421-9846 

Waves, Inc. 

Yamaha Corp. Of America 

19 Manley Laboratories, Inc. 36 909-627-4256 

156 Mark Of The Unicorn 37 617-576-2760 

136 Markertek Video Supply 63 800-522-2025 

49 Mars The Musicians Planet, Inc. 25 954-938-0526 

44,127 Martinsound 64 626-281-3555 

11 Mediaform 24 800-220-1215 

54 Microboards Technology, Inc. 30 800-646-8881 

16-17 Midiman/M Audio 26 800-969-6434 

40-41 MusicPlayersNetwork.Com XX 212-378-0411 

103 Musician's Friend 27 800-776-5173 

46 Neumann 32 860-434-5220 

125 Peavey 33 601-483-5365 

75 Rane Corporation 35 425-355-6000 

31 Rocket Network 48 www.Rocketnelwork.Corn 

67 Rockford/Hafler 38 602-967-3565 

22-23 Roland/MI 34 323-890-3700 

101 Royer Labs 39 818-760-8472 

79 Sam Ash 77 800-4 SAMASH 

53 Samson Technologies 40 516-364-2244 

131 SEK'D America/Hohner Midió 88 800-330-7753 

155 Sennheiser 79 860-434-9190 

93 Serato Audio Research, Ltd. 41 . 649-302-2284 

137 Shreve Systems Audio 42 800-214-9222 

65 Sonic Foundry 43 608-256-3133 

29 Sony Electronics XX 800-472-S0NY 

5 Steinberg North America 45 818-678-5100 

33 Studio Technologies 46 847-676-9177 

13 Sweetwater 44 800-222-4700 

106 Sweetwater 47 800-222-4700 

150-153 Sweetwater 57 800-222-4700 

132 Syntrillium 49 888-941-7100 

74 Tannoy North America 50 519-745-1158 

27, 99 TASCAM/TEAC America, Inc. 52,61 323-726-0303 

56-57 TC Electronic 73 805-373-1828 

75 Terrasonde 51 303-545-5848 

135 The John Hardy Company 53 847-864-8060 

119 The Recording Workshop 54 800-848-9900 
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KURMUDGEON'S KOUCH 

Requiem fora Heavyweight 

In which the author 
mourns the loss of one 
of his most generous 

mentors 
BY AL KOOPER 

If you love keyboards, especially piano, try 
this someday: Choose a moment or two 
where you’re feeling particularly inspired or 
uninspired and you know you won’t be in¬ 
terrupted. Play the track "One Of Us Must 
Know’’ from Blonde On Blonde by Bob Dy¬ 
lan, preferably off a CD. Now tear yourself 
away from Bob’s voice and just zero in on 
the piano playing for the length of the song. 
Is there anything more magnificent that a 
studio keyboardist could have played on 
that track? I think not. 

That’s what separated Paul Griffin 
from the boys. Unfortunately, I was one of 
the boys. But, in my favor, Paul liked me and 
imparted pearls of his wisdom to me when 
we found ourselves together in the same 
room. He could be the gentlest, most gen¬ 
erous instructor a young man could ever 
have wished for. 

You’d never know it from his two-
handed, thundering legacy. Paul must 

have played on thousands of sessions. He 
was requested specifically by Steely Dan, 
the Isley Brothers, Chuck Jackson, and Burt 
Bacharach, to name but a few keyboard 
connoisseurs. 

Bacharach would hire Paul the day be¬ 
fore a session and teach him to play exact¬ 
ly what Burt would have played (usually an 
amazingly complicated and precise part), so 
that the next day Bacharach-the-compos-
er could comfortably produce the record 
from behind the console, instead of from be¬ 
hind the piano. He trusted Paul (and only 
Paul) implicitly. It was a responsibility that 
I know Paul treasured. 

Others hired Griffin for his imagination 
and musicality. His gospel background, 
combined with his love of classical music, 
produced a hybrid of melodic lyricism 
combined with soul-shaking rhythmic 
phrasing. Listen to 
the piano on Don 
McLean’s “American 
Pie” — vintage Paul. 
“Twist & Shout” by 
the Isley Brothers? 
Another session in 
Paul Griffin’s busy 
schedule. Donald Fa¬ 
gen and Walter Beck¬ 
er loved Paul’s musi¬ 
cal personality. They 
found it fit their 
groove on the albums 
Aja, Gaucho, and The 
Royal Scam. I per¬ 
sonally love Paul’s 
keyboards on the old 
Chuck Jackson 
records, "I Don’t 
Wanna Cry” and 
“Any Day Now.” 
Chuck was an early 
admirer and sup¬ 
porter of Paul’s. Six months ago Chuck 
called to tell me that Paul was ill and need¬ 
ed our help. He needed a liver transplant 
and funds were minimal. You don’t get 
health insurance so easily toiling in the stu¬ 
dios of New York City. And if you do, they 
know how to wiggle out of subsidizing large 
items like organ transplants (even if you're 
a master of the Hammond B3). 

An amazing concert materialized two 
months later. People who loved Paul came out 
of their personal woodworks and joined to¬ 
gether in a true gesture of respect, admiration, 
and rescue. Ashford & Simpson, Paul Simon, 

Isaac Hayes, Chuck Jackson, Bernard Purdie, 
Mary Wilson, Cissy Houston, yours truly, and 
a handful of other Paul Griffin devotees 
played for two incredulous audiences at The 
Bottom Line in New York City. Paul Shaffer 
was the MC. At the end of the first show, Grif¬ 
fin was coaxed out of the audience to play 
“Bridge Over Troubled Water” behind Paul Si¬ 
mon. Ever the professional, Griffin carried the 
store-bought sheet music as his musical cue 
card, not wanting to chance marring Simon’s 
performance in any way. 

That’s the way Paul was. He made you 
sound good no matter what kind of music 
you handed him. Nothing could really be 
more disparate than the styles of Don 
McLean and The Isley Brothers, but Paul 
could perform magnificently in either 
genre, and in all those in between. 

It’s hard for me to comprehend that 
he’s no longer phys¬ 
ically with us. 

The beauty of 
recorded music, 
however, is that 
despite its short cen¬ 
tury of existence, 
barring a thermo¬ 
nuclear incident, it 
can live forever. So 
when we least ex¬ 
pect it, Paul will sure¬ 
ly be right alongside 
us — when we hear 
“Will You Still Love 
Me Tomorrow” by 
The Shirelies, 
“Think” by Aretha 
Franklin, or even 
“Raindrops Keep 
Fallin’ On My Head,” 
if we’re watching 
Butch Cassidy & The 

Sundance Kid at 
three a.m. on cable (it could happen). 

Paul Griffin passed away on June 
14th, 2000, at the age of 62, unable to secure 
a proper liver transplant. Recently, 1 asked 
him how old he was — he just shook his 
head and smiled: "If I tell you my age, you’ll 
just judge me as someone that age and I 
don’t think that’s fair.” 1 immediately put 
that one into my repertoire. 

As uber-arranger Charles Calello used 
to sadly point out when we lost a great mu¬ 
sician: “Now everyone else moves up a 
notch.” Extremely reluctantly, this time 
around, Charlie. EG 

Nothing could really be more 

disparate than the styles of Don 

McLean and The Isley Brothers, 

but Paul could perform 

magnificently in either genre, 

andin all those in between. 
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GUEST ROOM WARRIOR 

Tryiri To Get the Feelin' Again 

Re-energizing yourself 
when burnout threatens 

BY JIM BORDNER 

Hello, and welcome to Guest Room War¬ 
rior, a brand new column in your favorite 
project studio magazine. I’m Jim Bordner, 
proprietor, composer, producer, sales 
manager, and cleaning crew at Gravity 
Music. I started as a hobbyist, with a cou¬ 
ple of synths and a plastic mixer in a spare 
bedroom in my home. Five years ago, I 
quit my job writing ad copy and took my 
home studio pro. Since then, I’ve made a 
good living and had more fun than any 
three humans should be allowed, working 
for ad agencies, Fortune 500 companies, 
video and film shooters, even the guy who 
put the new furnace in my house. 

As any EQ reader knows, some of to¬ 
day’s best audio work is being produced in 
pretty unconventional locations. From the 
gold-record-guy who converted his garage 
into a full-on tracking space to the local jin¬ 
gle writer cranking them out in a basement 
studio to recordists working out of guest 
rooms, project studios are at the forefront 
of modern music production. I like to re¬ 
fer to those of us who work professional¬ 
ly in those environs as "Guest Room 
Warriors,” thus the name of this column. 

In future articles, I’ll be trying to share 
the knowledge I’ve picked up along my 
path, as well as knowledge from other pro¬ 

fessionals, both inside our industry and 
out. My goal is to help you have more fun, 
find more business, make more money, 
and do better work with your project stu¬ 
dio. Let’s get underway! 

Obviously, we have the coolest jobs in 
the world. If you don’t believe it, ask any¬ 
body. 1 never tire of the slightly awed look 
that comes over people when they ask me 
what 1 do and I reply; “I record music.” (I’m 
assuming that you in L.A., NYC, and 
Nashville get less of that “gee-whiz" reac¬ 
tion than the rest of us do.) But there isn’t 
anybody who doesn’t get tired of the grind, 
and that includes recording engineers. Did 
you ever feel like the main character in a 
bad detective novel? 

"The Monday morning sun burned 

through the blinds like a Stevie Ray solo. 

Last night’s coffee ivas congealing in a cup 

on the nightstand, and I took a long, com¬ 

mitted swig. The cold black lacquer hit my 

gut with the ferocity of+10 dB digital noise. 

Somebody had turned the Migraine pot up 

to 11 and ripped the knob off. I’ll check the 

schedule book, I thought; maybe there’s a 

good reason to live today. No such luck. Two 

VO sessions before lunch, and that god-aw¬ 

ful band from last week lurching back to do 

overdubs on their masterpiece. The lead 

player had every button in the control room 

sussed, but still hadn't unraveled the mys¬ 

tery of the six little silver ones at the far end 

of his guitar neck. The thought of watching 

him struggle through 117 takes, complain¬ 

ing all the while howl wasn't capturing his 

“tone, " made the coffee bubble in my stom¬ 

ach. Maybe it wasn’t too late to go back to 

school. Accountant...yeah, that sounds 

like a nice life. " 

Oh my brothers and sisters, it’s rough 
waking up to a Mike Hammer world. Re¬ 
member when everything about this work 
was new and exciting? 

Yeah, so do I. No, we can’t feel like 
that all the time. But we can all get some 
of that feeling back once in a while, and re¬ 
mind ourselves why we started in the first 
place. Allow me to suggest a few concrete 
approaches to the abstract problem of bat¬ 
tling burnout. 

Play some music for a change. I know 
many of you don’t just record music, 
you’re also good musicians yourself. But 
who gets a chance to rock out anymore? 
Put yourself back in touch with your en¬ 
thusiasm by starting a hobby band. Once 

a month or so get some buddies together 
in your studio, set up a few mies, ice down 
your favorite beverage, and roll tape on a 
champagne jam. When the players get 
hungry, send out for pizza and listen to the 
playback. Laugh at your clams and praise 
each other lavishly for the peak mo¬ 
ments. It’s a complete gas, and it reminds 
you why those kids making their first CD 
are so, like, totally stoked by the whole 
process. If you don’t play, invite some 
friends who do, and spend your time ex¬ 
perimenting with the fun of capturing a 
live performance. Either way, it will put the 
spring back in your step. 

Do something for free. You'll never know 
how much your expertise can be appreci¬ 
ated until you give it away to someone who 
can’t afford it. Choose a charity that 
means something to you and offer to 
record PSA’s for them gratis. Pick some 
scruffy but impressive singer you’ve been 
hearing in the local coffeehouses and of¬ 
fer to record his or her demo for nothing. 
Volunteer to let local high school students 
“shadow” you for a day. All you get is grat¬ 
itude, but that’s pretty good pay. 

Develop a new skill. Maybe you’re a 
monitor fiend who knows everything 
about cones and amplifiers. Why not try 
your hand at designing and building a 
pair? You might cobble something to¬ 
gether that blows your commercial mon¬ 
itors away, and, even if you don’t, you’ll see 
them from a new perspective. Try your 
hand at synth programming or work on 
creating a sample library. When burnout 
began sliding over me recently, I decided 
to rebuild my old Strat, even though I’ve al¬ 
ways left woodworking and soldering to 
guys who were better at it than me. I spent 
a week finishing a chambered mahogany 
body and wiring up an active pickup sys¬ 
tem. It cost me more time than money, but 
the results are well worth it. The guitar is 
devastating to look at, sounds great, and is 
a joy to play. More important, I learned to 
solder electrical parts, a skill that anyone 
who works with all these cables should not 
have neglected for so long. You’ll get a new 
sense of pride when you break out of your 
patterns and tackle something new. 

Take lessons. Speaking of trying new 
things, maybe you’re just feeling crispy be¬ 
cause you’ve decided there’s nothing left 
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to learn. If that’s the case, switch off the 
auto-pilot for a while and challenge your¬ 
self mentally. Sign up for a job-related 
class (or a class in any subject you’re really 
interested in) at the local U. Take instru¬ 
ment lessons from someone who can re¬ 
ally stretch you. Humans are engineered 
to learn things (which explains our un¬ 
usually big brains); if you stop learning, 
you’ll get bummed. 

Write down your Job From Hell. Write 
down a description of the worst possible 
job on the planet...not a specific pro¬ 
fession, just a description of the worst 
possible scenario. What kind of people 
are there? How much responsibility do 
you have? What’s your boss like, what’s 
your workspace like, what hours do you 
work, etc? Include everything you can 
think of. When you’re finished, compare 
the description to what you’re doing 
now. If your Hell Gig includes working in 
a quiet, dimly lit windowless room sur¬ 
rounded by hard-to-please creative 
types, maybe you are in the wrong pro¬ 
fession. But I’m guessing you’ll see a 
huge contrast between studio life and 

your Job From Hell, and realize just how 
good you’ve got it. 

Examine your business direction. All you 
wanted to do was record rock ’n’ roll, and 
you spend 80 percent of your time track¬ 
ing industrial voice-overs. Or you love ra¬ 
dio drama and can’t stand these karaoke 
singers wasting your time. Sounds like 
your business went the wrong direction. A 
vacation isn’t going to fix this; it’s going to 
require some serious measures. 

If you’re the boss, begin moving 
your business toward the kind of work you 
truly enjoy. Use your network to find new 
opportunities. Join a professional organi¬ 
zation that caters to the kind of clients you 
want. Plan some direct mail or trade ad¬ 
vertising. It won’t happen overnight, but 
start taking steps now and you’ll find you 
feel better with each step you take. 

If you work for someone else, evaluate 
your relationship with your employer and 
decide if you can express your concerns to 
your boss. Talk with him or her about your 
dissatisfaction (with the work, not the 
job), and ask what you can do to help bring 
in clients that would better feed your soul. 

If you don’t have this kind of relationship 
with your employer, it may be time to slap 
a fresh coat of schmaltz on that resume. 

There are as many ways to relieve burnout 
as there are people. But whatever works for 
you, do it. Don’t succumb to the idea that 
burnout is permanent. We probably 
shouldn’t even use term “burned out” to 
describe this feeling, because it implies a 
kind of permanence: Like last weekend’s 
charcoal fire, it says we’re finished, reduced 
to ashes, kaput. But that’s not the case. 
We’ve just fallen temporarily out of love 
with our work. Take some time to rekindle 
your romance with your work (There’s that 
fire metaphor again....) When you do, you 
can be sure that the music has remained 
faithful and constant, and is always wait¬ 
ing to love you back. 

And if you find it really is time to move 
on, you can always go into the hard-boiled 
detective game. 

Jim Bordner makes music, records audio 

and studies the twisted anthropology of 

studio customers at Gravity Music. You can 

reach him at jim@gravitymusic.com. 

Ever Heard Natural Mic Sounds? 
I Audio Magic From / 

MSS-10 Mic Preamp 

Hint: No, you haven’t. 
Compare the best discrete or tube preamps to an 
MSS-10 and you’ll discover that they still color the 
sound. All other discrete and tube preamps obscure 
spine-tingling details that the artist created and the 
mic captured, but you never heard. 
The MSS-10 goes beyond Discrete or Tube sound. 

The Natural sound of an MSS-10 puts it in a new 
category all by itself. Critics and legendary engineers 
are saying that the MSS-10 is something special, but 
the opinion we’re most interested in is yours. 

You can get a free report about the MSS-10 and 
Natural sound by phoning or visiting our website. 
Then experience Natural sound for yourself with an 
MSS-10, the Natural mic preamp. 

“From now on, whenever I record, I’ll be using the 
MSS-IOs. I would love to have a ton of them.” 

-Al Schmitt 

1151W Valley Blvd, Alhambra GA USA 91803-2493 (800) 582-3555 or *1 (626) 281-3555 

Fax *1 (626) 284-3092 www.martinsound.com/nsa.htm 
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STUDIO TECH 

PCI Bandwidth and Audio 

Optimizing Apple’s 
new G4 PowerMacs for 

audio applications 
BY DAVID FRANGIONI 

Welcome to the Studio Tech column! 
First off, I’d like to talk a little bit about 
my experience in the field, and then 
we’ll dive into an introductory topic to 
get our feet wet together. 

It’s interesting how the terms for 
“technician” have evolved over the 
years. It used to be that a “tech” fixed 
analog tape machines and consoles. But 
when my career as a tech began in the 
early '80s, I was referred to as a "MIDI 
specialist/engineer.” That term was 
supposed to inform hiring minds that I 
dealt with anything MIDI and comput¬ 
er-based. Here we are in the year 2000, 
and my life still revolves around any¬ 
thing computer-based. This year, 
though, I’m not a MIDI specialist/engi¬ 
neer. This year, I’m known as an inte¬ 
grated service solutions provider for 
music technology, and I troubleshoot, 
repair, and detangle just about anything 
plugged into the wall and used to make 
music. Here’s a little background that 
will help explain why I’m writing this 
column. 

I started out as a drummer at age six 
and I never put the sticks down. By my 

early teens, I was playing five nights a 
week. Something, though, attracted me 
to the mixing console, the synthesizers, 
the Roland Echo, etc. I’m not sure 
whether it was the challenge of being 
able to use that equipment or just the 
sheer fun that I had making noises with 
it. Either way, I was hooked. 

In the mid-'80s, I began assembling 
my own MIDI/multitrack studio and 
recording bands for free just to gain ex¬ 
perience. At night I would gig to make a 
living. Soon I found myself with a pretty 
nice MIDI rig, and I was fortunate to find 
work with legendary producer Fred Zarr 
(very hot at the time with Madonna, Deb¬ 
bie Gibson, Ziggy Marley, and others), 
Reggie Lucas (he wrote “Borderline” and 
“Never Knew Love Like This Before”), and 
lohn Khiel (a great producer who always 
pushed the enve¬ 
lope of technology). 
I entered the late 
'80s solving MIDI 
problems, doing 
drum and synth 
programming, and 
teaching MIDI. I 
teamed up with E.U. 
Wurlitzer, the lead¬ 
ing music technolo¬ 
gy retailer in Boston, 
in 1989. We formed 
a partnership that 
had E.U. selling the 
gear and me selling 
the service. It was a 
little ahead of its 
time, but it worked. 
I made a living and 
got experience on 
just about every 
piece of gear sold. 
Then something re¬ 
ally cool happened: I got a call from Tom 
Hamilton of Aerosmith. Tom hired me to 
do some MIDI work, and 11 years later, 
I’m still actively consulting for the band. 
1 worked as their in-house engineer/tech¬ 
nician as well serving as their resident stu¬ 
dio builder (each member is on their sec¬ 
ond or third home studio — when 
technology works, it's contagious). Be¬ 
sides working for Aerosmith, I freelanced 
for Bryan Adams, Elton John, the Rolling 
Stones, Chick Corea, and many others. 
Along the way, I created three sample CDs 
for East-West. 

Currently I have offices in 
Nashville, Miami, and Boston. I have a 
great team of technologists that shares 
my passion for solving problems and 
providing solutions. As an audio engi¬ 
neer, I’ve been involved in surround 
sound mixing for the past four years. In 
fact, I co-produced the first-ever sur¬ 
round sound music CD for DTS back in 
1996. And yes, I still do lots of MIDI trou¬ 
bleshooting! 

Enough about me, where do we start 
talking about music technology? So 
many topics, so little time. Let’s discuss 
getting a Mac working properly for 
recording audio to hard disk. Of course, 
there are different things to consider de¬ 
pending on which program you use. 
However, there are basic principals 

that you should 
understand re¬ 
gardless of which 
piece of audio soft¬ 
ware you rely on. 
What is currently 
being asked of a 
Macintosh or PC 
computer for au¬ 
dio recording is so 
taxing on the CPU 
that there’s very 
little room for er¬ 
ror. Let’s take a 
look at how to start 
optimizing Mac 
settings. 

The first part 
of the system soft¬ 
ware that can in¬ 
terfere or affect 
hard disk record¬ 
ing is the graphics/ 
video portion of the 

system. This means the “Appearance" 
and “Monitor” control panel settings and 
the “ATI” video extensions need to be set 
correctly. Several audio programs require 
that the system font be set to a specific 
font and size, as well as requiring that 
“smooth all fonts” is not checked. The 
smoothing feature requires higher over¬ 
head for screen drawing. 

This is similar to the reason that the 
monitor/video settings are important: 
Any PCI card that goes inside of a Mac¬ 
intosh requires a portion of the available 
bandwidth. As with anything, there’s 

In the future, the 

G4 Sawtooth (as it is 

referred to by Apple) will 

be a monster, capable of 

more simultaneous streams 

of data than ever before. 
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only so much bandwidth to go around. 
The more that’s reserved for the audio 
card(s), the better. Graphics are a PCI 
hog — at least they can be if your set¬ 
tings aren’t optimized for audio. By 
turning off the “smooth fonts” and 
also carefully setting the Monitor con¬ 
trol panel, you can better control the 
bandwidth issue. Typically, a setting of 
256 colors is better than a setting of 
“thousands" or "millions." Also, a reso¬ 
lution of 1024 X 768 or 800 x 600 is usu¬ 
ally recommended. These settings can 
affect a variety of things. 1 remember, for 
example, that an older version of Studio 
Vision would crash excessively at high¬ 
er screen resolutions (that problem 
has since been fixed). These settings de¬ 
termine how much bandwidth the 
graphics card needs to draw the screen. 

The ATI extensions also impact 
how much bandwidth is used for graph¬ 
ics. These extensions (ATI is a set of five 
or six depending on your Mac) work in 
concert with the factory-fitted graphics 
card. If the extensions are on, then the 
screen draws optimally. If they’re off, 
you could see some odd redraws (a 

problem if audio waveforms need im¬ 
mediate updating). However, the alter¬ 
native can be excessive PCI bus errors as 
audio, SCSI, and graphics all battle for 
a piece of the available bandwidth. 

The new Apple G4’s are a little dif¬ 
ferent, as they don’t use the PCI bus for 
graphics. They have an additional bus 
called the AGP bus (popular for a long 
time in PCs). AGP on a Mac is only used 
for graphics. Great, you might be think¬ 
ing, the PCI bus is free from the graph¬ 
ics bandwidth battle. And it’s true, but 
the new G4’s introduce a whole new set 
of issues. They have two discrete exter¬ 
nal FireWire ports (each using their own 
bus), USB, serial (if something such as 
a G-Port is connected where the modem 
usually is resident), PCI, AGP, and a 
whole new bus speed. This means, 
that, in the future, the G4 Sawtooth (as 
it is referred to by Apple) will be a mon¬ 
ster, capable of more simultaneous 
streams of data than ever before. In our 
dreams for now. There are still a lot of 
software and hardware “tweaks" that 
Macintosh hard-disk recording devel¬ 
opers need to make before we see that 

promise fulfilled. Right now, the addi¬ 
tional busses are causing some prob¬ 
lems depending on the configuration of 
the system. When it’s fine-tuned and 
working, it’s blazing fast and pretty awe¬ 
some. When it doesn’t work, it’s very 
frustrating and can cause more pain 
than most techs care to experience. Stay 
tuned for more on the G4 Sawtooth in 
future columns. 

Well, that’s it for now. Hopefully you will 
take some of this information into con¬ 
sideration as you’re setting up your com¬ 
puter for hard-disk recording. Future 
Studio Tech columns will cover digital 
audio, word clock, MIDI, computers, 
hard disks, and many other topics re¬ 
lated to planning, putting together, 
troubleshooting, and using project stu¬ 
dios. Thanks for tuning in and thanks to 
EQ for the opportunity to share infor¬ 
mation with you. Please feel free to con¬ 
tact me at [E-MAIL TK]. I love to talk 
technology, and although I'm busy 
(aren’t we all?), I’ll always try to help. 
You may even see your e-mail become 
the topic of a future column. E® 
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THE FEZ GUYS 

File Sharing is Fun, Part I 

Share your music 
with the world.... 

BY JON LUINI AND 
ALLEN WHITMAN 

By now we’ve all been deluged with the Big 
Story of how Napster and other file-shar¬ 
ing applications are changing the music 
distribution landscape. Let's bypass the le¬ 
gal squabbles and get right to the guts of 
the matter: Why is it useful and how does 
it work? Think of it as a giant, free promo¬ 
tional machine that makes your music 
available to anyone with an Internet con¬ 
nection. To share your music with others, 
you’ll want a broadband connection of 
some kind because, even with MP3 com¬ 
pression, music files are big. Napster 
must be running constantly as files will be 
traveling back and forth over the network 
at all times. This would severely tax a mere 
56k dialup. (One of the benefits of up¬ 
loading to a site such as IUMA or Riffage: 
they share your files for you and are always 
on so you don't have to be.) Nonetheless, 
if you want to see how the whole thing 
works for yourself, let's get into it! 

What is file sharing? It’s the act of 
swapping files (in this case: music) be¬ 
tween users (listeners like you and us) 

across a network (the Internet). You’ll 
need a computer connected to the Inter¬ 
net. If you have broadband connectivity 
and leave your computer on, it’s easy to 
have the program running so people can 
download files even when you aren’t 
there. You also need MP3 files! Since 
you’re sharing only your own MP3 files 
(which, of course, you are since otherwise 
you may be breaking the law, wink¬ 
wink), we trust you have already created 
them (if you need help, look at 
www.fezguys.com , column #27). Re¬ 
member to set the ID3 tags since they help 
Napster identify correct artist and song ti¬ 
tle. ID3 is one of the ways MP3 files in¬ 
clude information about the song you’re 
listening to. Rather than store actual 
genre names, the ID3 tag stores a number 
that matches a pre-assigned genre. In 
your FezGuy’s humble opinion, this sys¬ 
tem is less than perfect since current gen¬ 
res are extremely limiting. Bands (and 
even songs) often reside within multiple 
genres and current technologies easily al¬ 
low multiple listing. It’s just laziness. 

NAPSTER 2.0 BETA 6 (WINDOWS ONLY) 
Besides the core file sharing their appli¬ 
cation provides, Napster has some Web¬ 
based features. We’ll take a look at those 
first, and then dive into the application. 

NAPSTER: AS A WEB UTILITY 

In many ways Napster’s recently launched 
"New Artist Program” (NAP) isn’t much 
different from other artist upload sites. 
This is where you can "find the best up-
and-coming musicians by typing a band 
name in the search box, or browse the list 
of genres below.” Artists can enter them¬ 
selves in Napster’s database, including a 
short description, latest news, influences, 
hometown, home page, and genre (more 
than one can be listed). Unfortunately, the 
genre listing is limited to what's available 
in ID3 tags ("Rock/Pop,” "Classical,” etc.). 
At least Napster lets you assign more than 
one genre to your band. 

To sign up go to artist.napster.com 
and click “create profile.” The bottom of 
the application form has plenty of legalese 
(no doubt influenced by recent lawsuits). 
It is clearly stated: Napster takes no re¬ 
sponsibility for what you make available, 
you represent you have the rights to 
share this info and music, no pom links al¬ 
lowed, and, of course, Napster can change 

the rules any time. After submitting the 
artist profile form, Napster requests (but 
does not require) you to snail mail (or fax) 
a copy of their “Declaration” form to help 
them show the RIAA how Napster is help¬ 
ing artists legally promote their own mu¬ 
sic. But printing something out, slipping it 
into an envelope, and slapping a stamp on 
is asking a lot in this day and age. Provid¬ 
ing your e-mail address is sufficient. 

Napster’s bulletin board system 
(“Digital Music Forum”) has a promising 
area called “Emerging Artists” to discuss 
promo and encoding, but it turns out to be 
mostly band name and URL posts. This is 
a common problem with various Web 
sites’ limited attempts to provide com¬ 
munity. Without a moderator, nothing 
stays on topic. If Napster had someone 
posting tips and encouraging on-topic dis¬ 
cussion on a regular basis, the DMF 
might actually be a useful resource. 

NAPSTER: THE EXPLODED VIEW 

After downloading the Napster app (only 
a minute or two at broadband speeds), it 
is simply and quickly installed. First we 
must agree to their lengthy terms and dis¬ 
claimer. We click “Yes” without reading it 
(who does?), but are told we " must read to 
the end of the license agreement before we 
can proceed.” We scroll to the end and 
click through. Too much lengthy legalese, 
gang. Five bulleted items would be rea¬ 
sonable for people to read and grok. 
(This applies to all software companies, 
not just Napster!) 

We are then prompted for our con¬ 
nection speed (to be displayed to other 
users downloading files from our com¬ 
puter). Another prompt to choose a user¬ 
name and password follows, and then 
we’re logged into Napster’s central server. 
Napster, being a program designed to 
share files, does the next obvious thing: it 
asks if it should search our hard drive for 
MP3 (or Windows Media) files to share. 
Since we want to select only a few songs to 
share, we say, “No.” 

Next, we select the specific folder(s) 
we wish to share files from. At this point 
it makes sense to create a folder on our 
desktop called “Napster Music” so as not 
confuse ourselves later, but we find 
there’s no easy way to access our desktop 
folder in Napster’s dialog box. Instead, 
we click our way down to C:Files. It 
would be nice if Napster included a "New 
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THE FEZ GUYS 

Directory” option in this dialog box. 
Napster then does some networking 

stuff (which, in our case, appeared to fail) 
and then told us if we aren’t behind a fire¬ 
wall (we aren’t) to ignore the networking 
stuff it just did. We do. Will it still work? It 
does. We’re greeted with the default start¬ 
up screen: some greeting text with a sta¬ 
tus bar showing our nickname, how many 
files we’re currently sharing (0), and how 
many files are, at this moment, available 
on the constantly morphing network 
(over 485,000 files in nearly 5,000 li¬ 
braries [each library is an individual userl, 

totaling nearly two terabytes in size). 
Chat rooms are provided for every 

available genre, plus you can create your 
own room if you’d like something more 
personal. We create and join a “fezguys” 
channel for fun. Hey look! There we are! 
No teeming masses of users join us, alas. 
Conveniently, it’s possible to simultane¬ 
ously be in more than one group. We 
spend a moment in discussion with oth¬ 
ers over in the "’70s” group and return to 
the task at hand. 

Our main options are “Chat,” “Li¬ 
brary,” “Search,” “Hot List,” “Transfer,” 
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and (good for them!) “Help.” 
We want to share some files of our 

own music, so we go to “Library.” We’re 
greeted with a split screen where all files 
in our library (currently none) will be dis¬ 
played on the top section while the bottom 
section offers advanced playlist controls. 
For some reason, we can’t drag and drop 
our MP3’s into this area. There isn’t an 
“add items” button, either. We march back 
to our desktop and copy the files into our 
C:Files folder (created earlier). After mov¬ 
ing our files over, we right-click in the Li¬ 
brary window and choose “Refresh Li¬ 
brary” and voila, there are our files. 
What’s more, our status bar now says we 
have three files available to share. 

Having successfully made three files 
available, we verify the system is working 
by searching for our files on the Napster 
network. We search. “No Matches” is re¬ 
turned. Accessing the “Help” area illu¬ 
minates nothing. Perhaps it just takes a 
while for the network to catch up. This is 
disconcerting. After a bit of research, we 
conclude that searches don’t check your 
own local library since you obviously al¬ 
ready have the files. Testing with anoth¬ 
er computer isn’t conclusive either. We 
discover that Napster has multiple 
servers but those servers are not (yet) 
connected together. Users searching the 
network may end up connecting to a 
server that doesn’t have any of the songs 
they’re looking for. Connecting again lat¬ 
er (to a different server randomly select¬ 
ed by the app) might work, but there are 
no guarantees. Hopefully Napster will 
link their servers together very soon. For 
now, an artist cannot reliably tell people: 
“Go to Napster and search for <band-
name>“ and be assured their music will 
be found. The Napster software will, by 
default, remain running in the back¬ 
ground (an icon is displayed in your sys¬ 
tem tray next to the current time) after 
you exit the app. This allows people to 
continue downloading from your li¬ 
braries. Since we’re sharing our own mu¬ 
sic, this is all right with us. But it’s easy to 
forget and later we may wonder why our 
connectivity is so slow, not realizing 
someone is downloading a file. To tem¬ 
porarily disconnect from the server, sim¬ 
ply open up Napster and select 
“File”>“Disconnect.” 

To search for other music, click the 
“Search” section and enter an artist 
name or song name (or portion thereof). 
You’ll receive a list of matches. As would 
be expected, a lot of music is available 
that suppliers obviously don’t have the 

continued on page 137 
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"NOAH'S ARK" 
continued from page 69 

“That’s all whammy bar stuff,” he ex¬ 
plains. "Another good example of that 
kind of thing is on my last record — The 
Ultrazone — in the song called ‘Frank,’ 
which is a dedication to Frank Zappa. It 
doesn’t sound like his music, but there’s 
a guitar solo in there that’s all harmonics 
and whammy bar, and it’s probably one 
of the most interesting things I’ve done.” 

Vai has no fear of using equalization 
during recording. "The EQs on my board 
[a customized 40-channel API] are really 
nice; you can pump a lot of bottom end 
into them and they don’t get too woofy. 
And the top end is never that sharp, shrill 
ice pick thing. So the APIs are really great 
for clean guitars. On the distorted rhythm 
guitars and melody line in ‘Noah’s Ark,’ I 
also used Pultecs. Those are fantastic; you 
can pump so much bottom end in and 
they just don’t sound like anything else. 
They’re just the fattest, warmest EQs 
around.” 

His compressor of choice is the ven¬ 
erable LA-2A, generally strapped across the 
bus carrying the composite guitar signal. 
He rarely compresses the effects returns, 
however, noting that, “if you start com¬ 
pressing effects, it can get really one-di¬ 
mensional.” 

What did Vai think of the unortho¬ 
dox approach taken to recording 
"Noah’s Ark,” where he was playing to a 
bare prerecorded backing track instead 
of actually being in the room with the 
musicians? “Well, for the past few years 
I’ve actually preferred to overdub my 
guitar parts without the interaction. I 
don’t know why, but I just felt more 
comfortable, I felt less on the spot; I felt 
like if something broke, I could fix it — 
if I didn’t get a good take, I could just 
punch myself through it. But,” he adds, 
“I’m growing really weary of that be¬ 
cause there is a great energy and a hype 
that you can get when you’re actually in¬ 
teracting.” Bissonette notes that “Steve 
has an incredible ability to make it 
seem that we were all in a room togeth¬ 
er. He would listen to the rhythms that 
we did when we played the backing 
tracks and he would just close his eyes 
and jam along like it was all going down 
for the first time. And he’s got such a 
great ear — two of ’em, in fact! — that he 
would go back and catch all these kicks 
and figures with us. Even in my drum 
solo, when I do a figure in 7, he’d just 
rewind the tape and do it right with me. 
The bottom line is that, the minute Steve 
puts his hands on a tune, it immediate¬ 
ly has his signature.” E® 

DEEP PURPLE 
continued from page 75 

automatically go to a place very near the 
note, but then they push up or down on 
the neck, fine tuning the finger position 
based on what they hear. If they can’t hear 
clearly, there can be tuning problems." 

“What we found even more of a 
challenge,” Morse says, "was coordinating 
the time of the band with that of the or¬ 
chestra. For the band, it’s metronomic. It’s 
right there — no question. But the con¬ 
ductor of an orchestra may give a very long 
downbeat. Sort of like ‘anytime you feel 
like it, come in.’ Often Paul would give the 
downbeat and start on beat two before the 
orchestra would start on beat one! This is 
universal. An orchestra doesn’t really get 
rime from the conductor, they get cues, and 
those cues have a lag. So we arrived at an 
understanding with the percussion section 
of the orchestra. They subdivided and 
pushed the orchestra to meet us in the ex¬ 
act metronomic time that the band was 
keeping, serving as the critical link be¬ 
tween the band and the orchestra.” 

Glover says the phenomena as akin to 
"talking and hearing only an echo of 
your voice, behind you. Paul was very 
aware of this and worked hard to bridge 
the gap between the band and the or¬ 
chestra, pushing the orchestra to come up 
to our sense of time. And I think we pulled 
back a bit to accommodate the orchestra, 
especially [drummer Ian] Paice.” 

Roger describes audience reaction to 
the performances at The Royal Albert Hall 
as "overwhelming. We don’t normally play 
so many new songs in one show, so the au¬ 
dience was excited about that — they knew 
that it was a very special night. Each mem¬ 
ber of the band made an individual en¬ 
trance to the hall and the emotion was 
tremendous — we all got standing ova¬ 
tions.” And well they should! E® 

TERRY DATE 
continued from page 80 

he’s playing his part. I want to make the 
sound coming through the studio moni¬ 
tors sound close to what he’s used to hear¬ 
ing live. So, by using his live rig, you’re just 
eliminating a variable. And with Stephen, 
he’s got an effects switcher that is all pro¬ 
grammed with what he wants to do. In re¬ 
hearsals, he’s worked out all these differ¬ 
ent tones that he likes. As long as it’s 
coming out of his cabinet the way he had 
it in rehearsal, then it’s just a matter of 
making sure that I bring it into the control 
room the right way. Stephen’s another 

really fast, talented guitar player. I would 
say he tends to lean more on the heavier, 
crunchier sounds, whereas Wes Borland 
will lean more into the atmospheric 
sounds. Although they both do both, of 
course. 

By this point you’ve made a few al¬ 
bums each with Limp Bizkit, Deftones, 
Pantera...you have an ongoing relation¬ 
ship with a lot of these bands. Do you sort 
of make yourself a fifth or sixth band 
member in a situation like that? 

I like to think of myself more as the 
band’s studio soundman. I don’t like 
producers who put their own signature on 
every record they do. I like for the band’s 
personality to come through. I only get in¬ 
volved with arrangements if there are two 
or three opinions about something and I 
have to figure out a compromise. Some 
bands require that more than others. But 
I would stop short at “fifth member.” Al¬ 
though I do maintain relationships with 
people as friends. For instance, I didn’t 
work on Pantera’s new record, but I 
talked to them a lot while they were mak¬ 
ing it. And I went down to Texas for a few 
days when they were in the middle of 
recording to hear how the progress was go¬ 
ing. It’s tough when you’re producing 
yourself, basically, for the first time. So I 
tried to be as helpful as I could, without be¬ 
ing a nuisance. E® 

GUITAR LOOPS 
continued from page 88 

approach is on the Vince Andrews Solos 
and Sections CD, part of Sonic Foundry’s 
“Loops for Acid" series (#AR002). Al¬ 
though the solos are done on a sax, the CD 
really shows the power of phrases when 
creating cut and paste solos. 
9. Notate Tempo and Key in the 
Patch Name 
Another advantage of playing a part in 
context is that, presumably, you’ll know 
the tempo of the backing tracks. I rec¬ 
ommend creating file names that begin 
with tempo, then key, then a description 
(e.g., 135_E_intense technofunk wah-
wah). Take advantage of long file names 
when naming loops; be as descriptive as 
possible. 
10. Scratching and Rhythmic 
Effects 
Don’t forget that guitars can make some 
wonderful rhythmic, percussive effects. 
For example, try strumming muted 
strings while working a wah-wah, or us¬ 
ing a volume pedal to fade washes of dis¬ 
tortion in and out on the beat. These 
kind of textures can really dress up a 
track, and can be far more interesting 
than synthesized sounds. E® 
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ROLAND VG-8 
continued from page 91 

adding a touch of the VG’s internal delay 
or modulation to your taste and plug the 
VG’s mono output into channel two of 
your amp or mixer. 

Now, by mixing the volume of each 
output (a volume pedal or two can be of 
great help) during various song sections, 
you can easily create a much more studio 
“overdub” sounding solo. But don’t stop 
there — try this trick with other patches 
such as mixing dirty and clean chords, wild 
FX, and more, all of which can really widen 
out your sound. 

• Virtual/Acoustic/ Electric 
If you happen to own one of Godin’s new 
LGX-SA or LGXT Roland-ready guitars, 
besides being an ultra-playable and 
great-sounding guitar, you’ll have the 
added advantage of its very acoustic¬ 
sounding L.R. Baggs piezo pickup’s out¬ 
put to blend into the mix. Truly a great 
way to create an acoustic/electric/VG 
sonic menage a trois1. 

• The Virtual Amp Meets the Virtual 
Guitar 
I’ve found using a Line 6 AX-2 TubeTone 
guitar amp is an almost perfect solution for 
mixing together a direct guitar signal with 
a VG-8. (I say “almost perfect” because the 
AX-2 only has mono inputs even though its 
output is stereo.) Simply plug the VG’s di¬ 
rect guitar output into the AX-2’s Guitarin-
put, and the VG’s own mono output into 
its AUX input. This way you can use the 
AX-2’s array of modeled amps and effects 
on the direct guitar signal, while the VG 
stays clean as can be with its own volume, 
EQ, and reverb if needed. An added digi¬ 
tal twist is that you end up with great vir¬ 
tual guitar models (VG) and virtual amp/FX 
models (AX-2) all within the same rig! 

•SI Upgrade Trick 
If you have an original VG-8 with the S-l 
Expansion Kit*, contrary to what the 
Roland manual says, you can install it any 
number of times using the following trick: 
Hold down SYSTEM and WRITE while 
turning on the VG-8 with the S- 1 inserted. 
Next, choose OK and the card will upgrade 
your machine regardless of the number of 
previous installations. 

* The S-l Expansion Kit was the 
first major upgrade to the original VG-
8. Released in 1996, it has now been re¬ 
placed with the VG-8 EX and is no 
longer manufactured. But all is not lost 
for those VG-8 folks without an S-l 

Expansion, as there are many VG-8 
owners out there who are more than 
willing to help by loaning out their own 
personal Expansion Kit. For more in¬ 
formation set, your Web browser to 
www.ve-8.com/upgrade/ . 

• Resources 
For even more VG tips and tricks, be sure 
to check out the VG-8 support site at 
www.vg-8.com . You’ll find a fantastic 
user forum with hundreds of free patches, 
MP3 music samples and compilation CDs, 
a great FAQ, news on the latest VG acces¬ 
sories, VG-compatible guitars, and a very 
friendly group of dedicated VG-8 and 
VG-88 users. This site is truly a must for 

anyone even remotely interested in 
Roland’s powerful VG series. 

If you’re a Windows 95 MIDI user, 
check out the online V-Library software site 
at http://vg-8.com/vlibrary/ — a great free 
tool for easy organizing and sharing of 
patches. 

Special thanks toAureProchazka, creator 

ofVG-8.com for his help with this article. 

Mikail Graham works very hard at vir¬ 

tual practicing on his virtual guitar, 

which he plays through his virtual amp 

at virtual gigs in Northern California, 

which is fast becoming the world’s first 

virtual state. 
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W 2 Reg $29.95 Now $19.99 • 3" Req 

S39 95 Now $29.99. KILL NOISE QUICK! 
WÄW MM High performance, super high density 

Markerloam. EZ mount Blue or gray. Super-effective sound absorp¬ 
tion proven in studios worldwide. Markerfoam offers superb value & 
looks professional Request Foam Buyers Guide, specs & free samples today 

MARKERTEK JUMBO 
SOUND ABSORB BLANKETS 

Heavy-duty 72"x80" padded blankets absorb 
sound wherever they’re hung or draped 

Fabulous for stage, studio and field use Top profession-
al quality al a super saver price1 Weight 6 lbs Black $19.99_ 

MARKERTEK BLADE TILES 
HIGH PERFORMANCE - LOW. LOW COST!!! 
America 's best acoustic tile value 
only from Markertek! 
$3.49 per tile, 16"x16 'x2". charcoal or blue 
$4.49 per tile, 16”x16”x3". charcoal or blue 
$5 49 per tile, 16 'x16"x4", charcoal 

MARKERSTIK FOAM ADHESIVE 
FREE with any foam purchase in this ad! 
Limited offer. A $4.00 per tube value. 

SONEX 
All the colors, styles and sizes 

plus great prices! 

America's most unique catalog featuring 328 pages of over 

16.000 exclusive and hard-to-find supplies for Pro Audio. 

Broadcast Video. Audio Visual & Multimedia production 

MARKERTEK * 
\v/DEO SUPPLY 

4 High St.. Box 397, Saugerties. NY (USA) 12477 
800-522-2025 • Fax: 914-246-1757 • www.markertek.com 

CIRCLE 63 ON INFO CARD 

Anyone who has 
heard it knows ... 

VT-2 Dual-Channel 
Vacuum Tube 

Microphone Preamplifier 
(VT-l Single-Channel also available) 

D.W. FEARN 
II tMH RAFTKD A 
PROFESSIONAL 
RECORDING EQI IPMEST 

610-793-2526 
(Fax 610-793-1479» 

PO Box 57 • Pocopson, PA • 19366 • U.S.A. 

www.dwfearn.com 

industrial¬ 
strength 
smooth. 

busco 
www.buscospeakers.com 

CIRCLE 60 ON INFO CARD CIRCLE 59 ON INFO CARD 

The Case 
Specialists 

Flight cases for guitars, 
pedalboards, mixers, drums, 

rackmount equipment, keyboards, 
DJ eguipment, etc. 

Call for quotes and 
_ FREE catalog_ 

Discount Distributors 
800 346-4638 

In New York: 631 563-8326 
www. discount-distributors, com 

CIRCLE 62 ON INFO CARD 

Your ad 
CAN BE 

HERE... 

Call 
Christine 
Vela at 

631.547.1180 
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FEZGUYS 
continued from page 132 

rights to. Searching for guitarist Joe Sa¬ 
triani’s tune "Borg Sex” found dozens of 
matches. But searching for songs by the 
quirky and defunct prog-rock band 
"Brand X” resulted in only partial match¬ 
es of other songs and bands (including 
James Brown’s "Papa’s Got A Brand 
New Bag,” and, as if on cue, Metallica’s 
track from Mission Impossible, which 
started the recent legal battles). Ad¬ 
vanced search options are available. To 
download a file listed in the search out¬ 
put, simply double-click on it. Note that 
files are downloaded into your Napster-
directory and will be available to others 
by default so move them to another di¬ 
rectory if you don’t wish to share them 
(and possibly be a target for lawyers). 

You can use the “Hot List” to keep 
track of specific users (and files they are 
sharing). The "Transfer” section shows 
the status of any files you are download¬ 
ing as well as anyone who is download¬ 
ing files from you. The “Help” section has 
fairly good coverage of different Napster 
functions, as well as general questions 

users may knock their heads against. 
Napster loses points for requiring their 
software to be removed and re-installed 
to perform the simple task of changing 
your nickname. 

Napster promises a Macintosh ver¬ 
sion "soon.” Your FezGuys are encour¬ 
aged by Napster’s “New Artist Program” 
for developing new (and useful) services 
for musicians (not only the pirates!). 
However, we feel it appropriate to point 
out that the same problem that plagues 
many upload sites is even more of an is¬ 
sue for file-sharing apps. Namely: How 
do people find your music? Users still 
have to know to search on your band 
name or song title, and that presumes 
they already know who you are. It’s the 
age-old question.... 

We’ll continue looking for technolo¬ 
gy that addresses this situation. A few years 
ago there was a brief fad of music recom¬ 
mendation services (such as Firefly). Per¬ 
haps it’s time to resurrect a good idea. 
Listen.com can also be of use here. 

Next month, we’ll explain several 
other file-sharing applications (Maester, 
Gnutella, Scour Exchange) and how they 
compare to Napster. We won’t mince 
words. We don’t know how, and our 
blender is stuck on “frappe.” E® 

CREED 
continued from page 84 

and some ways I didn’t. It made the guitar 
a little less distinct, but in that sense it also 
made it bigger than life.” 

OUTSIDE THE LOOKING GLASS 

To get a bit of an outside perspective on the 
guitar sounds, John had Kirk Kelsey, Creed’s 
live sound engineer, assist on Human Clay. 
"I’m a diehard (Shure SM]57 guy," John ad¬ 
mits. “I put them up on guitars and nine 
times out of ten they do exactly what I want. 
Kirk has a lot of Audio-Technica mies and 
talked me into trying AT4050’s on the dirty 
guitars and AT4033’s on the clean guitars. He 
was saying they worked well for Mark live, so 
we put them up. It was an interesting sound 
and it was different, so we decided to go with 
them. On most — if not all of the record — 
we used the A-T mies. The 57’s tend to make 
the guitar fit right into the mix. I think the 
A-T’s made the guitar sound like a whole 
band or something,” John laughs. “It was a 
wider range of frequencies and I liked it. But, 
again, it made me work harder in the mix!” 

Stay tuned to EQ for more on John Kurzweg. 

.com 1-800-214-9222 
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MX-2424 
TASCAM 

audio-technica 

’12 audio tracks 

■Record 8 tracks simultaneously ’ 

‘250 Virtual Tracks 

'20 Channel midi-automatable digital mixer 

'Easy to use graphic interface 

Custom & hard to 
find cables IN 
STOCK! 

24 Track 24 Bit 
Hard Disk Recorder 
CALL FOR BEST PRICE! 

^1 ^^1^ 
ADATS IN STOCK! 

CALL FOR BEST PRICE! 

BLOWOUT ON BLUE AND 
WHITE G3’S! 

•450-MHz PowerPC 
• 128 MB RAM 
• 9 GB Ultra Wide SCSI HD -
Perfect for Audio 
•CD 
‘ Keyboard & Mouse 
• 16 MB ATI Rage Pro Video 
Card 

* A' 

ON 
SALE! 

Mackie’s SR40.8 and 
SR56.8...The affordable large-

format mixing console. 
For the best prices call us or check out 
our website at www.shreveauaio.com 

FINALLY! A Real Personal Home 

Studio That You Can Afford! DigiDesign 001 
AKAI DPS12v2 

www.shreveaudio.com 

Marshall Mies 

SHREVE AUD10L 
,\\S^ — 

Specializing in digital recording and the latest in music technology! / \ 
Visa, MasterCard, AmEx, Discover accepted Shrevepo^LA^uoA 

900900000000 
.. ' —■ — 

’Q AS LOW 
AS $699 

M MXL2001 
M *lncludes 

FREE shock¬ 
mount- a 

« $49 value! 

LOW PRICE! 
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420 Ninth Ave. 
Between 33rd & 34th Streets, 

New York, N.Y. 10001 

Store and Mail Order Hours: 
Sun. 10-5, Mon. thru Thurs. 9-7 

Fri. 9-1, Sat. Closed 

For Orders Call: 

800-947-5518 



THE rKUrtbblUNALb SOURCE" 
FOR ORDERS CALL: OR FAX (24 HOURS): MOST ORDERS SHIPPED 

800-947-5518 800-947-9003 
212-444-6688 212-444-5001 www.bhphotovideo.com 

420 Ninth Ave. (Bet. 33rd & 34th St.) New York, N.Y. 10001 

HARD DISK RECORDING 

digidesign 

A Division of Avid Technology, Inc 

DIGI001 Digital Audio 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 interface 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 

F EA TURES-
• 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-mch Mam outputs 
• Balanced 1/4“ monitor outs with front panel gam 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 
processing— Real-Time AudioSuite (RTAS) is a host-
based architecture that allows an effect to change and 
be dynamically automated in realtime as the audio 
plays back. —AudioSuite is a file-Cased format, that 
renders a new file with the processed sound. 
Bundled RTAS plug-ins inc'ude. 1 and 4-band EQ; 
Dynamics II- compressor, limiter, gate and expander/gate: 
Mod Delay - shod slao. medium, ard long delays wth 
modulation capabilities for chorus v flange effects and 
dither AudioSuite plug-ins include Time 
Compression/Expansion Pitch Shift Normalize. Revers. 

MIDI Functions 
MIDI functions include graphic controller editing, piano 
roll display, up to 128 MIDI tracksand editing optiors 
like quantization, transpose, split notes, change 
velocity and change duration 
MIDI data can be edited on the fly 

MOTU 
MOTU 

pra 
AUDIO 

MOTU AUDIO Hard Disk Recording Systems 
The MOTti Audio System is a PCI based hard recording solution for the Mac and PC platforms At the 
heart of the system is :he PCI-324 PCI card that can connect up to three audio interfaces and allows up 
to 72 channels of simultaneous I/O. Audio interfaces ar : .:vailable with a wide range of I/O 
configuraions including multiple analog IT) with the later 124-bit A'D/A converters and/or multi channel 
digital I/O such as ADAT optical and TOIF JO as well as stancard SPDIF and AES/EBU I/O. Each 
interface < an be purchased separately or with a PC - 324 < ard allow ng you to build a system to suit your 
needs. Includes drivers for al of today's hottest audio sotware anti AudioDesk, multitrack recording 
and editing software for the Mac 

THEY ALL FEATURE-
• Mac OS and Wndows coopatible • Includes software 
drivers for compatibility with all of today's popular audio 
software plus AcdioDesk. MOTU's sample-accurate audio 
workstation software for Mac OS • Host computer 
determines tie number of tracks that the software can 
record and olay simultaneously, as well as the amount of 
r»al-time ejects processing it can support • Front panels 
display metering for all inputs and outputs 

• AudioDesx Audio Workstation Software for Mac OS 
featurs 24 bit recording, multi-channel waveform editing, 
automated virtual mixing, graphic editing of ramp 
automation real-time effects plug-ins with 32-bit floating 
poin: processing, crossfades, support for third-party audio 
plug ins (in the MOTU Audio System and Adobe Premiere 
formats), backgroind processing of file-based operations, 
sampl» -accurate edit ng and placement of audio, and more 

Bx 24-bit V4 bala'iced analog I/Os • 24-bi1 internal data 
bus far full 24 bit recording via digital inputs • Standard 
S/PDF I/O for dig .tai plus an additional S/PDIF I/O for the 
mam mix • Samp e-accurate synchronization with ADATs 
and DA88s via an ADAT SYNC IN and RS422 

mam outputs • Stereo AES/EBU digital I/O • Word clock 
m/aut • Dveamic range of 116 dB (A-weighted) «Front 
panel <fi: plays six-segment metering for all inputs and 
outputs • Headphone jack with volume knob 

1296 24-biV96kHz Interlace Features-
•24-bit, enhanced multi-bit 128x oversamolirg 96kHz 
converters «A-weighted .ignal-to-noise ratio of 117 cB 
• 12 Balanced XLR inputs-and outputs can support two 
simultaneous 5.1 mixes • AES/EBU I/O with cample rate 

conversion both in and out • Compatible with existing 
PCI-324 cards (requires new PCI-324 driver)« Connect up 
to 3 1296 interlaces to one PCI-324 card for a total of 36 
inputs and outputs or mix and match the 1296 interface 
with up to ihree oí the other MOTU audio interfaces 

1224 FEATURES-
• 24-bit analog audio interface • State-of-the-art 24-bit 
A/D/A • Simultaneously record and play back 8 channels of 
Balanced (TRS). *4 dB a»dio • 24-bit balanced +4 XLR 

2408 mkll FEATURES-
• 7 banks of 8 channel l/Q. 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 • • Forma: 
conversion between ADAT and DA-88 

CDRECORDING/MASTERING 

Alesis 
Masterlink ML-9600 
High-Resolution Master Disk Recorder 

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/44.1kHz format. or high 
resolution CDs that utilize Alesis' revolutionary CD24 AIFF-compatible technology. MasterLink is capable of 
recording and playing up to 24-bit/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 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 ATARI CD-ROM drive 
allows up to 4x CD burning using 
standard CD-R discs. 

• Built-in sample rate conversion & 
noise shaping to change sample 
rates & bit resolution as needed 

• Reads and Writes 16-bit 44 1kHz 
Red Book Audio CDs 

• 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 
can be read by MacOS. Windows 
and Unix computer platforms. 

• Built-in 3.2GB IDE hard drive 
• Hard disk max recording times 
95 min. @ 24-biV96kHz 
310 min. @ 16-bit/44.1kHz 

• Create ard store up to 16 playlists 
containing as many as 99 tracks 

Analog Inputs and Outputs 
• Balanced XLR connectors (*4dBu 
input and +19dBu max output) 

• Unbalanced phono (RCA) 
connectors (-1 OdBV input and 
+5dBV max. output) 

• 1/4-inch TRS headphone output 
with level control 

Digital Inputs and Outputs 
• AES/EBU balanced XLR inputs and 
outputs 

•S/PDIF unbabnced phono (RCA) 
inputs and outputs 

Editing 
•Gain, control 
• Cropping allows adjusting star 
and end points 

• Join and Spi t features allow 
combming and separating song 
sections 

DSP Finishing Tools 
• Equalization Compression. 
Normalizing and Peak Limiting 

Includes 

• Infra red remote control and 
rackmount brackets 

mai«anix 
CDR-631 Professional CD Recorder 

The CDR631 offer all the features anc functions of The 
CDR630, its popular predecessor, but adds mary 
features and functions that were previously unavailable. 
Its full complement ot digital and analog connections 
lets you record your own CDs from audio sources such 
as CDs. LPs. cassettes, DAT. or even a computer. 

Features-
• Pro and consumer CD-R and CD-RW compatible 
• Track titles can be saved and edited in CD-TEXT 
format that can be read on CD-TEXT compatib« CD 
players 

• Memory buffer that arevents the beginning of 
tracks from getting rut off 

• Menu selectable SCMS copy protection 

• Qgital and analog record level and balance control 
• XLR-Balanced and RCA unbalanced analog inputs 
• AES/EBU (XLR) Coaxial, and Optical digital inputs 
• Unbaanced (RCA) analog and Coaxial digital 
outputs including Coaxial loop-out for unprocessed 
connection to other digital equipment 

• IR remote control included 

MICROBOARDS 
StartREC Digital Audio Editing/ CD Duplication System 

The Microboa'ds StartREC is the first digital audio editing 
system combined with a multidrive CD recordable cuplication 
system for professionals. Audio is recorded to the iitemal 
6 2 GB IDE hard drive using analog or digital inputs. Sample 
rate conversion is automatic Tracks can be edited and 
sequenced using the StartREC s user friendly interlace and 
up to 4 CDs can be recorded simultaneous^ StartREC is the 
ideal solution for studio recording, master ng. post 
production or any pro audio environment requiring digtal 
audio editing and short run CD-R duplication 

Features-
• 2X. 4X. or 8X recordmg speeds 
• 6.2GB IDE hard drive 
• Editing functions include move, divide, combine or 
delete audio tracks, add or drop any index or sub 
index, and create track fade in or fade out 

• Coaxial SP/DIF or AES/EBU digital input plus optical 
S/PDIF I/O 

• XLR balanced and RKA Line inputs and outputs 

• Automatic sample rate conversion from 32 and 48kHz 
• Automatic CD Format Detection feature and user 
Fondly intertac» provide one touch button operation 

• Fnmf panel trim pot and LCD display provide accurate 
hpirtsgn.il and time lapse metering 

• SCMS Serial Cepy Management System) is supported, 
regardless of the source disc copy protection status 

• StartREC Models Include: ST2000 (2) 8x writers 
ST3000 (3) 8x writers and ST4000 (4) 8x writers 

CIRCLE 80 ON FREE INFO CARD 



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.coni 

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 ot 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 

MX-2424 24-Bit 
24-Track Hare Disk Recorder 

MIDI Machine Control are all built in for seamless integration into any studio. 

• 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 (SOII) 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 capaoilitie include cut. copy, paste, 

split and ripple or overwrite 

• 100 levels of undo 

• Supports destructive toep recording and non¬ 

destructive loop recording which continuously records 

new takes without eræin<i the previous version. 

Build-In Synchronization-
• TBUS protocol can sample accurately lock 32 machines 

together tor 384 trades at 96kHz. or 768 tracks al 

48kHz. 

« Can generate or chase SMPTE timecode or MIDI “ime 

Code 

• Word Clock In. Out. and Thru ports 

I/O Options-
• Optional analog and digital cards all provide 24 

channels of I/O. Theie is une slot for analog and one for 

digital. 

• IF-TD24- T/DIF module 

• IF-AD24- ADAT Lightpipe module 

• IF-AE24- AES/EBU modute 

• IF- AN24- A-D. D-A I C module with DB-25 connectors 

Software Updates-
• System updates are made available through a front 

panel Smart Card slcû Dr via computer direcly frwm 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 commercial 

recording studios as well as video post and field production, 

the DA-78HR offers a host ot 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/PDIF digital I/O allows pre-maed digital 

bouncing within a single unit, or externally to another recorder or even a DAT or CD recercar Up to 16 DTRS mach nés 

can be synchronized together for simultaneous, sample accurate control of 128 tracks of digital 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 

• Internal digital mixer with Jevel and pan *cr internal 

bouncing, or for quick mixes 

• Track slip from -200 io +7200 sample 

• Expandable up to 1 2« tracks : 16 machines) 

• Word Sync In/Out/Thru 

• Analog output on DB25 balanced or RCA unoalanced 

• Digital output on TDIF o' 2 channels of S PDIF 

A TO 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 tor mastering or trackng. 

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: 

• Power switch • Sample Rate (44 1.48. 88 2. 

96kHZ)selector » 16-bit (UV22). 20-bit (UV22) and 

24-bit resolution selector« S/PDIF-ADAT optical 

selector • Soft Limit on o. of' • 12-segmen: metering 

w/ over ondicator & Veter Clear switch • Level trim 

REAR PANEL: 

• XLR balanced inputs • 2 x AES/EBU for 88 2/96kHz 2 

channel path. Coaxial S/PDIF, switchatle S/PDIF or 

ADAT optical outputs • Wordclock out 

LUCID AD 9624 24-bit A to D Converter 
Transparent analog to digital conversion designed to bring 

your music to the next level XLR balanced inputs feed t’ue 

24-bit converters for revealing all the detail of the analog source 

16-bit masters can take advantage of the AD9624's noise 

shaping function which enhances clarity of low level signal:;. 

F-STEa y e ™ 

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/EBJ. coaxial and optical S/PCIF 

outputs • 20-segment LED meters w> peak hold & 

clip indicators • ALSO AVAILABLE: DA9624 24-bit 

D/A converter 

DIGITAL MIXERS 

IS? Roland VM Basic 72 
Digital Mixing System 

The all digital Roland V-Mixing System, when fully 

expanded, is capable of mixing up to 94 channels with 1 

stereo (32 mono) onboard multi-effects mclud ng COSh 

Speaker Modeling Utilizing a separate-component 

design, comprised of the VM-C7200 console and VM-

7200 rackmount processor, allows the V-Mixing Systerr 

to be configured to suit your needs Navigation is made 

easy via a friendly user interface. FlexBus and EZ 

routing capabilities as well as a large informative LCD 

and ultra-fast short cut keys 

• 94 channels of digital automated mixing (fully expanded) 

• Up to 48 channels of ADAT/Tascam T-DIF digital audio 

I/O with optional expansion boards and interfaces 

• Separate console/processor design 

• Quiet motorized faders. transport controls, total recall 

of all parameters including input gam. onboard mixer 

dynamic automation and scene memory 

• 24 fader groups, dual-channel delays. 4-band 

parametric channel EQ ♦ channel HPF 

• FlexBus and virtual patchbay' for unparallelec routing 

flexibility 

• VS8F-2 Effects Expansion Board - Provides 2 stereo 

effects processors including C0SM Speaker Modeling. 

Up to 3 additional boards can be user-installed into the 

VM-7200 processor, for 8 stereo or 16 mono effects 

per processor 

• VM-24E I/O Expansion 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. 

• Up to 16 stereo (or 32 mono) mufti-effects frocessars 

using optional VS8F-2 Effects Expansion Boarcs (2 

stereo effects processors standard । 

• COSM Speaker Modeling and Mic Simulation technology 

•5 1 Surround mixing capabilities 

• EZ Routing allows mixer settings tc te saved as templates 

• Realtime Spedlrum Analyzer cieckc room acoustics in 

conjunction w th noise generator ard oscillator 

• Digital cables oetween processor ar d mixer car be jp 

to 100 meters long- ideal for live sound reinforcement. 

• DIF-AT Interface Box for ADAT/Tascam -- Converts 

signals betwet a R-Bus (VM-24E exoansion board 

required) and ADAT/Tascam T-DIF. Handles 8-in/3-out 

digital audio. V3 rackmount see 

• VM-24C Cascade Kit - Connects two VM-Series 

processor units. Using two VM-72QD processors 

cascaded and 'nlly expanded with R-Bus I/O. 94 

channels of audio processing are available. 

EFFECTS & PROCESSING 

MPX-500 24-Bit Dual Channell 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 ever effects 

parameters, has digital inputs and outputs as well as a large graphics display. 

240 presets with classic, true stereo reverb programs 

as well as Tremolo. Rotary. Chorus. Flange. P'tch. 

Detune. 5.5 second Delay and Echo 

Balanced analog and S/PDIF digital I/O 

• 4 dedicated frort panel knobs allow adjustment of 

effect parameters. Easy Learn mode allows MIDI 

patching of fror panel controls. 

• Tempo-controi'«d delays lock to Tap or MIDI clock 

tx. electronic 
M-One Dual Effects Processor 

The M-One allows two reverbs or other effects 

to be run simultaneously, without 

compromising sound quality. The intuitive yet 

sophisticated interface 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 

• Analoo-style user interface 

• 100 Factory/100 User presets 

• Dual-Engine design 

• 24 bit A'D-D/A converters 

• S/PDIF digital I/O. 44.1-4fikHz 

• Balanced 1 4 Jacks Cua. kO 

• 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 

to a specific tempo and subdivision. 

• Multitap Rhythm Delay 

• Absolute Repeat Control 

• Up to 10 seconds of Delay 

• 50 Factory/100 User preseis 

• 24 bit AD-D/A converters 

• S/PDIF digital I/O. 44 1 43kHz 

• Balanced 1 -4 Jacks - Cual I 0 

• 24 bit interral processing 

AU ITEMS ARE COMPLETE WITH AU ACCESSORIES AS SUPPLIED BY MANUFACTURER BAH PAGE 3 
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VIDEO and PRO AUDIO 

PHOTO - VIDEO - 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 

MICROPHONES 

The RODE 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 
• 1' capsule with gold-sputtered 
membranes • Low noise, 
transformerless circuitry • Omni 
and cardioid polar patterns • 135dB Max SPL • High 
pass filter switch and -10dB pad switch • Gold plated 
output connector and internal head pins 
• Shockmount, Flight Case, and Pop Filter included 
* 20Hz-20kHz frequency response_ 

nt-2 
Iv JC/ L/ L_ Condenser Mic 

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 * 
• 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 

audiotechnica 

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 
critical 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 

MICROPHONE PREAMPS 

AVALON (D DESIGN 
VT-737SP Mono Class A, 

Vacuum Tube-Discrete Preamp-Opto-Compressor-Equalizer 

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 and 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 studios. 

VERGENCE A-20 
Studio Reference Monitor System 

•Type Modular, self-powered near/mid/far-field monitor 
• 48Hz - 20kHz frequency response @ 1M 
• Peak Acoust c Output 117dB SPL (100ms pink noise at 
1M). 

• XLR outputs from power amp to speakers 
• Matched impedance output cables included. 

Amplifier 
• Amplifier Power 250W (continuous rms/ch), 400W 
(100ms peak). 

• XLR. TRS input connectors 
• Headphone output 
• 5-position input sensitivity switch with settings 

• -6dB LF Cutoff 40Hz 
• 5 position wall proximity control 
• 5 position listening proximity control between near, 
mid and far-held monitoring 

• Power. Overload: SPL Output. L-ne VAC and Output 
device temperature display. 

Speakers 
• 2-way acoustic suspension with a 6.5-inch treated 
paper woofer and a 1-inch alum num deme tweeter 

• Fully magnetically Shielded with an * 8-hch 
recommended working distance 

PS-5 Bi-Amplified Project Studio Monitors 

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 indcator 
5/8* vinyl-laminated MDF cabine: 

uicimics 
FEATURES-
5-1/4-inch magnetically shielded mineral-filled 
polypropylene cone with 1-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 

components, complimentary crossover and bi-amplified power design 
provides a wide dynamic range with excellent transient response and 
low intermodulation distortion. 

The PS-5s are small format, full-range non-fatiguing project studio 
till moni,ors ,hat 9lve y° u ,he same Presse, accurate sound as the highly 
111 acclaimed 20/20 series studio monitors. The use ot custom driver 

raL n 
LbI n kJ ■■ * -— - LLu'ii « Li lu 

L " Q'Û « " , 3O®® 

The VT-737SP is a vacuum tube. Class A processor that combines a mic preamp, instrument DI, compressor and 
sweepable 4-band equalizer in a 2U rack space. Like 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 ot 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 for all 
three inputs 

• The Opto-Compressor uses a minimum signal path 
design and features twin Class A vacuum tube 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 t24dB 

• 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 

Hafler TRM-6 
Bi-Amplified Studio Monitors 

Offering honest, consistent sound from top to bottom, the TRM-6 bi-amplified 
studio monitors are the ideal reference monitors for any recording environment 
whether tracking, mixing and mastering. Supported by Ha’ler's legendär; 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-8 
• 1-inch soft dome tweeter and 8-inch 
polypropylene woofer 

• 45Hz - 21kHz frequency response ±2dB 
• 75 Watt HF. 150 Watt L- amplification 

TRM-10S And TRM-12s 
Active Subwoofers 

Combining Hafler’s legendary amplifier technology with a 
proprietary woofer design, the TRM10s and TRM12s active 
subwoofers provide superb 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-Riley crossover variable (40Hz to 
110Hz) 

CIRCLE 80 ON FREE INFO CARD 
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CAREER MARKETPLACE SONGWRITER PRODUCTS 

n 

THE MUSIC PLAYER NETWORK 

The ultimate online resource for music players, is looking for 
energetic, talented professionals in the following areas: 

Internet Sales (Account Service) Managers: Ability to sell creative marketing opportunities to our valued 
advertising/prospect customer base and help grow their business. Requires understanding of internet marketing 
and advertising concepts as well as proven track record of new business development. Media sales experience, 
internet advertising sales, and/or knowledge of the MI/Pro Audio industries a plus. Travel required. Excellent 
compensation. 
Strategic Business Development Manager: Ability to identify, negotiate and close key partnerships inside and 
outside the MI/Pro Audio Industries. Prior Internet business development experience and MBA are preferred. 
Internet Marketing Manager: Ability to design and implement internet marketing plan to drive marketing objec¬ 
tives. Requires thorough understanding of internet marketing. Knowledge of MI/Pro Audio Industries a plus. 
Marketing Specialist, MI/Pro Audio: Ability to design and implement marketing plan within the relevant mar¬ 
ket segments of Ml and Pro Audio to drive internet marketing objectives. Includes trade shows, PR. industry 
events, etc. Requires strong knowledge of, and 2+ years of marketing experience in MI/Pro Audio Industries. 
Marketing Specialist, MI/Pro Audio: Ability to design and implement marketing plan within the relevant mar¬ 
ket segments of MI and Pro Audio to drive internet marketing objectives. Includes trade shows, PR, industry 
events, etc. Requires strong knowledge of, and 2+ years of marketing experience in MI/Pro Audio Industries. 
Managing Editor: Organized editor with print/web information experience, and extensive knowledge/interest in 
music/MI/recording editorial. Individual will be responsible for coordinating extensive archives of existing con¬ 
tent and facilitating fresh content with online content editor. 
News Editor: Experienced music/MI industry news editor with extensive contacts and at least three years news 
coverage experience for trade/consumer or daily news publication. Must be able to meet daily deadlines, cov¬ 
ering the vast array of business, technology, product, artist coverage necessary to provide a worldwide audience 
with the most compelling daily news reports. 
Database Editor: Management position to coordinate the most extensive database development project in the 
history of the Ml industry. Individual must be able to coordinate research, solicitation, and compilation of exten¬ 
sive database information on products, contacts, documents, etc. 

Miller Freeman PSN, Inc. is an equal opportunity employer, offers a competitive com¬ 
pensation and benefits package. If you would like to join our progressive team please 
fax resume and cover letter to AB 212.378.2160. 

Engineer, Audio sought by Co involved in full technical 
(audio/video, etc.) support for live entertainment & TV in North 
Miami, FL. Must have Bach in Audio Engg Technology & 1 yr exp 
as Audio Engineer. Respond to: HR Dept, Beachsound, Inc., 
1926 NE 148th St, North Miami, FL 33181. 

The job you want 
Sales • Service • Technical 
Support • Gontracting/Install 
Recording Studio • Creative . 
Marketing • And More 

music technology’ direct 

Call and ask for 
Kristine Haas or 
the Career 
Center today! 

800-222-4700 
www.sweetwater.com 
careers@sweetwater.com 

5335 Bass Roac 
Fort Wayne, IN 46801 
(219) 432-8176 

FAX (219) 432-1 75Í 

SINGERS!^^ 
Unlimited. Low Cost. Instantly Available 

Background Music from Original Standard 
Recordings! Does Everything Karaoke 
does... Better and gives you 
Thompson Vocal Eliminator' 
Free Brochure & Demo Tape 
LT Sound Dept EQ 1 7 
7980 LT Parkway. Lithonia.GA 30®« 
Internet-http://ltsound.com 
24 Hour Demo Info Request Une (770)482-2485-Ext 28 
When You Want Something Better Than Karaoke! 

EC 
For Advertising Rates, 
E-mail Christine at 
vela^psn.com 

DJ SERVICES 

YOUR HOTSPOT 
GUIDE FOR NYC 

I New Studio? New Act? Need Help? 
Stop running your “buns” off! 
Let SPIN do the "legwork" for you! 

Songwriter Products 
Ideas & Necessities 

•COPYRIGHTS 
•CONTRACTS 
•LEGAL BOOKS 
•SOFTWARE 
•RADIO GUIDES 
•DISTRIBUTORS 
•CDR's a SUPPLIES 
•CDR BIZ CARDS 
•CD DESIGN FILM 
•8N10& POSTERS 

(800)487-SPIN (407)834-8555 
www.songwriterproducts.com 

COVERS/CASES & RACKS 

CJMNIRAX 
STUDIO FURNITURE 
MixStation/O2R 

Also available for 
Mackie 
8«Bus mixers 

Custom Design 
and 
Modifications 

800.332.3393 
FAX 415.332.2607 
Outside U.S. 415.332.3392 
WWW.OMNIRAX.COM P.O.Box 1792 Sausalito. CA 94966 

USE THE 

CAREER MARKETPLACE 
TO HIRE YOUR 

or„ 

* FOR 
YOUR 

BUSINESS!!! 

Call Christine at 
631-547-1180 
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TRAINING/TUTORIALS 

^RECORDING ENGINEE 

« Or visit us at www.audioinstitute.com 

AUDIO UPGRADES 

fLA-2ALWA*0WNERS^ 
* 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 J 
• * - - * -

MUSICAL GEAR 

Every major brand of everything. 
Millions of 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! 

FOR SALE 

The gear-“ 
you need. •Amplifiers 

We’ve got it. ,proAudio 
6 -Keyboards 

We have everything you need . M 
for studio and stage! * More

Sweetwater 
music technology’ direct 

800-222-4700 
www.sweetwater.com 
sales@sweetwater.com 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176 • FAX (219) 432-1758 

Reserve Ad Space 

vela@psn.com 

I® 

ACOUSTICAL PRODUCTS 

MSRP STARTS AT s499” 

www.rpgdiffusors.com 

in a 
BOX 

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 

f 10 ProFoam ' Panels A 

for ref ection control 

32 ProFoam ' Tiles 
for enhanced envelopment 

4 Pro Comers™ 
for extended low frequency control 

SOUND ISOLATION ENCLOSURES 

Celebrating 10 years of reducing sound to a Whisper! 
For 

Recording Vocals, Broadcasting. Practicing. Etc. 

Inimediaie Shipping' 

3 Year Warranty 

Various Sires & Configurations 

www.whisperroom.com 
PH: 423-585-5827 FX: 423-585-5831 

ORDER (800) 583-71 74 
lnfo@silentsource.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 

BAcousticsFirst 
"¿7 888-765-2900 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com 

With the new Roominators'" Alpha 1 ’” Acoustical Control Kit, It’s easy to make your place sound great! 

Big-name artists, networks, motion picture companies & studios know it: good gear in a bad room sounds no 
better than bad gear, so they tame their acoustics with goodies from Auralex. Now we've shrunk that big-studio 
sound down into the handy 'take home’ sized Alpha 1 ' 

It's never been this easy & affordable to make your room sound better! 

• In this one kit you get everything you need to improve the sound of your small 
studio, iso booth or control room: bass traps, absorbers, even adhesive & 
installation tips! If your needs dictate, simply add more Alphal kits. 

• You'll immediately notice improved imaging, tighter bass & less ’room" sound 

Your monitors, mies, & other gear will sound better than you ever thought 
they could and your recordings will be much more accurate. Everything 
you record or listen to will sound clearer! 

Gone will be the dastardly room reflections and bass buildup that 
have been keeping you from hearing the ’true’ sound you desire 
(and thought you were paying for when you bought your gear)! 

Don't put up with bad sound any longer! Get to yout favorite 
dealer and check out the full line of affordable Roominators 
Kits & other industry-leading Auralex products today You'll 
be surprised at how easy & affordable great sound can be 

<Auralex 
acoustics 

• estimated street price 

If you need help, remem¬ 
ber we've always given free 

initial consultations. And if 
you're building a studio, check out our 

acclaimed booklet Acoustlcs-101 ~ It's 
a free download from our website! 

www.auralex.com • Sound Control For The Rest Of Us'" • 800.95.WEDGE 
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TAPE RECORDERS 

Reamp 
TAPE RECORDER TO GUITAR AMP INTERFACE 
Feed instrument amps or stomp boxes from pre-recorded 
tracks with the correct impedance & level match easily. 
Used by professionals everywhere! NOW ONLY $199.00 
find out why at www.reamp.com 

INFORMATION GUIDE 

In the 
Studi 

FREE Guide 
Saves You Time and Money! 
Contact us today: 1-800-468-9353 
www.discmakers.com/eqinfoidiscmakers.com 

DISC MAKERS 
VOICE TALENTS 

voice-talents.com 
• Great male and female talents 
• Online samples & free estimates 
• Delivery via email, ftp, CD, etc. 

Email: info@voice-talents.com 
Toll Free: 877-352-7478 

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_ 

EQUIPMENT DEALERS INTERCONNECT 

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.coni • http://www.caruso.net 

CABLE ACCESSORIES 

wraps 
type 
.Call 

800-C0RD-L0X 
for more info. 

www.cord-lox.com 

The World’s finest 
direct boxes! 
Radial of course! 

1-800-939-1001 
www.radialeng.com 

CONSOLES 

Music Production 
CONSOLES 

Film Mix 
Consoles 
D&R Cinemix 

y 88 Automated inputs 
v Moving Faders 
V Dynamics 
✓ High Resolution Meters 
V 5.1 Surround Sound Mixing 
v Balanced Patchbay 

New $38,950.00 

D&R Vision 
SR / MP/AV Mixer 

V 16 Mono inputs 
V 2 Stereo inputs 
V 8 Aux Sends 
V 8 Subgroups 
V 4 Band Sweepable EQ 
V Rack Mount 

New! $2,500.00 

Limited supply of D&R Dayner, Avalon, 
Mahlon, Triton & Stylyx Modules. 

Call: 903.485.2535 
The above prices are at distributor cost 

or below. Only serious inquiries! 

EQUIPMENT FOR SALE 

New. Used and Vintage Recording Equipment 
Buy • Sell * Trade 

API, Neve, Fairchild. Manley. Quested. Urei 
Pultec. Neumann, Lang, Stude r, and More! 
www.odysseyprosound.com 

I Tel: (978) 744-2001 Fax:(978) 744-72241 

For Advertising Rates, 

E-mail Christine at vela^psn.com 
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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 lor 
analog master. Orders must be prepaid. Shipping not included. 

42W557 Hawk Circle, St. Charles, IL 60175 

I Phone: (800) 850 5423 • E-mail: info@46p.com 
Visit Our Web Page at: http://www.46p.com 

500 CDs and Jewel 
Boxes for $650^ 

|oca| 800-859-8401 
Great prices on complete packages with 
printing, graphic design & mastering 

www.go-QCA.com 

MuETI-MfDIA 
The Bust CD and Cassette Packages In The World 

CD Mantfaoirisg, Cassette DirucAms, 
Graphics, Printing & More 

Portland • 1-800-637-9493 • Los Angeles 
A Division of SarShan Marketing. Inc. • E-mail: jzoliris18hg.tctarms.com 

Audio Cassette Duplicator Co 
12 CD’s $3.49 each 
1OO CD’s $1.99 each (818) 762-ACDC (2232) 

www.acdc-cdr.com 
124261/2 Ventura Blvd. 
Studio City, CA 91604 

500 Co's with Window Sleeves $595 
THESE ARE NOT CDRS ¿COLOR SILKSCREEN ON DISC 

500 CD'S RETAIL READY STARTING AT $850 
Tms includes Print. Manufacturing. Jewelbox.shrhkwrap 

500CD's Complete retal Package $ 1199 
l6HOLRSaESGNLAYOUTSCANSFlM PRPC. PACKAGFCLMASTERUG 
SHRINKWRAP ANO CD MANUFACTURING. READY TO XU. ! 

Luminous Rm 1-800-726 2611 
www.fluxnet.com Call for our FREE Brochure! 
_ MAKNC NbtPEXUtXT MlSICSlNa: 1 »9_ 

Feel the Power of Excellence 
TOTAL CD, CD-ROM, 4 DVD PRODUCTION 

toll free: 1 •877»DISC»USA 
(212) 252-9300 in NYC 

149 MADISON AVENUE NY, NY 10016 

www.digitalforce.corrT 

CD’S IN 2 DAYS! 
Guaranteed! ! 

SMALL AD 

BIG SAVINGS 
CDs' fast turn around from 1-10,000 

At^^te Audio Labs. Inc. 
1»800*801»SONG (7664) 

0W All ® WJ WEPOMO 
o »am wo 
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D U P L IC AT I O N / R E P L IC AT I O N SERVICES 

8805797010 

1000 3000 

www. bmmi. co m 

CAIL RIGHT NOW FOR A BOTTOM LINE QUOTATION! 

lion 

mu 

Cl Pickaiu iidili: ilaaa «star. ? calar mil. laaai lac, lactailai, 

$1385 

$1299. »m 
P*t» 4pane4 KHert 

1.800.876.5950 

816 Fifth Avenue 
Pittsburgh, PA 15219 

HMr Strum IkIiU: ■ Histeriti • iKift • fM • PMn 

8OO-DIGIDOC 
www.riigldocpra.cim 

• 1 I 000 CDs 
package Inc ludet: 
film teperatiom 

olor 2 page/4panel inter t 
cd printmg/gUM matter. 

IT'S YOUR BABY 
Al AND WE DELIVER. Ik I 

300-585.00 
500 - 625.00 

DIGITAL DYNAMICS AUDIO INC j 

OCD Mastering and Replication 
oCass Mastering & Replication 
o Digital Audio Post Production 
o CEDAR Sonic Restoration 

Full Service Digital House 
http://wwC.4ddai.com 1-800 444DDAI 

$986. SOO CDs 

rrtdudM: 
n.ol.r 2 pat^4panel imert 

lit 

EARTHRISC 
500 FREE CDS IIISW 

f ONE WINNER WILL IE PICKED EACH MONTH 
GOTO OUK WEBSITE FOR CONTEST RILES RESTRICTIONS MAY APPLY 

short-run discs and cd one-offs now available 

MEDIAWORKS’ 
INTERNATIONAL. INC. 

1029 Elm Hill Pike 
Nashville. TN 37210 

SOO CDs for $1450 
or 

1OOO CDs for $1625 
both include graphics, film, print, duplication, packaging 

packages and large quantifie* 

® «competitive pricing« 
__ «friendly service« 
- A «professional results« 

1-800-211-4689 

compact discs cd.rom dvd 
cd +/cd enhanced video ~ vinyl 

digital bin cassette duplication 

PROFESSIONAL • RELIABLE • AFFORDABLE 

I i I Mastering 
1000 Bulk CDs $699 

3 color on disc from your film & master 

I 410-515-4844 CO g 
WWW.CYBERELLASTUDIOS.COM 

Don’t go crazy, Go direct! 

$899.00 
500 CDs with 

4 page CD folder & 
tray card (4+ 1 ) 

or $1399 00 for 1OOO CDs 
(from master and film supplied) 

Coll 1.800.MMS.4CDS 
for your free catalog 

www.mmsdirect.com 

CD ► CD-ROM ► DVD ► Vinyl ► Cassette 
Design ► Mastering ► All Related Packaging 

e Digital Mastering 
e Graphic Design 
• Printing 

1 800-409-85137 

www.yourmusiconcd.com 
SNS 10 cdrs • $50, 25 cdr# - $75, 50 cdrs - $125 SNS 

KM) CDRS - $li)».(M) 
Includes cdr, on cd print, & jewel case 

011 100 FULL COLOR CDR 
^^PACKACE FOR ONLY $375.00^ 
Atlanta 678-4424)933 Toll Free 877-4424)933 

FAX YOUR AD 
631-547-1181 

One-Stop 
Manufacturing 

• CD Replication 
• Vinyl Records (colors available!) 
• Cassettes 
• Graphics Design 
• Super-Hot Mastering Studio 

NEW - On-Demand Color Printing 

We make everything in-house! 
Best Price ... Best Service ... period. 

EÜROPADírSíkMDr (800)455-8555 
Major credit cards accepted. http://www.europadisk.com 
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DUPLICATION SERVICES 

Factory-Direct Pricing. 

CD SOURCE CO • CD-ROM • CASSETTE 

Vinyl Pressing Special Radio & Promo Packages 

ESt 1969 

12" Vinyl Pressing 

Dub Plates 

Compact Discs 

Cassettes 

7?ccj<rh.<i & Tttcinuf-ujcct.iOiLM.^ 

Call Today 1- 800- 527- 3472 (Outside TX) 
(214) 741-2027 

902 N. Industrial Blvd Dallas, TX 75207 

MASTERING 

TALKWTHA
HUMAN BEING 
ABOUjQQREPLICATION 

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 

ROSSAROUND DIGITAL 
MASTERING 

Get the personal professional 
touch your product deserves. 
At a price you can afford. 

Guaranteed results. Demo available. 
www.rossaround.com 
305-660-0776 

Need Fat Major-label sound 
on your CD? Call the Analog Specialist! 
DRTmastering.com 800-884-2576 

DUPLICATI ON/REPLICATION 

Includes: luerts S Tnrtid! Dtrecl-wt-Dtsc Jenkin. 

Design. Printing. & Packaging 

.LetusEWTO-mr 

CD by adding VIDEO! 

•CDÆDROM 

Replication as» 52e 

• Audia/Video Tape 

1 -800-365-8273 _ 
Setting the World since 1986 I •' 

ro.com 

HEY LOOK! 
WE’RE ON THE WEB! 

Toll Free ^RS All Formats! 
800-538-2336 Best Prices! 

Nofionol Recording Supplies Inc. 

www.tapes.com 

artist «satiates Inc. CD DUPLICATION 
DEMO CD SPECIALS RETAIL READY CD'S 
500/S589 1000/S869 500/S1.049 1C00/S1.399 

no tricks, no gimmicks, just bring us your CDR! 

( 8 8 8 ) R U B B E R - 8 
www.artistdevelopment.com 

kOASIS-
CD & CASSETTE I 
DUPLICATION 

We do what a label does. 
For you. 

(888) BY-OASIS (888/296-2747) 
info@oasisCD.com 
www.oasisCD.com 

Compact Disc Replication 

100 CDs $195 Prices include jewel box 
50 CDs $115 and printing direct on disc 
25 CDs $60 ... i . . 
i n r ne « on We also do design and pnnting 
IUUUS tpju of full color and b&w covers -

Allen Lowe 207-741-2846 
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Pure Sound by Quested 
visit our website: www.quested.com 

The Classifieds Have Moved! 
Call Christine at 631-547-1180 

INSTANT ORDER FORM 
PI A^IFIFD' Li EQUIPMENT FOR SALE L DUPE/REPLICATION SERVICES 
bUIMHTEU. aDEALERS □ MISCELLANEOUS 

$125 per column -1 inch minimum. 7 lines to the inch. 

ALL ADS MUST BE PREPAID 
CLASSIFIEDS/SERVICES MMtfL--

PAYMENT: Amount $_ □ check (enclosed) 

□ American Express □ VISA □ Mastercard Card Number__ 

Expiration Date_Signature.---

NAME___ 

COMPANY___ 

ADDRESS ___ 
CITY_STATE_ZIP_ 

PHONE __ 

EC 
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, Ninth Floor, New York, NY 10016. 
Attn: Christine Vela, Speciality Sales Manager 

TEL (631) 547-1180 • FAX (631) 547-1181 

Video Editing 
For Musicians by Musicians 
Got lots of mismatched clips 
with camcorder sound ? 

Otherwise good footage with a 
replaced bandmember? Let 
VIDEOGRAFIX edit your bits 
& pieces into a killer demo reel 
that will get you gigs! Fix sound 

& color, replace audio with 
your CD, add titles, graphics 
and FX. AVID editing for less 
than you paid for your CDs. 

VIDEOGRAFIX 
(818) 592-0772 

VidGraFX@aol.com 

FLECTOR 

Hear What You’ve Been 
Ask for it at your favorite music shop. ( I [ JR U(| || | ( 

clearsonic.com_ 1

The award-winning Band in a Box accompaniment software 
for Macintosh’ & Windows' is so easy to use! |ust type in the 
chords for any song using -.tandard chord symbols (like C, Fm7 
or Cl 3b9),choose the style you'd like, and Band in a Box does 
the rest - automatically generating a complete professional 
quality five instrument arrangement of piano, bass, drums, 
guitar and strings in a wide variety of popular styles. 

Band-in a-Box Pro $88 USD 
Band-in a-Box MegaPAK $249 USD 

PC Music Inc. 
29 Cadilac Avenue 

Victoria, BC V8Z 1T3 Canada 

1 800 268 6272 
(250)475 2874 

PE ■i music 
www.pqmusic.com 
E mail: sales@pqmusic.com 

PANELS 

FUECTOl. 
in place 1

BAND IN A BOX 

CAREER MARKETPLACE 
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ACROSS THE BOARD 
continued from page 154 

stereo sound files, but I have been work¬ 
ing on that one a little longer. In 19891 got 
my first Mac laptop. It wasn’t really a Mac, 
because Apple didn’t make laptops. A 
company named Outbound built the 
first Mac laptops. They used ROMs from 
a Mac SE, but everything else was Out¬ 
bound. For a while they were able to pur¬ 
chase ROMs from Apple, but they were 
cut off like every other company since 
who looked like they were doing the job 
better than Apple. Goodbye Outbound. 

Digidesign’s audio editor at the time 
was Sound Designer. Sound Designer 
would only work with Digidesign hard¬ 
ware. After two years of begging, I got a 
copy of Sound Designer II v2.02 that would 
work without any Digidesign hardware. I 
have been using it ever since. Digidesign 
no longer supports Sound Designer II, and 
has not incorporated all of its features into 
Pro Tools. The last version was 2.83. 
There is not a version of 2.83 that will work 
without Digidesign hardware. Sound De¬ 
signer 2.83 will not work with the new 
Digidesign hardware. If you want to use 

Sound Designer for editing stereo files, 
then you need to keep an Audiomedia III 
card in your computer. 

If you need to get audio files in and 
out of your laptop without an expansion 
chassis, there is a way. A company named 
Digigram makes a PC Card audio interface 
called the VXpocket. The card has 24-bit 
A/D and D/A converters, a mic preamp, 
and S/PDIF digital in and out. It comes 
with ASIO drivers so it can be used with 
any ASIO-compatible software. This in¬ 
cludes Cubase, Logic Audio, Vision, Digi¬ 
tal Performer, and Spark. 

For my little portable system I chose 
Spark XL from TC Works. I also have Vision 
DSP and Cubase Rocket 4.1 on my portable, 
but for CD compilation on the road, I pre¬ 
fer Spark XL and Toast Deluxe 4.1. Toast 4.1 
comes bundled with most CD burners, but 
I purchased Toast Deluxe 4.1 because the 
Deluxe version allows Disk At Once burning 
of audio CDs. The bundled version does not. 

The "XL’’ version of Spark adds TDM 
support for Digidesign hardware and na¬ 
tive de-noise and de-clicking plug-ins. If 
you are familiar with Sound Designer, you 
will be well on your way with Spark. 
Spark's playlist can include regions from 
more than one sound file. Spark can also 
use VST plug-ins for processing audio 

regions. The Spark playlist can be export¬ 
ed to Toast or Jam for CD burning. 

THE FINAL PORTABLE SETUP 

So how do I hook all of this stuff together? 
My audio source is a Sony TC-D8 DAT 
Walkman. The digital audio needs to get to 
the S/PDIF input of the VXpocket card. The 
portable DAT has a digital I/O port, but the 
coaxial S/PDIF interface is only an input to 
the DAT, not an output. The digital output 
connection is optical. I connect the DAT’s 
optical output cable to a Midiman CO2 
Coaxial-Optical converter, and the CO2 
box to the coaxial S/PDIF input of the VX¬ 
pocket card. Bingo. Digital audio into 
Spark, edit.. .edit. ..edit.. .and use Toast to 
burn a CD on a Que 8/4/32 FireWire CD 
burner. It almost all fits into two carry-ons. 

I'VE GOTTA FLY NOW 

After ten years of trying to solve the 
portable-editing dilemma, the Magma 
chassis seems like the only foolproof 
method for doing all of my stereo and 
multitrack editing. The only downside is 
that flight attendants scowl when they see 
me plugging an AC inverter and expan¬ 
sion chassis into the airline seat power 
connector. Hey, if they don’t want the 
lights to dim, turn them off! E® 

E Q 

CIRCLE 8 ON FREE INFO CARD 

No hidden reserves 

www.digibid.com 
an Industryclick solution 

Buy at great prices, 
sell for top dollar 

Escrow on all 
transactions 

100% satisfaction 
guarantee 

Best GEAR deals 
on the planet! 

digibid.com 
* Auction Network 



MOTU AUDIO SYSTEM 

AMP SIMULATION 

Co-developed with Tech 21, the SansAmp PSA-1 
captures every sonic subtlety of the original. The 
SansAmp PSA-1 provides the widest range of 
amplifier, hamionic generation, cabinet simulation 

and equalization tone shaping options available. 

Bomb 

It appears on literally 
thousands of recordings, 

Factory used on everything from 

guilar and bass to drums and harmonica! All 49 
original SansAmp presets — featuring Marshall’, 

Mesa Boogie', Hiwatf, Fender* Lead, Rhythm 
and Bass; and Ampeg SVT" sounds — faithfully 
and authentically recreated. Explore dozens of 
new presets contributed by well-known artists 
and producers, then create your own unique tone! 

Name; of samp« setting$ are intended for descnptrve purposes only and should not be construed 
as an endorser,ent or affiliation with any companies, products, song trtas, or anisa named. 

oniva low woh lbvsl tot 
MODEL SansAmp 
PSA-1 T K C »-4 «1 • N YC 

AUTHENTIC MOOG moogerfooger™ 
, . .. . . . Lowpass Filter & Ring Modulator 

Authentic analog designs from electronic music to achieve classic 60s and 70s sounds on bass 

legend Bob Moog, built with bombfactory’“ digital 
technology! Moogerfoogers combine the best 
features of audio effects and vintage synth modules, 

opening new frontiers for sonic exploration. The 
Lowpass Filter features a 
2-pole/4-pole variable 
resonance filter with 
envelope follower. Use it 

and electric guitar, or dial in warm, fat analog 

resonance on any instrument. 
The Ring Modulator provides a 

wide-range carrier oscillator and 
dual sine/square waveform LFO. 
Add motion to rhythm tracks and 

achieve radical lo-fidelity textures 
— you set the limits! 

CLASSIC COMPRESSION bombfactory™ Classic Compressors 
bombfactory'“ Classic Compressors look, sound, 

and work just like the real thing. Whether you're 
just learning to use compression or a seasoned 
pro polishing a final mix, you'll love these time 
proven designs. Meticulously crafted digital 

versions of the LA-2Aand 
1176, the most popular 
vintage compressors 

used in top pro studios. 

Proprietary modeling technology (patents pending) 
captures every tube, transformer and transistor 
of the originals! Plus sidechain support and perfect 
stereo tracking, two features not available in the 

"vintage" domain. 

VINTAGE VOCE FX Voce™ Spin & Chorus / Vibrato 
From Voce, classic effects that sound great on 
any instrument. Voce Spin provides the most 

accurate simulation of the well-loved rotating 
speaker. It's a favorite of producers, guitarists, 
and, of course, organ players. Fifteen classic 

Bomb 

recording setups feature 

\ different speaker 
Factory cabinets, varying 

/ microphone placement 

■ 
i 
■ 

— even the "Memphis" sound with the lower 
drum's slow motor unplugged! Voce 
Chorus/Vibrato recreates the B-3 Organ's 
mechanical scanner vibrato. Three settings of 
Chorus and three settings of Vibrato on one cool 

knob. Fun and easy to use, it’s a classic effect 
used for over sixty years. Talk about vintage! 

Sweetwater 
_music technology direct_ 

www.sweetwater.com 
Voice: (219) 432-8176 • Fax: (219) 432-1758 • Email: sales@sweefwafer.com 

Ba-Road* Fori V/ayne, IN 46808_| 



THE DESKTOP STUDIO 

complete set of advanced features currently 

available to track, edit, mix, process and master 
your MIDI and audio recordings. Track your mixes 
through ournew2408mkll audio interface — now 
with balanced quarter-inch, 24-bit analog I/O 

(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. 

Electronic Musician 
2000 
EDITORS 
CHOICE 

Digital Performer is the one to own It's a complete 
desktop studio environment that gives you: 
unsurpassed timing accuracy and precision, an 

entire line of MOTU audio & 
MIDI interfaces to support it, a 
wide range of third-party plug¬ 
ins and hardware peripherals 
designed especially for Digital 

MOTU Reformer, and the most 

STEREO REVERB 

On the heels of their ground-breaking RealVerb 
5.1™ surround reverb plug-in, Kind of Loud 
Technologies presents RealVerb™, a new stereo 

KIND or 

LOUD 

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. 

RealVerb^" 

ESSENTIAL PROCESSING Waves Gold Native Bundle " 
It’s everything you need, with essential daily tools, 

sweetening and mastering processors, and sound 
design mindbenders. From the original Q10 and L1, 
to the Renaissance series, to Enigma and 

MondoMod. Don't skimp. Go for the Waves Gold, 

WAV 
on the way 

to your gold 
record. 

Waves Gold Native contains all the contents of 
these Waves Bundles: 
• Native Power Pack 
•Native Power Pack II 

• Pro-FX Plus 

...a total of 15 Waves processors... and you save 
a bundle when you go for the gold I 

24-BIT SAMPLING 

Unity DS-1 is software that turns your computer 

into a full-featured, professional digital sampler. 
With Unity DS-1, you can recreate the sounds of 

acoustic instruments or any other audio source 
a««.-, with stunning realism and control. 

! Unity DS-1 was designed for 
musicians by musicians. We built 

“"XA a real stereo sampler with the ability 
I to load huge samples in seconds 

^rrkteAoz instead of minutes. We also made 

sure it had lightning fast note-on response time. 
Unity DS-1 can re-create the sounds of acoustic 

instruments or any other audio source with an 
extensive MIDI implementation for real-time 
control of all parameters and the best integration 
with Digital Performer in the industry. So whether 

you need a multi-timbral sound module at home, 

or a live performance 24-bit sampler for the road, 
Unity DS-1 brings it all together. 

Unity DS-1™ 

DS-1 

CIRCLE 57 ON FREE INFO CARD 

Sweetwater is an authorized Apple VAR and MOW specialist. 
From your Mac, to your MOTU audio system, 

to free lifetime tech support, we make it easy for you 800- >-4700 



MOTU AUDIO SYSTEM 

CONSOLE PROCESSING 

The word is out... 
"I am happy to report that ChanneStrip is working very smoothly 
with Digital Performer 2.7. The first thing I noticed was how clear and 

exacting the EQ sounds, nothing else adds the "air" this plug has. Add to 
this the side-chainable gate and compressor and you'll find that nothing 

else offers so much efficiency from a single insert slot. The CS plug is also 
very MAS friendly, exhibiting consistent and reliable performance. 
Now that we have plug-in automation, I will be exploring dynamic EQ 

moves as opposed to multing the audio to multiple channels on my 
console. I often add s¿me highs to my lead vocals when I hit a chorus 
so they will cut through better, now all it takes is an automation 
move, pretty cool. There are many applications for this plug, I will 

share sortie in the future and encourage others to do so as it will only 
strengthen our collective experience with DP." 

"I LOVE the MIXES I am getting with da ChannelStrip. It really makes 
mixing a pleasure. Hey - I got a $250,000 Euphonix just sitting there 

looking pretty; NOW WHAT I?!?!" n ■ '¡Hi 

"Wow, it really sounds great! Finally, real EQ in software. 
I love this thingl” Jim Watson, I AT GROOVE Productions 

The Ultimate Integrated Bundle r 

"Sonically, I'm knocked out with ChannelStrip — I am really really critical 

of a lot of the plug-in stuff and work with some very demanding 
artists at some of the finest studios around, plus my own room which 

is about as good as it gets for overdubs and mixing. I would not think 
twice about using ChannelStrip on anything in front of anyone — in my 

limited time with it, I think it's that good. You're onto a gold mine 
with this. I've loaded up a few tracks only so far and used the 
automation to do a few things I normally have to do in real time. 
Unreal... Once again, it's the sound of ChannelStrip that I can't get 

over. The controls, layout, etc. are very cool, too." 

"The whole plug-in gives the impression you looked at an SSL pretty 
close. I've always been an SSL-man, but not any longer! Still can't 

believe my luck.... Nice work!" 

ChannelStrip is available NOW for Digital Performer, 

MOTU 2408 and all MAS 2.1 compatible DAW's. 

Don't delay! Get one of the hottest 
plug-ins for MAS today. 

METRIC HALO 
LABORATORIES 

<02000 Metric Halo Labs ChannelStrip is a trademark of Metric Halo Labs. All other trademarks are the property of their respective holders 

Sweetwater 
_mi Kir tpchnnlnpv direct_ 

www.sweetwater. 
Voice:|219) 432-8176 • Fax: (219) 432-17® •FmaiUaleSf?^ 
_ Bass Road * Fort Wayne. IN 46838 



From tube warmth to stereo enhancement there's 
no other way to get the smooth sound produced 
by these classic MAS plug-ins from DUY. And now 
DUY has added an entirely new piece to the 
EverPack bundle: Z«Room. This plug-in gives you 

an entirely new approach to 
stereo reverb, with 64-bit 
processing that produces

DUY high-quality density and 

diffusion for unparalleled sound quality, tota i control 
over parameters never before available, 'deluxe 
mode' for maximum sound quality, economy mode' 

for maximum efficiency, 'earlies' mode for 
enhancing the effect of early reflections, and the 
exclusive 'Rehearsal Mode', which lets you to set 
parameters while listening to the real impulse 
response of the reverb— an unprecedented tool 
for evaluating reverb. For more info: www.duy.com. 

SESSION BACKUP Mezzo™ 
You've got a Digital Performer system that produces 

gigabytes of crystal-clear, digital audio and 
sequence data. You know that regularly backing 
it all up is important, but how can you get it 

organized and archived without 
wasting studio time? That's what 
Mezzo is all about - automated, 

grey matter response inc. 

project-based backup of your data. A DP project 
can contain hundreds of separate audio files -
generic backup programs can't track these files 
on a per-project basis, but Mezzo can. And with 
full background operation you can backup or 
restore while you compose! With its intuitive, drag 

& drop interface and practically hands-free 
operation, Mezzo makes the job of managing the 
daily flow of data a simple and painless task. 

HI-PERFORMANCE DRIVES T-Project™ external hard drives 
Why should you choose Glyph external drives? 

Because you get enhanced performance and 
higher track counts. Glyph drives are optimized 

with custom mode page settings designed for A/V 
use. Glyph drives are cooler (than internals), 
producing greater longevity & smoother operation. 

And because “GLYPH they're SCSI, 
tichnolociii, inc they last longer 

than ATA/IDE drives, making them a better 
investment over time. Most importantly, there's 
Glyph's Herculean service & crushing technical 

support—from people that live and breathe 

digital audio. If your T-Project“ needs warranty si«» 

service, our typical turnaround time is less than 
48 hours. You even get Overnight Advance -
Replacement for your T-project in the first year of 

its warranty. What discount HD vendor does that? 

HANDS-ON MIXING HUI™ (Human User Interface) 
The Human User Interface (HUI) from Mackie is 
unmatched for advanced, yet affordable control 

surface technology for audio workstations. HUI is 
so tightly integrated with Digital Performer, it's like 
placing your hands on Digital Performer itself. 
Sculpt your mix with HUI’s silky smooth motorized 

faders. Tweak effects parameters with firm, yet 
responsive V-Pot rotary encoders. You can even 

CIRCLE 57 ON FREE INFO CARD 

call up plug-ins on-screen directly from HUI. 

Keypad and transport controls let you locate Digital 
Performer's main counter instantly, just like the 

familiar keypad on your computer keyboard. HUI 
is a complete hardware workstation console, with 
the user-friendly ergonomics that Mackie mixers 
are known for. For serious professionals who 
work day in and day out with Digital Performer, 

HUI can significantly boost productivity 
through direct hands-on control. 

Sweetwater is an atdfrarized Apple 7AR and MOTU specialist 
From your Mac, to your MOTU audio system, 

’ • » Jofree lifetime tech support, we make it easy for you. 



ACROSS THE BOARD 

Cut to 
the Chase 

A history of portable 
multitrack and stereo 

audio editing 
BY ROGER NICHOLS 

For years I have been trying to come up 
with some way to edit audio while on the 
road. It seems that each time I come up 
with a solution, one of the manufactur¬ 
ers discontinues a key piece of the puz¬ 
zle. After ten years of searching for the 
right pieces, it is almost possible. 

There are two different types of tasks 
that many artists and engineers need to 
perform while away from their home sys¬ 
tem: [1] multitrack editing, such as Pro 
Tools sessions, and [2] two-track editing 
and sequencing necessary for CD pro¬ 
duction. 

MULTITRACK 

In the days of Pro Tools III, there was a 
program called Deck II. Deck allowed you 
to import and export audio files and re¬ 
gions to Pro Tools. I had a computer in 
my hotel room running Deck IL I would 
leave the studio with a hard disk full of 

Pro Tools audio, import the files to 
Deck II, edit all night, export the results 
back to Pro Tools, and show up at the 
studio the next day ready for the next 
challenge. Deck II had some nice fea¬ 
tures of its own. Deck II supported 
Digidesign hardware and had the abili¬ 
ty to record and edit twice as many tracks 
as Pro Tools. Soon afterward, Deck was 
removed from the 
Digidesign third-
party developer list 
and interchange of 
audio files between 
Pro Tools and Deck 
became impossible. 
Deck II was taken 
over by Macrome¬ 
dia and offered as a 
platform for edit¬ 
ing audio for Quick¬ 
Time movies. Deck 
II is now distrib¬ 
uted by BIAS (mak¬ 
ers of Peak). 

With the re¬ 
lease of Pro Tools 
4.1, Digidesign in¬ 
troduced Power Mix. 
Power Mix was a 
DAE plug-in that al¬ 
lowed the Power PC 
processor to do DSP 
work so that Pro 
Tools would work 
on a Mac G3 laptop 
without extra hard¬ 
ware. You could pur¬ 
chase an additional 
copy of the Pro 
Tools software, in-

Everything was working out unless 
you were working with 24-bit audio on your 
main system. You could not open 24-bit 
sessions on a Power Mix system. There was 
a loophole in the system that let you get 
your work done, though: You could make 
16-bit copies of the audio files and place 
them on your laptop and give them the 
same names as the 24-bit versions. You 

could use Track 
Transfer to import 
the edited track in¬ 
formation into the 
TDM version of Pro 
Tools. Pro Tools 
would open the 24-
bit version of the 
audio file and apply 
the region informa¬ 
tion from the 16-bit 
version. 

A year ago, 
Digidesign released 
Pro Tools 5.0. 
Digidesign dropped 
Power Mix. You 
could no longer use 
Pro Tools without 
Pro Tools hard¬ 
ware. If you had Pro 
Tools on your lap¬ 
top, you were for¬ 
ever stuck with ver¬ 
sion 4.3.2. So far 
moving sessions 
back and forth be¬ 
tween version 4.3 
and version 5 
leaves a lot to be 
desired. I have yet 
to be able to sue-

After ten years of 

trying to solve the 

portable-editing dilemma, 

the Magma chassis 

seems like the only 

foolproof method for 

doing all of my stereo and 

multitrack editing. 
stall it on your laptop, and directly open 
Pro Tools files — almost. Since Power Mix 
only had two channels for output, any 
session loaded from a TDM system was 
re-mapped and all of the track assign¬ 
ments were changed. If you then saved the 
session on the laptop and re-opened it on 
the TDM system, all of your original 
plug-ins and bus assignments were gone. 
To get around the problem, you could use 
Digidesign’s Track Transfer utility. 
Track Transfer allowed you to import 
tracks from one session into another. You 
could import tracks to your laptop, edit 
them, and then import the edited versions 
back into your original session. Things 
were looking good. 

cessfully edit a 5.0 session on my 4.3.2 
laptop and get it back correctly. 

The best solution, although not com¬ 
pletely portable, is to purchase a Magma ex¬ 
pansion chassis for the Mac G3 laptop. Mag¬ 
ma makes a few different versions of their 
patented PCI expansion chassis. The small¬ 
est expansion chassis is a two-slot PCI box 
with a PCM card connection to a G3-400 or 
G3-500 (“Pismo” version). With two slots, 
you can install a Digidesign card and a SCSI 
interface adapter. There is room in the box 
for a pair of one-inch high hard drives. 

TWO-TRACK EDITING 
The solution is a little easier for editing 

continued on page 149 
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24ß§kn 

72-channel, Cross-platform 
PCI Audio Card 

introducing 
the 

• Balanced/unbalanced 1/4-inch analog I/O . 
The 24O3mklI has quarter-inch TRS analog jacks (8 in / 8 out), with +4 or 
-10dB level inputs, so you can easily connect everything in your studio 
directly to your computer: synths, samplers, effects units — you can even 
plug in your guitar without an amp and use dozens of included 32-bit software 
plug-ins for fuzz, chorus, echos, and hundreds of other real-time effects. 

• 24-bit converters. 
The 2408mkll's new 24-bit converters deliver incredible audio quality: 
105dB S/N (A-weighted). Your audio will definitely be ready for prime time. 

• Front panel volume knob for the main outs . 
Connect your studio monitors directly to the 2408mkll main outputs, mix 
everything inside your computer — and there’s still a volume knob for you 
to grab when the phone rings. 

And the mklI has all the original 2408 fejHtlrés at the same great price, including: 

• 24 simultaneous inputs/outputs expandable to 72 
The 2408mkll has way more I/O than any other single-rack space system, 
and it’s ready to expand as your needs grow with our entire line of affordable 
audio interfaces, including the new 24i with 24 analog inputs in 1 rack space. 

• Tons of 24-bit ADAT optical and Tascam TDIF digital I/O . 
If you have an ADAT, Tascam tape deck, or digital mixer, the 2408mkll is by 
far your best choice for digital I/O with your computer. 

• Sample-accurate sync . 
The 2408mklI has a wide range of professional synchronization features. 

• Broad compatibility will all major audio software . 
Use your favorite Mac or PC audio software with your favorite plug-ins, or 
use the included AudioDesk workstation software, a complete virtual studio. 
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