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Eureka! or: An Account
0f A Person Who's Ear Is

Quaintly nestled in the

western region of upstate New
In Constant Contact, . . cureen Buffio and

With Innovative Soundsgg, Pennsylvania, lies a small
In A Rural Setting AWayYplink-and-you'll-miss-it town
From Things Like Verynamed Cassadaga; a place
Tall Skyscrapers And Qutwhere maybe the most exciting
0f Tune Ear Drumsthing going on might be

Wearing Suits. someone  filling up  their
vehicle with gasoline. While

existence  in  any  small
by Roman Sokal community may lend itself to
photos bj'r being vory quiet and seemingly

Mary Fridmann uneventful, Cassadaga  in
particular, just so happens to

be summoning some of the

world’s most  creative and

acclaimed musical recording

artists, The source responsible

for this phenomenon points

Dayee Friclmann_

towards nearhy  Fredonia
resident  Dave  Fridmann:
producer, recording engineer,
musician  and  an  overall
fricndly  collaborator,  His
peragative is  different  and
simple - to fill up tracks,

Young Dave first hits
‘Play’ - the button
with the arrow that
points to the right.

The genesis for Fridmann's
involvement in the recording
arts ariginated from his days as
a high school studeat in his
native Buffalo, MNew York,
suburh of Williamsville, And
like  many  suburbanites

heaming with 2 jaded-less
semse of unlimited hope for a
stable and fulfilling future, he
made up his mind on whal he
was going to de. “Lite most
recording engineers, [ owanted
to be g rock star, ™ he muses, *T
became aware of engineering
during my junior high school
yéar through my music teacher
who was o0 alumoows of SUNY af
Fredomsa, He hod heard that
they stated g @ oew soond
recording program and thought
that I might be inberested in
it.” Upon graduating from the
binds of high school, Fridmann
enrolled in the program to
continue his pursuit for rock
star luminance, “Tt seemed lo



me, in o very viable and obvious way that if |
wanted fo be o rock star, the best way (o do that
would be o meet other rock stars, and the

end of their first tour I knew they were going
into the studio and I built up enough couroge
to tell them they should do it with me. They fell

casiest way would be [o berome a studio for il and we ended up doing it and we have

engineer because that is where rock stors weore
That'’s one way lo gef in.”

Fate or coincidence. Depending on
whichever beliel system the reader leans
toward, it was certain
that Fridmann would
find himself in a
situation that would
surely propel  his
desires into reality - in
the role as bass player
for a band. “In o lot of
ways very much exactly
what I hoped would
hoppen did happen,”
he states matter-of-
factly. With access to the college recording
facility’s Amek Angela console, Otan MTR-90 Mk
11 24-track machine and a band called Mercury
Rev, he would get a chance Lo exercise both his
ears and his bass playing. “When early
incarnations of Mercury Rev came into the stedio
to record they didn’t hove o bass player™ he
recalls. T would record their songs and then we'd
get to the paint when we'd notice, hmm... gee...
we reolly should put some bass in there, which
would be left to lost ond then I'd so well T
could ploy it ‘ond they'd soy, Doy, go oheod!” ]
ended up joining the band which worked oul
exoctly as I'd hoped, which wasn as it exoctly
turned out (o be what I wanted, but thot’s what
I thought I wanted at the time so it worked oul
great.” The resultant product of their first
collaboration was 1991's Yermelf Is Steom,
featuring the stratotpheric “Frittering”, which
was primarnily recorded at the college and mixed
in Argyle, New York, at Sweetfish studio.

Two more collections of songs were
transduced onto tape by Fridmann via the
college and Sweetfish studios combo; In A
Priest Driven Ambulance and Hit To Death In
The Future Heod, two albums by a band equally
and colorfully known as The Flaming Lips. He
recalls how he Frst became acquainted with
the Oklahoma-based group. “Jonothan
[Danahue] from Mercury Rev went [o college in
Buffaly and was a promoler there who became
Jriends with The Flaming Lips and eventually
become their four monoger. He'd be on tour
with them and couldn't reolly do their live sound
well and once they could afford @ live sound
person, he osked me to do it By then I had
been doing Mercury Rev stuff for a while. At the

been mostly ever since.”

During this fermative perod Fridmann began
to apply a certain polishing touch and character
to Mercury Rev's final product via a now nearly
deleted  medium -
magnetically striped
35mm film. “Back in
the 19505, 35mm
better than what wos
nomally ovailable at
the time in the world
of music technology, ™
he quips. “Some of the
old Miles Dovis ond
other jorz stuff were
trocked onto that simply for the fidelity. It was a
move durable medivm o3 well Thot was the
inspiration to use it. I thought, hey, that sounds
pretty damn good,” Ever since first applying
that process to the mastering of Yemelf s
Steon, 35mm magnelically striped film became
a staple of every Mereury Rev album,

“Jonathan ociually used to be in The
Floming Lips (under the ahas Thingus’) ond
we've demo’ed songs for the Flaming Lips that
ended up in the long run being Mercury Rev
songs,” he meveals. “Its a very incestuous
relationship, There's been times when both me,
[Mercury Rev guilarist] Grasshopper, Jonathan
and The Foming Lips have oll been in the
studio ot the some time working in the some
music.” Mot only does Fridmann write with
both bands, he also aids with constructing
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armmangements as well. “Everyone hos o lot of
common idess os to what i3 good and what
constilules good sounds. It’s no ocodent that
there are o lot of similorities,

When time came for Mercury Rev to Lour and
promale themselves worldwide, Fridmann chose
to bow out of touring duties. Unlike musical
artists of the past such as Syd Bamett and Brian
Wilson, both being brilliant yet too detrimentally
preoccupied with mental ‘erutches’ to take on
touring, Fridmann was far from being a semi-
dysfunctional person, Instead, he opted to stay
in the US and work with an amay of goups
including Syracuse’s The Wallmen, Jennyanylind,
St. Johnmy, Grand Mal and Weezer,

The filoment burns bright.

In a blessed ‘night lime at the right place’
situation during the summer of 1997, Fridmann
found himself temporarily exchanging his natural
habitat for a big leaming lesson in the madness
that is known as Los Angeles, California, His task
was monumental - to co-produce a new track
entitled “So What!™ for Kettle Whistle, a
compilation disc by Jane’s Addiction, a band that
is infinitely distant from ‘normality. “No ome
wonted @ nommal sounding set up, o Kevin
Haskins from Love and Rockets (@ friend of Janes
Addiction’s Stephen Perkins) brovght in his home
studio gear thet included samplers and [ alo
borrowed @ series of quitor pedals colied Love
Tones  from Joe Bamesi.™ Baresi, an
engincer/producer in his own night, fist mot
Fridmann in 1996 during the Weerer Pinkerfon
sesshorss, remaining qgreat friends ever since
Fridmann contiders Bamesi to be the best

T

m:
11




leamed a lot from. Fridmann continues, “T ron
the dnsm loaps through the pedals. Tt was the first
time I ever expenmented (ke thal especiolly with
something that was 0 loop-based.”

Fridmann also had another concemn, a lamge
sized one, “1 was very worried obout how T was
going to get Dove Novarros sound [Jane's
Addiiction’s guitor ployer]. I always thought he
used some special big rock of gear to gel his
sound, but instead he shows up to the studio with
only a Marshall haif-stock and a few pedals. I sent
the asistont to mic his amp with an SM57 and
dic't even see where he put it and all of o sudden
blaring over the speakers wos TUVE NAVARRD, And
[singer] Pery Forell become Pemy Famell
scregming through an SM58." This was actually
first experienced during the sessions for the
second Mercury Rev album when John Ashton of
The Psychedelic Furs [guitarist] was invited to
play on the album. “He come stroight from
England to Buffalo with absolutely nothing and
played only through our gear and he still sounded
like The Psychedelic Furs.” Fridmann excitedly
expands on what he calls a major “revelobion”™ on
the Janes Addiction incident. “What was even
weirder was  when  Flea
[from the Red Mot Chil
FPeppers] ployed bass. At
one point | wasnt looking
ond Fiea handed over his
bass o Nevarro who storted
to play it I wondered to ‘
myself why oll of o sudden Filsy
Then I found out why. ~
Novarro handed the bass bock to Flee and oll of @
suiden it sounded great again. I really didn’t have
to do anything. The sound litesally came out of his
Singers!!! The sound was him,”

Badminton anyone?

Once Fridmann's personal world expanded inta
a family unit, the idea of having one
conveniently fixed studio close to home where a
project can be realized from start to Finish
became yet another logical idea. Hence in the
summer 1997, he, his wile Mary and additional
partners Greg Snow and Andrea Wasiura erected
what s quickly becorming a meécca for many
recording artists - Tarbox Road Studios. Inspired
by Sweetfish studios, Tarbox Road is located in
Cassadaga a capillary town of Fredonia, The
isolated cul-de-sac studio-in-a-house is far from
its deceptively rustic shell a< it boasts not only
creative autonomy, but also allows a dient to

practice their badminton skills for recreation
purposes if they see fit. It is a place Lo work that
is sitated in Dawve's prefered ruml setting,
serving as a place to nurture focus on the work at
hand, far, far away from any intnsive big
concrete aty music ndustry’ types. “What 1
shoot for most of the time is to get dients
comfortable just as if theyre at home working on
their &trock ot 3 AM af their own poce. [ may go
home ot midmght, but Il leove 2 mics and o Of
set-up end tell them what trods they con record
on, It doesn'’t toke o germius to il ploy and record,
Ir's o great environment. People just work. They
come down [from the studio’s bedrooms] the next
home. " The location also tends to make sure that
a project maintains “freshness’ o avoid “studio
bum out’, or worse, an age-old condition known
as ‘cabin fover. "Most bands get sick of being in
the sticks, bands tend to record here only in two
week segments™ he chuckles since  that
environment does not phase him due to residing
in it for a majonty of his life. For a Japanese band
like Number Girl who came straight from Tokyo to
Fredonia, one can imagine the culture shock.
The first project to
{ K deflower the new facility
! was instigated by The
Flaming Lips' Wayne Coyne.
It was to be a ‘modest’
project, one that would only
involve the creation of four
separale compact discs that
were meant to play through
four exclusive sound
systems al once. and whose purpose was Lo
shatter lincar storytelling by taking the listener
into a néw dimension of tme and space, It was
called Zoirecko (the combination of the words
Zaire, an idealism inspired by the country’s state
of disarmay and chaos; and furekn, the word
Coyne used to describe a sudden discovery of an
idea that moves forward the creation process.
“We weren't sure what would work... we set up
Tarbox: with Zmirecka tn mind,” Frdmann recalls.
“Greg [Snow], who does the tech work here, set up
Jour sets of speakers and four DAT mochines. We
bought an [80 input] Otari Cancept Elite console,
which has flexible routing feotures and is
massively outomated, We chose it becowse it
would work for Zoireeka the woy it is... 3o it would
be passible to do all four lve simultaneously. He
mode this reolly cool bar with & stereo [foders
connected together to control the playback level.
It looked (e on orplone thruster ™ An example of
what goes on with the psychotropic Zoirevkn is

How did you first hook up with Dave?

I think it was through Jonathan Donahue. He
was going to Buffalo University with some of
the members of Mercury Rev. They were ail
recording themselves with 4-tracks and they
all had brief stints of recording in studios. I
think they knew Dave Fridmann just as a
friend and he was part of the recording
program at Fredonia University. 1 think,
somewhere along the way, those two
connected and Dave started recording them,
Jonathan, originally was sort of part of our
entourage - he would go on tour with us and
act like our soundman. Little by little, we
progressed onward and Jonathan started
playing quitar with us and at the same bime
it left the soundman position open. Jonathan
had said that he knew a guy who was a great
soundman, Dave Fridmann came out and he
was our live soundman for the summer or 0.
As we got done with the tour, we went
immediately into recording up at his studio
where he was working and still doing his
graduate degree or something.

Whot was the first recording you did
with him?

It was the In A Priest Oriven Ambulonce record.
The wery first thing we recorded with him was
song called “Unconsciously Screaming™ that
took us about three weeks. We recorded and
did all these things to it and I think we ended
up mixing it over 200 different times. After
that we realized that, “This is our guy.” He's
so dedicated to what we do that we can't wear
him down. He seemed to have this endless
energy and enthusiasm, Right then we decide
it was  good way to go. We thought he would
eventually come to his senses and say, “These
guys are too much work, T want to make
maney... but he never did. Tt seemed like the
maore we threw at him, the stronger he got and
the more he embraced the whole concept of
exploration and all of that.

I noticed that there's such a
difference in sound from your
earlier records.

1 think we had reached a point where we were
equally frustrated, but equally in awe of the
ways of recording. If we can't do it the way
we want, we're not going to go hack to the
old way of trying to wear down some
conservative engineer that we end wup



working with. That's what we would end up
doing - we would get these people who knew
how to run the boards, but always laughed at
all our ideas. We would eventually wear them
down and by 10 o' clock at night they'd be
willing to try anything we wanted just so
they could go home. [laughter] With Dave, we
went in there with the wdea of doing what we
wanted. By then, we didn't feel what we
wanted to do had to be silly - we could try
new ideas and not have people roll their eyes
all the time. Meeting up with him at that
paint, with what we were doing and the kind
of money that we were ableé to spend, it was
a perfect combination. Recording is like that
- you need to have artists, producers and
engineers. All of that is important and people
think that if you hawe a great song, the other
parts of it don't matter, or if you have a great
producer they can do anything. It really isn'L
that - it's a combination of everybody doing
the best that they can. We see that now, with
Dave, how important it is to have him being
the expert at what he does. He embraces the
way that we want to do the impossible. We
say, “Dave, we've never done this before, but
I think it would be great.” You can see him
sort of rise to the occasion.

Whot did he say when you talked
about Zaireeka? Hoving the idea
of 4 simultaneous CDs - what was
his first reaction?

IF a movie of that was ever made, [ think people
probably envision me in the back mom
looking like Jemy Lewis as the Nutty Professor
whene I'm concocting these ideas and then T'd
walk out and go, “Here's what I'm going to
do.” In reality, it's just not like that, these
ideas come slowly and it's because 1 lonow
Dave and | could bounce these ideas off of
him little by little. But we realized that we
could da it, so by the time I said that we were

perhaps best depicted in the track “Thirty-Five
Thousand Feet OF Despair”, which sonically tells
the tale of a troubled airplane pilot who commits
suicide in the middle of a transatlantic flight.
Each disc contains a different perspective of the
situation at hand. Disc 1 features a news reporter
who awaits the landing at the airport, disc 2 has
the pilot walking to the bathroom to meet his
demise, disc 3 contains the downtrodden airport
ambiance and disc 4 goes subjectively deep
inside the mind of the angst-ridden piloL. As one
might rapidly come to the conclusion, Zaimeko,
now sadly out-of-print, is definitely not your
everyday standand generic top 40 kitsch,

Their methed of taming a behemoth of a
project was approached with a need to maintain
sanity somehow, “Trr generol we mixed each (D
one al a time so os o hove more mndomness 5o
things wouldnt sound too perfect. The final

going to do it, it wasn't ke he had newver product [the (Dsfwere easy to synchromize bul

heard it before. He assisted me in figuring out
that we could do it. The equipment and the
compuiters and all this stuff were coming
together and I thought, “I'm not sure how
we'll do it but T think we could do it.” Him,
being enthusiastic and interested in it
propelled it to the next level When you're
tallking about concepts like that, there needs
to be this abundance of belief that we can do
it and it'll actually be worth listening to once
we do it. Art is like that, if everybody doesn't
think it's going to work, it doesn't actually
happen. You kind of have to think that it will
work and itll be good and then you have this

DATs aren’t. Most of the time we were listening to
it very poly-rhythmically. It was a strange evenl.
It pleys mare normol for the people who listen to
it now than it was for us. We thought it was
weirder, which of course. we thought was cool. ™
In an attempt to syne the aural information so
as to have things not be led too astray,
Fridmann included a time cue in front of the
tracks, similar to 3 slate used in filmmaking.
“We did the mastering of the studio just to moke
sure there wasn't any confusion down the fine.”
In the end, the experiment was deemed a
success, and is now a staple for many who enjoy
being taken on a ride to previously uncharted
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territories of perception. It also makes for great
entertainment at parties and by no doubt s
highly suitable accompanimenl to those who
enjoy ingesting substances,

On any given session, be it Mogwai, Home,
Delgados, Citizen King, Creeper Lagoon or
Toronto's Bodega, Fridmann assesses that the top
3 microphones mesponsible for picking up the
soundwaves from instruments are the tube-hased
Neumann U47, the RCA 44 ribbon mic and the
commaon day workhorse known as the Shure SM57,
Before the gracing signal paths with the warm and
ommipotent U47, a pair of Neumann TLM 170s
were constantly employed around the clock.
“When I finally got the chance to wuse o U457, Twas
over the 1205" he excitedly reports. When he
occasionally venlures to another studio to work,
he is sure to pay atbention and always keep on the
lookout for new mics o indwct into the Tarboe
tour of duly. Among the ones desired are Lhe
Earthworks Omni OC1 and the Coles 4038s, of
wihich he professes would accumulate quite a bit
of sonic mileage at his studio,

Dave can see more things that
should be heard.

Fridmann also believes in ghosts. Well, sort
of. When a client records al Tarhax, their project
is subjected to every morsel the facility has to
offer. The sounds emanating from a quitar amp
for instance, can interestingly transmogrify into
a haunting sound in one of the far comers of a



room. And just in case something does go there,
a mic will be present to capture U stray sound,
Mothing iz nothing, not “nothing is evenything™
as someone once preached. T alwoys hove both
of my 2é-trock MTR-90 I and RADAR Otoris
running at the same time. There 5 no reesan mot
to ise them, I hove everything going all the time
due to the nature of the bands I work with. Most
of the projects I work on are Studio projfects!
We're not sure what it 5 going fo be unbl it's
done. We put things down ome by one then
sometimes do it all over ogain becouse minds
tend to change so much. Or, you get to the point
where you realize what you should have done and
you stavt over and keep gaing and going. Even the

Dusman, a big mentor of mine from the rollsge,
mised it down lo o Genex 24-bit BOOO Series
along with Lucd Tech 24-bit converters. He
recorded the monitar mix while we were trocking
and we would quietly [isten bock to the Gemex
recording... and it was absolutely AMAZING. T've
been amazed by my RADAR about how quiet it is
but when we did the Genex playback, the
difference was night ond day. The RADAR was
noisy and groiny in comparison. Digital s pretly
damn good nowodmys.”™ When confronted to
differentiate between the digital Genex and his
analog Otadi MTR-90 II, Fridmann meekly
assures, “The Genex is remorkably similor, exept
it doesn’t have any nodse.” After numerous trial

big period where it's in the abyss of, “Well
we'll see what happerns.” [ think, by the time
I approached him about actually daoing it
none of it seemed impossible. We both knew
it would be a lot of work and we didn't know
eactly how we would do it, but we wene
determrined to make it work, We knew, to 2
cortain extent, that elements of it would
work. I think thal’s what is so great about
those sort of things, you just go about them,
There's no hlueprint or amything to fall back
on and say, “This is how these people did it.”
1 think he really likes that, T know I like that.
I think we found out a lot about each other,
going into Joireekn.

ﬂmpiﬂ things T do now tend to be 48 trock. n.uﬂ,ﬁ?dnﬁﬁnfwndwfﬁlhecmﬁdmamm 'lhntﬂrlmlﬂ'lnu:n:tungth:"'

Number Girl ave wvery straighlforward and play
together, winch 1 uncommon for what normally
goizs on with projects T work on, They're odomant
ohout reconding Ive at the some time ond thol
will be the final take. If it's not good, well keep
doing it until it &5, And even with them I am into
the second 24-track. I set up o million mics, armr
all the trocks and fill ‘em up. I may end up using
two mics in the tong run, burt 1 always like to hove
options. You never know wirat might happen,™ In
what is beginning o sourds like his motto, he
cannot help but ultra-emphasire his  strict
recording regiment in which “evenything & going
o ol the Hme, no matter what,”

ADD - Analog vs. Dave vs. Digital.

“When [Digidesign] Sound Designer ond
ProTools first came out T wasn't leery of them at
all ” Fridmann meassures, keeping in tune with
his ever-accommodating persona, 1 wonted Lo
embvoce them bul they sounded [ike crap. In
general, I prefer analog, although 24-bit [digital]
is pretty amazing now. We did a jarz band [the
Steve Copeland 5] entirely on the studio’s digitel
16-bit Dtari RADAR simply for financial reasons
becaouse it costs only $15.00 to back the dota
onte o tope. While we were trecdng. Dove

best tape stocks to load his multi-tracks and I think that his main strength & that he really

magnetically charge their mades with, “These
days T stick with the revamped Quontegy GP9
Jormulation becouse its reminiscent of the old
silky 3M 996 formulations. It has move of an -
your-foce mck sound whereas 499 was o little
rougher like 456, I still use both depending on
whet the project calls for. 1 still don't like BASE 1
can't figure out why people do.”

It’s always inevitable.

Fridmann and his collaborators will at one
point be left to think what should be right for a
mix that gets piped down fhe 2-track digital
highway, “Refove outhoond convesters T used to
pick flavors of DAT machines like picking flovers of
tape. I sbill hate Ponosonies becouse they're too
soft sounding. From memaorny. oven Tascoms were
better, becouse they ot least had o cunch and
attock - you could reolly drive them.” When it
came time for Fridmann to go to the DAT
machine ‘toystore” for Tarhox he purchased two
Somy PCM-R500 with SBM (Super Bit Mapping).
“By default, I thought they sounded best on their
own, especiolly with its 0/ comversion. However,
I hovent wsed buill-m converters m a DAT
moching in o long time” This i because

knows the equipment. He knows all the ways
amund it. The biggest problem that most
people have isn't imagining ideas. Look at
something like going to the moon, it's not
that hard to imagine. Cavemen probably
Inoked up and wanted to go to the moon. The
hard part is actually doing it. I think
sometimes that my ideas are a lot like that.
Il tell him that I have this song that we've
already recorded, but I want to insert a brand
new song right into the middle of that. He
knows, techmically, that it's not as easy as I'm
telling him. I'm the caveman that wants to go
to the moon. [lawghter] So, 1 come to him
with these problems and he explains to me
what we could do. Those things require
creativity in it of themselves. The creativity
isn't just the freak in the cormer that says let's
paint the room purple. [t's every step along
the way, you've got problems that you have
to solve to move on to the pext thing -
sometimes they're techmical, sometimes
they're musical, lyrical, philosophical or just
problems of objectivity. Is what you're doing
any good? Any group of people that work in
an intense way... everybody has a strength
and at the end of the day, if we hawe a
technical thing, that's where Dave does his



thing. He's great at music and he's great at
armanging and recording. But eventually, at
the end of the day, il there’s one of these
big techmical guestions, that's where he
shines. It takes everybody, pushing to the
limit of what they're good at. T think
sometimes. it shows up in the music,
sometimes I'm surprised when 1 put on
something that we've done and I say, “How
did they do that?" and I go, “Dh, that was
us.” You get so immersed in it, there's so
many things going on that it still is a little
unknown to it's makers.

Do you like working out where he
is... out in o rural type area?

Yeah. I think any artist, after awhile, ends up
becoming isolated. Even if you're in a room
with twenty people and you're starting to
write, cventually the world disappears and
you're there with your ideas. That isolation
may seem like it's easier if your already
physically isolated out in the middle of
nowhere, Lthe way his studio is. But it's not
really true, you can sumound yoursell with
your records and computers and cable TV
Even though you can be 100 miles from a
real city, you can really be just as immersed
in all that stuff as people who live in the
city. Location doesn’t really matter to me
that much anymore. It matters that Dave is
where all this equipment is and if that was
here, I'm sure we would become isolated
and we would find ourselves alone with our
problems of doing something with the ideas
that we have. Even though, because it's out
in the country, it looks like we are
purposely isolating ourselves. I think it
would happen amywhere. The main thing s,
is that Dave is there and all his equipment
is there that he's the master of. The
situations don't really have much to do with
it, it's meally our problem from there on.

Do you plan to work with him in
the future?

Oh yeah, sure. We look at it like it's this
progression that people get to. s like old
mamied couples... its Thursday and we're
going to have macaroni and cheese, You
don't oven have to speak about it after
awhile. So much of what we do s intense
work, it’s not like being a doctor or an airline
pilot. I don't think of it as serdous in that
way. We do take our work serous even
though we realize it's just a bunch of silly
music at the end of the day. But, you do get
into intense situations where its hard to
comminicate what it is that you want to do,

Fridmann massages his projects with his older
model TC Electronic Finalizer for A/D conversion
with no compression or normalizing. Since 16-bit
s still the all-around standard for digital he
sticks to it. His Pro Tools i 16-bit a5 well but
soon plans Lo upgrade to 24-bit for archiving. He
would lowe to see 24-bit become the standard.
“Even a person who in't obsessed with sound will
be able to tell the difference. The sampling rate
should be left ot 44.1 kHr, becouse the 96 and
88.2 rates are kind of o hoax. Sempling rates don't
matter as much and are not anywhere nearly as
impoitont as bit depth is. They should jocus on
that more™ He also confides his view on 1:1
digital copies or ‘clones. “The difference is
terrible. It’s a3 plain as day.™

And while a band might be discovering new
heights of musicianship thanks to Fridmann’s
friendly work methods and Tarbox's comly
atmosphere, he himself can be found in a
perpetual  state  of  seeking  technical
enlightenment. His concerns these days are
cleanliness of the sound kind. “Thve been
womying a lot aboul notse lolely. IU's a privale
little fetish of mine. I've been testing out various
sounds versus noise combinations. 'm Liying to
find @ quiet
dynami mic 50 1
con use my older
Altee mic pres.
Even with my
RCA 44, it’s hord
te get an
cdequeote
emount of goin
without noise
creeping ©p.” Although he once temporarily
discovered relief via the use of a Summit Neve
Element 78, he feels there is a2 more universal
way 1o go about it. The quest continues...

Dave reaches the final stage -
with ease.

When possible, every stage of a Fridmann-
related project is executed at his studio to be
kept free of possible ‘contaminants. Keeping
with the Fridmann traditien of logic, he puts his
foot down, “Let’s put it this way - a lot of whot
I do o5 o producer happens in the mix stoge.
When it soys ‘Maosiered By Dove Fridmann® it
means we didn'l change anything. When we do
mix, it's done. It doesn’t need onything else. At
the end of any mix session I print o (O-R and it
has to be as good as a finished (D. If it's not,
then keep mixing, ‘cause it's not done yet!”
Eloguently pul.

When queried whether he is 2 producer that
it noted on the outside for working on projects
that are more suited for ‘connoisseurs’, Fridmann
takes a moment of silence for introspection
before replying. “Sure. there is @ cinematic scope
to mast of the projects I work on,” he admits, “T
naturally grovitate towords those [ypes omd wice-
versa.” (He also admits to the hopes of taking
on sound design duties for films in the future,
taking his passion with 35mm film a step
further). “All people seem fo core about in the big
picture is ‘the beat! The quy who fiees my cor
knows 1 do something with music and asks me
whether I heard @ certoin song becouse it hod a
good beat. Once you get beyond record sales of
20,000 copies you start getting into the normal
people’ audience very quickly. All the work and
intricocies thal you've pul inlo o reconding just
doesn’t matter anymare. People don't core. They
only want to wash dishes or party to music. That'’s
fine, [ don't have o bies towords thet. A lot of
stuff I've been working on recently cerlainly has
been ‘weird” in noture, but we're hoping that it
con oppeal fo o wider audience, There is @
concerted effort to do that.™ And with the
success of The Flaming Lips” The Soft Bulletin,
they are obviously on the nght route.

Suddenly everything has
changed.

When the calendar year rolled into the
infamous digits that read ‘20007, numerous
music-related publications world wide began to
report that The Flaming Lips” The Soft Bulletin as
the 1999 record of the year. Featuring such lush
tracks as “Race for The Prize”™ and “Waitin® for a
Superman”, the on-again-off-again 2 year
project was a labor of love of which everyone
involved on the project will attest that it was an
intense leaming experience. Initially the album
was planned to exist as two scpamte versions.
One would be inspired by the positive results of
Zoireekn format which allowed for them to
potentially use all 80 tracks that were sometimes
going on at cnce. The other mix would be what
is cumently available, a stripped-down stereo
version, Fridmann warmly sums up his
experience working on the critically acclaimed
album, “Te me, the best thing obout The Soft
Builetin was when there was this time penod
where we weren't really sure what we werp doing.
About a year and o half into the project we were
recovding the track “Feeling Yourself Disintegrate”
and did a rough mix of it. sat back and listerned
to it. We noticed something hod chonged.
Everyone became oware af it simultaneously. It



was very stronge.” And of course, being
suscepbible to the “Eurela! complex, things
were always changing. “Even at the very lost
session we totolly changed o bunch of the songs
that bore no resemblonce to themsebves”™ The
end resull - a meisterwerk. Hear for yourself.

Despite the similarities heard in the amay of
sounds present throughout any Fridmann-related
project, he feels that people are usually misled
thinking that there is a mystical “Trademark
Dave Fridmann Sound”. Fridmann himself wishes
to set straight what a producer’s role really is
and what it showld be. He feels that a qood deal
of his work is purely contextual in nature. “J
don't odhere to @ formuls, Under the best of
circumstances, when things re going right, what
you hear more than gnything, s what the band
wanfs. Il hoppens to certainly be that many of
the growps I wovk with like and use the some
types of sounds. It mokes no difference to me 1
car't guotify one sound os being better than the
other. My job af an engineer and producer is fa
find cut what those people wont ond do just
that.” He continues with a Ingic-laden dogma
that once again recalls his ‘revelation” story;
“Pecple call me and say they want a Flaming Lips
drurm sound. I reply usually with o ‘you mean you
want to hire Steven [Drozd] to ploy on your
record?' This s becouse it comes from him, not
me. I just put up the mics. Sure I have an idea of
how to capture o good sound but reafly, when o
band i5 good, its good. Youre sel You have o
stay out of the way. ™ He dictates that the key to
having a good result in the end product begins
with the artist. “They hove to have o strong idea
about what they should seund like, and I've been
lucky to work with people like that,” After taking
one quick breath, he continues his common
sense-based attack, “look, this Fall I've got o
lime-up that includes Low ond Godspeed You Black
Emperor! How far out of my way would T hmve to
go to suddenly be o bod producer working with
these bands? Whot would I do to moke o
Jonathan Richmen record sound bed?”

Another important professional threshold
of rationale he lives by surfaces in the
conversation. “If it had to come down Lo it, I'd
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rather work with o croppy band that are friendly
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they will all be making the trip along the New

anyday than a great band that ere @ bunch aof York State Thruway this year with Cassadaga as

assholes. This job imvolves working wilth people,
sa it matters. If I wanted to work with
assholes, I'd hove gollen a corpoiale job.™
Given the lengthy work days that both a
musician and engincer share in  close
proximity, his point is very clear.

The year 2000 will definitely be a rewarding
year for Tarbax Road and Fridmann, and always
exciting. After the off-the-floor Japanese
Number Girl sessions, his next client will be
Sparklehorse. “There are anly two of them [Mark
Linkous and Scott Minor],” he explains, “so I'll
go back to hoving to slowly buwild the songs:
although it'll still be organic. After that, Dot
Allison (a Scottish singer) is coming in and we're
going Lo do a lot of computer-based work. What
I love. ond s fun obout this job, i thet it
changes oll the time" Fridmann is glad to be
away from the doud of the megalopolis music
business amd would rather just work. T ffve in
the sticks. I work 12 hours o day. There is no
entertainment industry heve. People around here
don't core if something is 41 on the charts. They
probably wouldnt care wunless they saw
something obout it on [the TV show]
Entertainment Tonight.” Set aside the odd
chance exposure to other's work from the
outside world (he vehemently admires the
production skills of Tchad Blake, Jon Brion,
Nigel Godrich, Bryce Goggin, Jim O'Rourke and
Brian Paulson), he is content on getting home
to his family at the end of a long day and
reverting to absorbing two therapeutic albums
which have taken permanent ressdence upen his
cerebral tastebuds - the eerie John Mclaughlin
guitar-threaded Miles Davis classic In A Silent
Way, and The Cure’s Disintegration.

By the way, Dove wishes to
thank his mom and ded.

Sparklehorse. Low. Mogwai. Godspeed You
Black Emperor! The Flaming Lips. All five are
amangst the most talented and expressionate
artists this planet currently has to offer. And

their destination. And Dave Fridmann will await
their arrival at his bunker of self-sufficiency.
He'll lend them his helping ear, friendship and
act a conduit to their resilience. And more will
follow. Oh... and add in a band called Merscury
Rewv to the roster. He's a member, remember? He
plays bass, and sometimes keyboards, You will
be let in on a secret - they have already
returned and have bequn to record the follow
up to 1998% cntically acclaimed Deserter’
Songs. And, in the same work ethic as the late
great filmmaker Stanley Kubrick, they ane
taking their time, as usual. “Who knows when
il be done,™ he says humbly, “when it's
Sinished, itll be finished, " &
wiw: larbaxroadstudios. com
because it's new to everybody in the room.
That unspoken way of working sometimes.
where you don't have to be polite, you don't
have to do any of that stuff, You work with
each other so much that you end up being like
a bunch of cavemen, just grunting. There's a
Iot of unspoken things that happen when
people work with each other all the time.
Sometimes, you're just so comfortable with
who they are that you don't have to womy
about the miceties of being courteous to each
other, even though we try to be, Some
moments, everybody's focused on the same
thing and there isn't amything left to speak
about. You just simply have to go in and do
what you have to do. In that sense, [ want to
always work with him. I'm sure that if we
couldn't work with Dave, we would still be able
to record. [laughter] He would be the first to
say that. He wouldn't want to think that if we
can't record with him we're powerless. It's just
in the way that anybody works together, you
acquire a certain way of working that
hopefully progresses to making it easier and
you can do bigger things without it being,
necessarily, harder to do.
...keep progressing.
Yeah, [ don't know if I'm progressing amymare,
but certainly he has, &



