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The facts are clear: Dolby delivers the iund for DVDs worldwide. Thousands of DVD-V titles are released in 

Dolby Digital. more than any other format. MU Lossless provides the highest resolution PC.N1 audio possible for 

DVD-A. and Dolby Digital in the video zone ensures compatibility with every existing DVD-V player. Master the 

final Dolby Digital bitstream for DVD-A or DVD-V in your own studio with our cost-effective system: the DI)569 

Encoder. the DP562 Decoder. and Dolby software utilities. For current DVD statistics and information on our 

products and dealers, visit our website. 
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www.dolby.com/pro 

DO Dolby 
BREAKING SOUND BARRIERS 

For the latest jobs at Dolby. visit the careers section of our website. 

Dolby Laboratories. Inc. • 100 Potrero Avenue. San Francisco. CA 94103-4813 • Telephone 415-558-0200 • Fax 415-863-1373 

Wootton Bassett. Wiltshire SN4 8QJ. England • Telephone (44) 1793-842100 • Fax ( 44) 1793-842101 • www.dolby.com 
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THE PRODUCTIVITY DIGITAL AUDIO 
POWERHOUSE 

The Avant digital film and post-production 

console is designed from the ground up to 

deliver advantages in operational efficiency. 

So you're free to concentrate on your clients' 

creative needs, while still delivering a great 

job on time, and within budget. 

Why post on Avant? 

• 48 physical channels give access 

to 192 signal paths 

• Dedicated, familiar control surface 

• Simultaneous surround and 

stereo mixing 

• Varispeed automation 

• Hub routing for resource slharing 

• SuperGrouper control groupirg 

• )anpoint automated surround 

sounc panning 

• Integral 64 x 8 programmable 

monitor matrix 

• Outstanding SSL quality, service 

and support 

Discover how to make the most of valuable 

pcst-production time by calling to arrange 

a demonstration. 

Audio B 

POST PRODUCTION 

Audio A 

trudio C 

We still can't believe the power of our SSL Avants! The total automation 

enables us to move effortlessly between stereo and 5.1 mixes. The monitor 

section allows critical multi-c'lannel speaker calibration within the console, 

and instant comparisons for downmix compatibility; while the Hub router 

gives our three Avants access to every resource in our facility. )) 

STEVE DAVIS, DIRECTOR. CRAWFCIRD AUDIO. ATLANTA 

Solid State Logic 
INTERNATIONAL HEADQUARTERS 

Begbroke Oxford 0X5 iRU England Tel: +44 (0)1865 842300 Fax: +44 (01865 842118 

Email: sales@solid-state-logic.com www.solid-state-logic.com 

TORONTO S INGAPORE 
N EW YORK 

*1 (2121 315 1111 

LOS A NGELES 

+1 (1)323 463 4444 

TOKYO PARIS M ILAN 

+81 (0)3 5474 1144 +33 (0)1 3460 4666 +39 039 2328 094 (1)905 655 7792 +6 5 (0)438 2272 
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CHUCK AII.AY 

"The System 6000 not only changes the way I work but speeds the process up!" 

1111 

NEW teRSION L3 
More Power - supports 16 dignal I/O 4 Analog I/O 

/ More Control more software tools 

More integration w %Tools, Sadie, Avid, 

and more.. 

SYSTEM 6000 
Ultimate Multichannel Processing Plat form 

N 

N. 
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Only the System 

6000 platform offers a \ N. 

full range of essential tools 

for your Multi-channel and 

Stereo applications. From stunningly 

real Room Simulations with multiple 

sources and expressively dense Reverbs to 

Pitch Shifting, the System 6000 delivers unparalleled 

power, control and integration to your studio. 

Only the System 6000 and its touch screen remote offer specialized software options. These 

include true benchmark standards like Multi- channel MDS.1TM7 Stereo MD.3TM Multi-

band Compression and Brickwall Limiting, Backdroprm Psycho- acoustic Noise Reduction, 

EngageTm Binaural Processing, Stereo to 5.1 Conversion, the 5.1 Monitor Matrix with Bass 

Management, Multi-channel EQ and much more... 

Only the System 6000 is fully networkable via Ethernet. Talk about expansion... a single 

TC ICON remote can control up to 256 channels of digital audio, all using industry standard 

Ethernet cabling and routing hardware supported by continuous free software updates 

on the Internet. 

"I've been using the System 6000 as a four engine device con ected 

to my console at BackStage studio in Nashville. Configuring the unit 

for each application could not be easier allowing me to use it for 

stereo as well-os 5.1 mixes. 

I must say, at this point. Ido not think I could get along without id" 

ark Ainloy 

vonw.SYSTEM6000.com 

FILM 

POST 

MUSIC 

MASTERING 

BROADCAST 

MULTIMEDIA 

IN01., 0 1.4.040.1.1te. 

TC ELECTRONIC A/S • DENMARK • e .45 8742 7000 
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The evil fiends are out there. Those who would keep secret a quiet revolution 
in sound reproduction, something that makes life a little better for all of us down 

here on HiEnd Street... But at last, the Tannoy SuperTweeter' is here to uphold 

musical justice and wideband freedom, to right the wrongs of inferior audio, and set 

free the spirit of artistic creativity. How long will it be before they bend to the 

will of our wideband SuperTweeter'? Only time will tell. 

Tannoy / TGI North America Inc. 335 Gage Ave., Suite #1 Kitchener, ON Canada N2M 5E1 

Tel: (519)745-1158 • Fax: (519)745-2364 • Toll Free Dealer Fax: (800)525-7081 

E-mail: inquiriesetgina.corn • Literature requests: litpleaseetgina.com • Website: www.tannoy.com 



PROFESSIONAL AUDIO AND MUSIC PRODUCTION 
JULY 2 001 , VOLUME 25, NUMBER 7 

FEATURES 

30 Mix Goes 
to Nashville 

Every July, the sum-

mer NAMM show 

visits Music City. 

Our Nashville cov-

erage includes Dan 

Daley's look at new 

music markets for studios, and the following pages 

feature in-depth interviews with some of Nashville's 

top music-makers. Producers Dann Huff, Byron Gal-

limore and James Stroud, along with engineer Julian 

King, discuss their techniques to record Tim McGraw, 

SHeDaisy, Lonestar, Faith Hill and many more. Plus, 

don't miss this month's "Classic Track" with the leg-

endary George Jones. 

70 Recording Brass and 
Woodwinds 

Five top engineers—Michael Bish-

op, Al Schmitt, Richard King, Eric 

Schilling and Lolly Lewis—tell Blair 

Jackson about their methods for 

recording brass and woodwinds, and 

how to make your own recordings 

sound as good as they can. 

94 AES Europe Report 
Springtime in Amsterdam! With hot new 

products in Europe's largest 

professional audio showcase, 

George Petersen walks 

the floor and brings 

home his report. 

96 Hat, Hot...Hot! 
What's New in Tube 
Microphones 

For pro and project studios alike, 

no one tool can change a voice or 

an instrument's sound and person-

ality quite like a microphone— 

whether it's a classic vintage or 

faithful modern tube condenser. Randy Alberts sur-

veys a new crop of tube mics to suit all tastes. 

126 Mac or PC? 
Most engineers feel they 

have to make a choice 

between one platform or 

the other. However, as both 

Macs and PCs have become 

more stable, and manufactur-

ers design for both, savvy 

engineers can make the two 

talk. Gary Eskow explores 

the possibilities for studios 

that prefer to go both ways. 

On the Coven Denny Purcell of Georgetown Mas-

ters, Nashville, has now worked on more than 30 

DVD-Audio releases out of his upstairs room, pic-

tured here with its Sony DMX-R100 digital console 

and custom Nova monitors. But there's more to 

come in the build-out of Georgetown's 5.1 base-

ment. Turn to page 14 for the full story. Photo: Ron 
Neilson. Inset photo: Steve Jennings. 

chuck Online! http://www.mixonline.com 
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Get the MX-2424 
Advantage! 

The 'Golden Ears' all found the 
TASCAM performed extremely well, 
nearly beating out a unit priced four 
times higher. The listening tests 
confirmed what I already knew: the 
MX-2424 is a solid performer at a 
great price. yy 

- Glen O'Hara, 
Pro Audio Review Magazine 

...the MX-2424 puts 
high-resolution sound quality and 
professional recording features at 
your fingertips. yy 

- Electronic Musician Magazine, 
2001 Editor's Choice Award 

...the TASCAM MX-2424 
is a rock- solid, excellent studio 
recorder that performs well, sounds 
great and is priced right 

- George Petersen, 
Mix Magazine 

Li The machine alone is impres-
sive enough to warrant close atten-
tion, but the implications inherent 
in the control and networking 
capabilities make it potentially 
astounding. yy 

- Rob James, 
Studio Sound Magazine 

You probably 
machines in 
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advantages 
multitracks, 
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" based on an average 3 1/2 minute 
song of 24 tracks at 24-bit/48kHz. 

Your mileage may vary. 

t Offline CD-R backup is possible 
with an Ethernet-equipped 
computer. The 8749 (USD) 

reference is based on 
TASCAM's CDR-Pro Bundle. 

MX-2424 24-TRACK 24- BIT HARD DISK RECORDER/EDITOR 

4 

.11 copyrights are the property 
of their respective holders 



know that with thousands and thousands of 
use around the world, the TASCAM MX-2424 
most popular 24-track recorder ever made. 
might not know is that the MX-2424 offers huge 
that aren't available on other standalone hard disk 
regardless of price. Whether you're making the 
from analog and tape-based digital recorders or 
into recording, here's some info to help you truly 
the MX-2424 advantage. 

Ph.D. in Nuclear Physics 
Not Required 
If you've ever recorded before, 
you'll find the MX-2424 as easy to 
use as any multitrack recorder. Flip 
the Power switch, arm a track and 
hit the Record and Play buttons. 
Voila...you're tracking to its 
internal hard disk. Since TASCAM 
has been the world leader in 
multitrack recording for over 
25 years, we know how to 
create gear that's powerful and 

sophisticated without making the 
learning curve too steep. 

Edit How You Like: 
MX-View- Waveform 
Graphic Interface 
and Extensive Front 
Panel Editing 
One of the main reasons to get into 
hard disk recording is the incredible 
editing power versus tape. Running 
in native Mac and PC versions 
and connected via a fast 100Mb 
Ethernet interface to your computer, 
the upcoming MX-View is a powerful 

graphic editing interface that offers 
sophisticated, sample- level editing 
on par with full-featured digital 

audio workstations. You can drag 
and drop on the fly, get onscreen 
metering for up to six MX-2424s, 
set up custom configurable key-
board shortcuts, manage virtual 
tracks and much more. If you want 
to use the MX-2424 in the field, its 
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extensive built-in front panel editing 
tools let you edit without lugging 

around a keyboard, monitor and 
mouse. 

True Recording 
Power: Take the 
Punch-In Challenge 
24-track, 24- bit digital audio 
requires a powerful hard disk 
recording engine. The MX-2424 is 

so strong that it allows for seamless, 
gapless punches across 24 tracks, 
with up to 72 tracks of throughput 
to accomplish this considerable 
task. If you're brave, try arming 

24 tracks on any other standalone 
24-track hard disk recorder and 
quickly punching in and out. It's just 

one example of the MX-2424's 
awesome dual-processor recording 
power and extremely fast 
SCSI bus. You can choose 
between TapeMode and 
Non Destructive recording, 
and access up to 999 virtual 

tracks per project with 100 
locate points, 100 levels of 
Undo and much more. 

Broadcast Wave audio files to PC 
disks, it's easy to move sound back 
and forth between your computer 
and the MX-2424. With these 

standard time-stamped file types 
and professional SCSI drives, 
you're ensured sample-accurate 
compatibility with Pro Tools'', 
Nuendor", Digital Performer' and 
more. With compatibility being so 
important to MX-2424 owners, it's 
no surprise that its 24-channel 
interfaces are ready to connect to 
just about any console, digital or 

analog. Or that its analog, TDIF and 
AES/EBU interface modules are 

96kHz ready. 

Back Up Your Tracks: 
As Low As A Buck 
Per Song 

Get the Advantage 
of the Most 
Powerful and Most 
Affordable 24-Track 
Hard Disk Recorder 
Available Today 
There's much more to the MX-2424 
than what fits on this page, like 
its award-winning sound quality, 
professional built-in synchronization 
tools and TASCAM's amazing online 

support forums. So if you're getting 
into the hard disk revolution, you 
might as well take advantage of the 
recorder with all the advantages. 

Just go to www.mx2424.com 

for the complete MX-2424 story, or 
check out the MX-2424 for yourself 
at any TASCAM dealer. 

Media 
90 Minute IDE Drive 
Orb Drive 
TASCAM DVD-RAM 
Offline CD-R Backup' 

Cost of Drive 
$299 
5299 

.,/49 

Media/10 Projects 
10 Drives 
1 Drive + 86 Disks 

1 Dr ive 290 Disks 

Total Cost 
$2990 
$2879 

If you're forced to use cheap disk drives to backup, you'll pay in the long run 
DVD-RAM drives may be connected to the MX-2424's front panel or rear SCSI 
port, and offline CD-R backup via Ethernet transfer to your computer is the 
most cost-effective backup method available on any HD recorder by far 

Sound Designer II, 
Broadcast Wave Files 
and SCSI Drives for 
Ultra Flexible 
Compatibility 
TASCAM understands the reality 
that you may need to interface your 
audio with other pieces of 
equipment. Since the MX-2424 
writes Sound Designer II" audio 

files to Mac-formatted disks and 

Hard disks are great for 
recording...but not so great for 

archiving and transferring audio. 
That's why the MX-2424 gives 
you choices like 9.4GB DVD-RAM 
discs for your backup solution. Or 
simply transfer your audio to your 
computer and backup to CD-ROM 
for as low as one dollar for an 
average pop tune*. 

Available soon, the new MX-View graphic editing software offers 
DAW-style waveform editing power, drag-and-drop editing on the 
fly, control of up to six MX-2424s with metering and much more. 

TASCAM® .11,1,1111,11,11,111,11.. • • • • 
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FROM THE EDITOR 

THE FREE GEAR SCAM! 

Most of us consider ourselves pretty street-smart. We're wary of scams and con 
artists. Few of us really think we're gonna win that sidewalk three-card monte 
game, or will give out ATM passwords or credit card numbers over the phone 
to someone posing as a "bank examiner." However, the audio industry is rife 
with self-interest to all degrees, and lately, audio scams have been on the rise. 

Besides obvious crimes (such as credit card fraud), one popular scam is ob-
taining free gear. Targeted mainly at smaller, high-end manufacturers (but oc-
casionally hitting larger companies), the scamster calls up a manufacturer and 
asks for some loaner equipment. There are several variations on this: One fel-

low called several companies from a ficticious audio magazine, saying they were 
just about to go into production on their rust issue and needed some gear for 
a cover shoot. He went on to say that they already had gear from several promi-
nent audio suppliers, but somehow company "XYZ" (your chief competitor) 
didn't deliver the gear in time. The scamster went on to say he was so upset 
with XYZ "flaking out" that he calls for your gear instead and needs it sent 
overnight. Mindful of this wonderful "cover" opportunity—and, of course, a 
chance to outdo a rival—the manufacturer sends the gear out, and it is never 
to be seen again. 

Sometimes, people simply call manufacturers saying they need products to 
review in well-known magazines. In such cases, a quick call from the manu-
facturer to the magazine's staff can verify such claims. A somewhat more cre-

ative approach came from a person who claimed he was assembling gear to be 
spotlighted in a textbook on audio production. His M.O. was fairly slick—even 
going so far as to send a detailed book outline, making his scam appear more 
legitimate. Several manufacturers fell for that one. 

If all else fails, the tried-and-true "steal-it-from-a-tradeshow-booth" method 
is fairly effective, especially at a show like AES, where anyone can walk in off 
the street, plunk down a couple bucks for an exhibits-only pass and leave with 
a coat full of microphones. AES has never required walk-up registrants to show 
proof of ID, so just fill in a phony name and no one's the wiser. 

Studios are also on the hit list, and this goes well beyond the thieving band-
member who tosses a direct box into a gig bag on the way out of a session. 
Studios need to be vigilant, particularly about bookings from unknown people 
who may call requesting a late-night session when an engineer or studio own-
er is working alone. There have been numerous incidents—including a murder 
a few years back—where the intent was to rob the studio, and both larger fa-
cilities and project rooms are at risk. 

The studio can be a fun, creative environment where the last thing we need 
to think about is getting ripped off. However, a little precaution—a serial num-
ber list, some extra locks, an alarm and maybe even a little common sense— 

pays off. Mix maintains an online Stolen Gear Registry list (www. 
mixonline.com), but, as always, an ounce of prevention is better than a pound 
of crime. 

George Petersen 

MIX magazine is affiliated with Subscriber Privacy Notification: 
mix makes our subscriber list available to carefully screened com-
panies that offer products and services that may interest you. Any 
subscriber who does not want to receive mailings from third-par-
ty companies should contact the subscriber service department at 
800/532-8190 ( U.S.), 740/389-6720 (outside U.S.), and we will be 
pleased to respect your wishes. 
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SONY 

"What a great machine!" 
- ROGER NICHOLS, Grammy Award Winning Engineer/Producer, www.eqmag.corn 

"The R100 packs more creative power per sample than most full size digital consoles." - BRUCE BOTNICK 

HOW DO YOU EVALUATE 
A DIGITAL MIXER? 

LISTEN. 
"Sony clearly broke the mold with the DMX-RI00.A dramatic improvement over other small digital consoles." 

- JOHN NEWTON, Grammy-nominated engineer and owner of Soundinirror, 

"We loved it... sonically beautiful and clean...the best small-format console ever... 
outstanding performance, execution and design." 
- ROBERT MARGOULEFF and BRANT S. BILES, Proprietors of Mi Casa Multimedia Inc. 

"This is the first digital console of this size that sounds this good. 
What goes in comes out. The R100 is right on the money" 

-TOM LAZARUS, Engineer and owner of Classic Sound, NYC 

"...pretty fantastic...rave reviews.., incredible sonic integrity...and 
incredibly easy to learn and operate...a new generation of digital console." 

- DENNY PURCELL, Award-winning mastering engineer, President - Georgetown Masters 

"Sounds great, reliable and easy-to-use." - ALLEN SMITH, Chief Engineer, Soundtrack Boston 

etesseeees444,4414.4444444 

The DMX-R100 is changing even the exoerts' opinion of what to expect from monitoring; and a high resolution touch screen that becomes an extension 

a compact, affordable digital console.A full input module with a knob for every of your hands. The next thing to do is go out and hear one for yourself. In 

key function; selectable high sample rate operation; 5.1 surround mixing and the meantime call today and we'll send you a brochure and tutorial CD-ROM. 

DMX-R100 
I -800-472-SONY ext. DMX 

www.sony.com/proaudio 

_,)200 I Sony Electrones inc. Reproductlon Oyen pereosPon s prohtited All nghts reserved. Sony n a Sndernark e Soo, 
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FEEDBACK 

The vertical coverage of a curved line 

array (left) and a straight array. 

DEMYSTIFYING LINE ARRAYS 

Thank you for the excellent article on line 
arrays [March 2001]. We would like to fur-
ther clarify the issues surrounding sharply 
curved "line arrays." 

Real-world line array loudspeakers use 
"classical" line array theory only in the 
low and mid frequencies, where it is prac-
tical to control driver size and spacing so 
that constructive and destructive interfer-
ence can provide directional control. At 
high frequencies, all use some form of 
waveguide (or horn). To prevent multiple 
arrivals and match the directional charac-
teristics of the low and mid frequencies, 
this horn must have a very narrow verti-

cal pattern and a wide horizontal pattern. 
Because of this requirement, radically 

splaying cabinets in a line array system 
will necessarily result in hot spots and 
areas of poor high-frequency coverage. 

Indeed, every different degree of curva-
ture would require a different horn design 
if smooth coverage is to be assured. 

The accompanying plots illustrate this 

point. The left column shows the vertical 

coverage of a curved line array and the 

right of a straight array. In each case, the 

high-frequency horn has a 45° (±22.5°) 
vertical pattern, chosen in an attempt to 
make the curved array work. 

For the curved array, the relatively 
wide vertical pattern of the horn aids in 
spreading the high frequencies, though at 

the cost of significant lobing. Furthermore, 
the array remains very directional at fre-
quencies below 1 kHz, because the cur-
vature is trivial relative to the wavelength. 
This behavior will result in very inconsis-
tent coverage, with a large proportion of 
the coverage area "seeing" very little low-
frequency energy. 

The right-hand column shows that the 
wide high-frequency horn is unsuitable 
for a straight line array. While the lows are 

well-behaved, the pattern at 1 kHz and 
above features strong vertical lobes due to 
interference. These can be expected to 
excite the reverberant field excessively 
and thus destroy intelligibility. 

Luckily, there is nothing special or dif-
ferent about the soundwaves that line ar-
rays propagate. It is, therefore, entirely 
possible for skilled professionals, working 
with the right tools, to integrate other 
types of loudspeakers seamlessly for 
downfill coverage, as long as their phase 
response matches that of the line array el-
ements. This practice eliminates the need 
for radical curvature and its attendant 
problems and properly uses the line array 
for what it handles best: long throws. 

John Meyer 
Meyer Sound 

IMPARTIAL OBSERVER 

I'd like to express how much I enjoy read-
ing your magazine, and I want to say 
thanks, in particular, for the New Media 
Special in the February issue. The "File 
Transfer Technologies" article was quite 
well done, but I do want to comment on 
an item in the "Jargon Guide" that, in my 
opinion, only told half of the story. 

You define Virtual Private Network as 
"...virtual private connections over an un-
secure public network," but I know of at 
least one exception: The WAM!NET fiber 
network, marketed to the fields of enter-
tainment media production/post-produc-

tion by MasterMind company Broadness 
(where I just happen to be VP of market-

ing) is among the world's largest and most 
secure privately owned and managed 

fiber backbones. It offers password-pro-
tected private connections over a man-
aged global network that utilizes multiple 
firewalls, security checkpoints and SSL 
password protection, and that monitors 
and reports any security breach attempts. 

The media production community can 
securely store, catalog, view, retrieve and 
distribute digital assets (such as video or au-

dio masters) via a "library" within WAM! 
BASE, a near-line digital archive housed in 
two mirrored, redundant, super-computing 
storage centers that are geographically dis-
tant from each other. I hope you'll provide 
clarification of the VPN category by includ-
ing this letter in your "Feedback" section. 

Andy Myers 
Broadness, LLC 

THE PRICE OF ART 

M one who happily looks forward to my 

quarterly BMI checks, Stephen St.Croix's 
sermon regarding the proliferation of In-
ternet music piracy had me initially saying, 
"amen." 

And then, as the column segued into 
the writer's vision of a bleak artistic future, 
my mind began to wander, and I began 
to imagine an altogether different road we 

may take. As one who appreciates the 
positive power of music—and laments the 
sad state of the modern mega-corporate 
entertainment biz—there's something ap-
pealing about crippling the market-driven 
system that has loosed the likes of Britney 

Spears and the Backstreet Boys upon an 
unwitting world. Take away the profit mo-
tive, and the only people making and dis-
tributing music will be artists with some-
thing to say. The new stars will not be the 
fresh, sexy faces that the marketing de-

partment has decided to sell to teens, but 
songwriters and bands making art for art's 
sake. For that kind of future, I would glad-
ly give up my royalties. 

Mike Baber 
Via e-mail 

Send Feedback to Mix 

mixeditorial@intenec.com. 
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firewire . audio is here! 

now shipping... 
MO'Tu828A, 

The MOTU 828 audio interface connects directly to a FireWire port — no PCI or PC card required 
• 8 channels of 24-bit TRS analog in/out with over 40dB of front panel trim • includes 2 rric/guitar-preamps with 48V phantom power 

• 8-channels of 24-bit ADAT optical in/out (switchable to optical S/PDIF) • RCA S/PDIF in/out • ABAT sync input for sample-accurate transfers and timecode 
synchronization • CueMix Plus' no-latency monitoring of live inputs • separate front-panel volume control for main outs and monitor levels 

• Includes AudioDesk workstation software for MacOS and ASIO/VVDM drivers for all audio software for MacOS and Windows 98SE/Me/2000 • $795 

wie 
MOTU, Inc. • 1280 Massachusetts Avenue • Cambridge MA 02138 • 617-576-2760 • 617-576-3609 fax • vvvvvv.motu.com 

All trademarks are property of their respective ovvriers. 



PROFESSIOrim AUDIO NEWS AND1111111EVITENTSn 

HIT FACTORY CRITERIA GRAND OPENING IS A HIT 

The Hit Factory Criteria Miami held 

its grand opening bash on April 23. 

The lavish party, held in the newly 

resurfaced parking lot of the six-stu-

dio facility, was a star-studded event. 

Many of the luminaries there under-

scored the history of Criteria Studios, 

the Miami landmark that the New 

York-based Hit Factory acquired in 

January 1999 and spent the past two 

years renovating and revamping (in-

cluding the replacement of hard-

wood floors damaged by torrential rains last fall). 

On hand was Tom Dowd, who has produced scores of 

hit records (Aretha Franklin, Eric Clapton, Allman Brothers) 
at the former Criteria since the 1960s. Criteria founder Mack 
Emerman (profiled in Mix, October 1999) was also present, 

At the Hit Factory grand open, from left: 

Janice Germano, owner of Hit Fa*ry Studios, 

Troy Germano, executive VP at Hit Fcieiory Studios, 

and Fred Davis, attorney at Davis Shapiro & Lewit 

as was engineer Eric Schilling, pres-

ident of the Miami NANAS chapter. 

Not present and sorely missed was 

• Hit Factory president Ed Germano, 

who was ill. Other Miami studio 

managers and owners were also in 

attendance, including Crescent Moon 

manager Kevin Dillon and Ocean VU 

owner Victor Di Persia. 

At least one or two of the facility's 

six studios were online during the ren-

ovation, according to longtime studio 

manager Trevor Fletcher. The New York and Miami Hit Fac-

tory facilities are complementary, he added, noting that each 

location has many identical consoles, including the SSL 9000 

J, Euphonix System 5, Sony Oxford and vintage Neve 8078. 

—Dan Daley 

NEW COUNTRY MUSIC HALL OF FAME AND MUSEUM OPENS 

The grand opening ot the lic‘‘ S3- million Country Music 

Hall of Fame and Museum in downtown Nashville opened 

on May 17, before a crowd of celebrities, industry execs and 

country music fans. Recording artists on hand for the event 

included George Jones, Vince Gill, Marty Stuart, Emmylou 

Harris and Kathy Mattea. Through new films, vintage video 

NOTES FROM THE NET 

Popular songwriters and recording artists Randy New-

man, Torn Waits and members of the rock band Heart 

filed a $40 million federal copyright infringement suit 

in Los Angeles against San Diego, Calif-based 
MP3.com Inc. 

The suit alleges that MP3.com willfully infringed upon the 
copyrights of hundreds of songs written by these artists when 

MP3.com copied tens of thousands of CDs onto its comput-

er servers as part of the My.MP3.corn service. 

In other news, Vivendi Universal acquired the company 

for $5 a share, or approximately $372 million in cash and 

stock. MP3 corn will maintain its role as the premier distrib-

utor of music on the Internet and will continue to feature 

content from all record labels and from independent artists. 
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clips, live performances, dramatic exhibits 
and lots of music, the Country Music Hall 

of Fame and Museum will present the 

epic story of country music from its 19th 

century Southern origins to its 21st century global populari-

ty. The building is open to the public, and admission is free. 

Additionally, the service is also a candidate for Duet, 

the joint venture between Vivendi and Sony Music to 

create an online digital music subscription service due 

out this summer. Michael Robertson, MP3.com 
founder, chairman and CEO, will become special ad-

visor to Jean-Marie Messier, chairman and CEO of Vivendi, 

with regard to Vivendi's digital distribution. 

"We will continue with our current MP3.com pursuits, but 

also work with our new partners to innovate subscription 

systems and music offerings that reach a global audience 
across many devices," said Robertson. 

The transaction is subject to regulatory approvals, ap-

proval by the MP3.coni shareholders and other customary 
closing conditions. 



Industry News ON THE MOVE 

The new executive director of client relations 

for Hit Factory (NYC) is Zoe Thrall, formerly 

of Power Station/Avatar...TGI North America 

(Kltchener, Ontario) strengthened its profes-

sional sales team with the addition of Bruce 

Myers, who will work for Tannoy and OPA 

products. The company also announced the 

addition of Peter Beacock as marketing and 

technology manager.. SRS Labs Inc. (Santa 

Ala, CA) welcomed back its original co-

founder Jim Lucas as the new director of 

sales...Veteran sound mixer and engineer 

Matt Foglia joins Postvvorks, New York 

as chief audio engineer.. Charles M. 

Salter Associates Inc. (San Francisco) pro-

moted Brenda R. Yee and Elie A. VIM to sen-

ior consultants...EMusic.com (Redwood City, 

CA) hired Peter T. Johnsmeyer as its new VP 

of sales.. Yamaha (Buena Park, CA) promot-

ed Chris Gem to corporate director of artist af-

fairs...Bethlehem, Pa.-based Angel Moun-

tain Sound welcomed George Hagoannou, 

new VP of the pro audio sales division...Greg 

Hogan has been promoted to Lexicon's (Bed-

ford, MA) technical sales manager/field appli-

cations engineer for North America, while 

Scott Pizzo was appointed product specialist 

for professional products in North Amer)-

ca... Former regional manager for the North-

east, Bob Belcher was promoted to VP re-

gional manager for the Northeast at Guitar 

Center (Agoura Hills, CA), and Brian Thoryk 

was promoted to VP regional sales manager 

of Southern California.. Steven A. Appel 

joined 615 Music Companies (Nashville) as 

manager of the Western region. In other com-

pany news, songwriter/publisher Randy Hart 

has been named regional sales representative 

for the Northeast region.. Polar Focus (Hadley, 

MAI welcomed Kevin Green to its staff, where 

he will work in technical sales, CAD support and 

developing the company's new manufacturing 

facility...Genelec (Natick, MAI new appoint-

ments: Bruce Bartone, national sales manager 

for professional products, and TuomoTolonen, 

administrative assistant of sales and marketing 

for professional products...Working out of 

Penn Industries' Maplewood, N.J. office, 

Frank Riordan is the new national sales me,-

ager for the lighting and audio division.. .The 

new inside sales manager over at GSC (Costa 

Mesa. CA) is Gina Bergmann...Bay Roads 

Marketing (Sharon, MA) will serve as sales 

representative for Aphex's (Sun Valley, CA> 

products in upstate New York.. Filling the new-

ly created position of sales director at CM. Sys-

tems (Tempe, AZ) is Hen k Mensinga 

Who: Joe Lamond 

New Position: president and CEO of 

NAMM 

Previous Lives: 

• 1998: joined NAMM, director of 

market development, where he devel-

oped a number of projects, including 

the "Einstein Advocacy Kit," Weekend 

Warriors program and the New Hori-

zons Band project 

• Executive director of the American 

Music Conference 

• Executive VP of Skip's Music Inc. 

(Sacramento, Calif.) 

• Performed on tour as a drummer 

• Songwriting contract with CBS 

• Production manager for Todd Rund-

gren and other touring bands 

In my CD changer right now..."Dave 

Matthews Band Befbre These Crowded 

Silvers (Carter Beauford is amazing!), 

Grammy Nominees 2001 (required 

homework for communicating with my 

children), XTC Skylarking (magical 

combination of band and producer) 

Annie Lennox Medusa and Disney's 

Tarzan soundtrack (Phil Collins inspires 

CORRECTIONS 

another generation of drummers, in-

cluding my 4-year-old)." 

My favorite concert was--- --Way too 

many to list. There is something primi-

tively satisfying about hearing a kick and 

snare through a huge sound system." 

I got involved with NAMM when..."I 

attended my first NAMM show in 1983, 

and had been a retail member up until 

joining the staff in 1998. To me, NAMM 

represents the unlimited potential of our 

industry to positively change the world 

through music." 

The best part of my job that I do 

each day is..."I get to work directly with 

the most talented, creative people in 

the world." 

In the May "Coast to Coas," the New York Metro" misidentified personnel at Sound on Sound. Fred 

Samalin should have been Rich Samalin and Cynthia Davis should have read Cynthia Daniels. 

In the "NAMM Report" (June, 2001), Bruce Davies name was misspelled. 

In the June "Class of 2001" feature, we ran an incorrect photo for Bogart Recomfing. Here is 

the correct photo of 

the room, with text: 

This new studio in 

North Miami, Fla., 

opened in March 2000, 

was acoustically de-

signed by Andy Munro 

of Munro Associates 

and Dave Malekpour of 

Pro Audio Design. The 

live room's 16-foot ceil-

ings, stone walls and 

hardwood floors wel-

come the likes of the 

Backstreet Boys, Mari-
ah Carey, Gloria Estefan, KISS and Prince. The control room is based around a 56-input SSL 4000 G 
Series console and two °taxi RADAR Il 24-bit digital mcorders (48 tracks). Monitoring is through cus-

tom Dynaudio C4A and MI near-fields. The studio is also equipped with Pro Tools 5.1 with Pro Con-

trol (64 tracks) and Apogee ADrDA conversion, as well as a healthy array of outboard gear. 

Also in the "Class of 2001," the caption for Studio Atlantis incorrectly identified the console. The 

room, which housed a Neve, now features an SSL 9080 J Series console that was installed in June 2(1•11 

In last month's NAB 2001 coverage, the caption for the Soundtracs D4 was misidentified. 

Mix regrets the errors. 
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ON THE COVER 

Georgetovvn Masters-

by Rick Clark 

1 n a time when many popular music re-

leases equate the concept of good mas-
tering with how loud the music can be, Den-

ny Purcell's work exudes a dynamically rich 
and articulate musicality. Instead of having 
every sound in your face, Purcell merely re-
fines the intrinsic nuances of the source so 
music can truly happen. 

Since 1985, Purcell has been president 
and chief mastering engineer for Nashville-
based Georgetown Masters, one of the 
finest mastering facilities on the planet. The 
upstairs room, pictured on this month's cov-
er, has now seen more than 30 DVD-Audio 
projects pass through in the past year. 

Over the years, Purcell has earned more 
than 500 Gold and Platinum albums. At var-
ious times, Purcell's work has shown up on 
as much as 50% of the country charts, 50% 
of the inspirational charts and 20% of the 
pop charts. With a work load that averages 
around 250 albums a year, Purcell's master-
ing credits total over 7,000 albums by artists 
including Neil Young, Garth Brooks, Paul Si-
mon, Yo-Yo Ma, Willie Nelson, Keith 
Richards, Bela Fleck, Trisha Yearwood, John 
Prine, Phish, Chet Atkins, Mark Knopfler, 
Tom Petty, Faith Hill, Donna Summer, 
George Strait, Van Morrison, Vince Gill, 311, 
Cibo Matto, Kansas and Dire Straits. 

"My upstairs room, thank God for Nor-
bert Putnam [co-founder of Georgetown, 
along with Purcell and Ron Bledsoe], is back-
ward to everybody," Purcell says. " It's also 
not a pro audio room. It's an esoteric room. 
You sit in my room with nothing between 
you and the big speakers. That's why you 
can hear everything. And then when you 

want to work on or check the music, you 
refer to the small monitors. When I first built 
this room, my clients would ask, 'Why is 
your console backward?' And I said, 'Be-

cause I don't want early reflections of the 
console. I want to hear the music solely 
through the speakers.' And then clients usu-
ally have this puzzled look on their face and 

say, 'Shit! I never thought about that!" 
With decades of this level of success, 

many of the world's finest high-end profes-
sional designers, inventors and manufactur-
ers have sought to place their gear in Pur-
cell's mastering facility. It's a case of quality 
attracts quality. Even though one can find 
gear by such manufacturers as M&K, Meit-
ner, Microsoft, Nordost, Nova, Pacific Mi-

crosonics, Parasound, Pass and 
Sony, Georgetown is also ex-
ceptionally outfitted with one-
of-a-kind proprietary gear. So, 
naturally, it's no surprise that 
Georgetown has, for the last 
four years, been at the fore-
front of the developments for 
surround sound. 

It started four years ago, 
when Rory Kaplan (executive 
producer/A&R of DTS) came to 
Tony Brown (MCA Nashville 
president) with the intention 
of striking a deal where a number of MCA 
titles would be remixed 5.1 and encoded 
DTS surround. Brown had the foresight to 
get involved and handed the surround mix-
ing work to ace mixer and producer Chuck 
Ainlay, who, in turn, entrusted the master-

ing to Purcell. The undertaking resulted in a 
windfall of surround mastering work for 
Georgetown. 

"It was because of these people that I re-
ally began doing surround," Purcell ac-
knowledges. "Thanks to DTS, I was able to 
do a large body of work at the onset of all 
these 5.1 releases." 

Georgetown has been doing a consider-
able amount of DVD-A mastering, including 
recent jobs on legendary catalog titles such 
as Neil Young's Harvest, Van Morrison's 
Moondance, The Fabulous Thunderbirds' 
Live and more recent ones like Mark 
Knopfler's multi-Platinum Sailing To Philadel-
phia. Next up is John Prine's Sessions with Iris 
Dement. "These opportunities have come 
thanks to my good friends Elliot Mazer, El-
liott Scheiner, Ed Cherney, Chuck Ainlay, 
George Massenburg, John Prine, Al Bunetta 
and Dan Einstein," says Purcell. 

Georgetown is currently averaging one 
or two 5.1 projects per week. Untii now, 
Purcell has had to move the 5.1 setup into 
his big 2-channel mastering room; a time-

consuming undertaking for each surround 
project. But with the rapid influx of sur-
round projects, it quickly became apparert 
to Purcell that Georgetown needed a per-
manent surround mastering environment. 
To help achieve that goal, Purcell brought in 
high-end audio whiz-kid, and old friend, 
Rick Loomis. 

"Rick's an esoteric audio romantic and a 
really passionate music colleague," Purcell 

Denny Purcell in the sweet spot of his future 5.1 home 

says. "Somehow, through the grace of his 
helping me, I think we're going to end up 
with a 5.1 room like no one has ever built." 
Purcell lights up with excitement as he talks 
about his new room, which will also be set 

up with a $75,000 screen and projection 
components. 

"Basically, the Nova monitors in the 
downstairs surround room weigh between 
300 and 600 pounds each. Each will be on 
tiptoes," continues Purcell. " Behind each 
speaker will be a sheet of granite with Para-
sound John Curl Signature Series monoblack 
amplifiers and two feet of speaker wire. The 
AD/DAs are exclusively Pacific Microsonics 
Model Twos connected to the Meitner 
switchman. All wire interconnect are done 
exclusively with Nordost Quattro Fil wire. 
There will oe nothing in the room except a 
small-footprint digital or analog console if I 
am mastering. If Eric Conn, my editing engi-
neer, is in there, he'll have a keyboard and a 
flat screen. That's it. So in theory, there's 

nothing ir the room with you except moni-
tors and a control source that operates the 

gear. All Me machines being controlled are 
in a rear machine room with no windows, 
just color cameras with flatscreen monitors." 

As of mid-spring, Georgetown has com-
pleted 29 surround projects, with many 
more coming. "We're getting ready to do 
Neil Young's After the Gold Rush, America's 
self-titled debut album and The Band's The 
Last Waltz," says Purcell, adding that short-
ly thereafter, he will begin work on the long-

awaited first eight Neil Young albums. More 
to come... Updates to follow. 

The Georgetown staff is: Don Cobb, stu-
dio manager; Denny Purcell, president/chief 
engineer; Carlos Grier, production/editing en-

gineer; and Eric Conn, editing engineer. al 
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Finland — 
where-all 
Genelec's 
are made 

Did you realize that Genelec offers more 

monitoring solutions for your multi-

channel surround needs than any other 

professional loudspeaker company in the 

world? It's good to have a lot of choices: four differ-

ent main soffit- mounted systems, three tri-amp 

systems, four bi-cmos, and three subwoofers. All 

fourteen feature line level crossovers, room response 

controls, direct- coupled amplifiers and protection 

circuitry. All come with more than 20 years of active 

monitoring expertise and the intrinsic quality that 

will make you feel confident about your work again. 

Perhaps even passionate. 

When L.A.'s busy Los Angeles School of Film 

recently renovated their rrair dubbing stage, they 

Les areeles Film School, Haywood, C4 

selected Genelec monitors to satisfy the diverse 

needs of a teaching institution's audio post- prod-

uction instructors and students. For main 1- C-R 

monitoring, they chose an array of our 1038AC's — 

industry renowned for their high- output, dynamic 

headroom, sonic accuiacy, and precise, stable imag-

ing. For additional surround monitors, Model 1031A's 

were selected. Each active system is a st: perlative 

audio solution designed and manufactured by a 

professional monitor company with more real- world, 

multi- channel surround expertise than anyone else. 

Audition a Genelec 5.1 system. Listen to your 

ears - and your peers. Because if you're making sound 

decisions for your facility, it's as good a t,rne as any 

to make your sound as brilliant as your vision. 

GENELEC® 
ACTIVE MONITORING 

The Whole Truth and Nothing But The Truth' 

Genelec Inc., 7 Tech Circle, NotIck, MA 04760 508/652-0900 Far 308/652-090 1 www.gene ec.com 

Genelec CY, Olvitie 5 FIN- 74100 Ilsolmi, F nlend • 358 17-83881 Foc•358 17-812267 



THE FAST LANE 

I HAVE A DREAM 
JUST SAY " te' 

ILLUSTRATION. ANDREW SITACHAT 

11- et's stop all this screwin' around 
right here, right now. Let's stop 

.. inventing formats or, worse yet, 
accepting the ones that have been 
invented by confused, misguided 

marketing grunts who are only try-
ing to make sure that their kids get 
to go to a nice private school where 

they won't be exposed to illegal 
drugs, and, if they are, they can bask 
in the comforting glow of knowing 
that they will be really, really good 
drugs. 

Let's bring to a well-deserved 
screeching halt those endless hours— 

hell, those endless weeks—of learning 
our control rooms so that we can tell 
ourselves, and then our clients, that 
what we hear in our places today will 
translate perfectly to the end-user's 
system tomorrow. I mean, how much 
does it take to look your client in the 

eye and say, "I guarantee this will 
sound exactly the same anywhere. . 
every day?" 

Let's just say No to embarrassing-
ly expensive mixing desks that prom-
ise to have the sweetest summing 
buses on Earth. No to the insecurity 

of working all night without know-
ing if the mix is really the "right" one 

to pop to the top. 
Let's blow off all this 5.1, 7.1, 

7.1.5, 9.05 LFE and any other multi-
channel bull. Admit it: If you exhibit 
any taste at all when you mix for 5.1, 

then you are accused of wasting the 
format's awesome surround potential 
or, even worse, of "not understand-
ing" how to mix for surround. 

But if you do use it and fly a few 
effects around or place some audi-

BY STEPHEN ST.CROIX 

ence image behind the listener, you 
are a crass, gimmicky engineer who 
should certainly be banned from the 
local sushi bar. Not to mention the 
crap your kid is gonna catch from 
any non-hearing-challenged class-
mates who happen to buy the CD. 

Nah. Let's dont do it anymore. Let's 
stop the insanity before it ruins our 

lives and we get so stressed that we 
all go out and buy Poisches in the 
midst of our pathetic mass confusion. 
Porsches! The Official Badge of the 
Misguided 

REMEMBER QUAD? 

WELL, DO YA? 

Well, I do, and I have no intention of 
putting my family or my living room 
through that fiasco again! 

So let's get to it. let's refuse to mix 
for multichannel formats. Wait! Yeah, 
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INTRODUCING THE ALL -NEW 

FAIRLIGHT MERLIN 48 -TRACK 

DIGITAL MULTITRACK RECORDER. 

NOW YOU RE REALLY READY TO PUT MAGIC 

INTO ALL YOUR RECORDING PROJECTS. 

MERLIN LETS YOU RECORD 48 TRACKS OF 

STUNNING AUDIO WITH 24 -BIT RESOLUTION 

AT ALL STANDARD SAMPLING RATES AND 

ALLOWS SEAMLESS, GAPLESS PUNCH -IN 

AND PUNCH -OUT RECORDING ACROSS ALL 

4E1 TRACKS SIMULTANEOUSLY TO A 

SINGLE HARD DISK. 

POWERED BY THE WORLDS BEST SOUNDING 

DIGITAL AUDIO ENGINE, MERLIN EMBODIES 

EVERYTHING GREAT ABOUT ANALOG 

MULTITRACK RECORDING BUT 

WITH THE INTEGRITY OF 

DIGITAL, THE SPEED OF NON -

LINEAR AND THE CREATIVE 

POSSIBILITIES OF DISK -BASED 

EDITING. FEATURING A SCROLLING 

WAVEFORM DISPLAY ACROSS ALL TRACKS, 

POWERFUL AUTO- LOCATE FUNCTIONS, 

SMART RECORD MODES AND CLIP/TRACK 

NAMING FUNCTIONS AS STANDARD AND 

BOASTING ULTRA- FAST BACKGROUND 

BACKUP. 1 28 TIMES ClVERSAMPLING , 

UPGRADEABLE TO 96KHZ. AND MORE 

EDITING POWER THAN ANY DIGITAL 

RECORDING SYSTEM EVER CREATED, 

MERLIN OUTPERFORMS YOUR 

WILDEST EXPECTATIONS 

OF WHAT A MULTITRACK 

RECORDER CAN DO. 

T 

1(800) 4-FAIRL1GHT 
www.merlin-4.fairlightesp.corn 



THE FAST LANE 

that's it. Why be arbitrary? Why go halfway? 
Yes, it has all just become crystal-clear to 
me (even though I didn't go to private 
schools). Hear we go. 

Let's refuse to mix at all! 

No, wait, I'm serious. If we all band to-
gether, we can pull this off. And if we ex-
amine the ramifications carefully, we see 
that everybody benefits, everybody gets 
what they want, even if it's a porsche 
(ugh!). 

Let me outline the myriad advantages 
of abandoning mixing altogether: 

1. Engineers will be happier. Engi-
neers spend a lot of time learning how to 
mike and track, how to compress, limit, 
EQ and gate. Then they spend a bunch 
more time learning how to mix—how to 

handle all the details technically, how to 
push the hardware for the right balance 
of interactive IM and other undefinable 

nonlinear factors. And good engineers 
spend lifetimes learning to predict what 

their mixes will sound like in every car, 
on every radio and in every room on 

Earth. Not to mention that they are con-
stantly monitoring hit releases to see what 
"sound" is selling this week and then try-
ing to figure out how they can do the 

same thing, only not the same...You 
know. 

It's friggin' endless! 
Now, if we didn't have to mix at all, 

we could just do the tracking and be done 
with it. No stress, no need for that em-
barrassing porsche. Win-win, for sure. 

2. Producers will be happier. I nev-
er really got into my most heated debates 
with producers in the tracking stages. No, 
this usually happens while mixing, where 
you want the best possible mix, and they 
want— well, they have their own agendas. 

go. Let's face it, the Talent is problematic. 
It's in their Genetic Contract. 

Wait. Let me stop and take a moment 
here to tell you that I am one of those mu-
sician/engineer/producer/writer/tech 
guys, so I feel comfortable slamming each 
of these groups. You will not escape today, 
my friend. 

So, on to the Talent. Musicians slave 
over a hot mic, tracking and tracking. 
They make every effort to set up their 
monitor mixes so they hear themselves 
200 times louder than any of the other 

We (the old farts) can mix albums 

the "Old Way" and show our kids what music 

used to sound like when it was still music. 

And they can show us the 

New "Grand Master" way. 

So I say, agenda, angina, let's call the 
whole thing offl No mix, no debate. 

Engineers and producers living to-
gether in harmony. It could happen. 

3. Artists will be happier. Here we 

tracks. This makes sense, as they need to 
be able to hear details in their perform-
ances. But, because they get used to this, 
in the studio and onstage, after a while 

—CONTINUED ON PAGE 201 
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XLR balanced input 
1/4" (6.3mm) TRS balanced input. 

Fully selectable low-frequency filtering: 
choice of 30Hz. Stereo (dual-channel) , 
parallel- input, or bridged mono 

operating modes. 

Fan cooling is provided. 
Overheat is mono protected 

Output connector for CHA & CUB, 

Output for bridge connection. 

Overloaded reset. 

LED indicators for signal and clip. 
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• EQUALIZER • a VERB • CROSSOVER 

• COMPRESSOR / EXPANDER / LIMITER 

• PLL SYNTHESIZED EIREI,ESS MIC. SYSTEM 

• IN EAR MONITOR SYSTEM 

These rugged fan-cooled, 2-channel. 2-RU amps provide 

high-Value performance and power in a strong compact 

chassis. The series comprise three models: the PSA-3530 

PSA-3800 and PSA-31300. 
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MORE 

Pro Tools 24 
Ultimate Power. Infinite Possibilities. 

www.digidesign.com/mixcubed 

TO YOU 

With the new 

Pro Tools 24 MIX' 

system from Digidesign, 

there's no stopping you. 

Mix and process your 

audio using the most 

TOOLS 

sophisticated dedicated 

hardware system ever 

and the power of your 

computer, simultaneously. 

Enjoy the best of 

both worlds. 

cligidesigre 

5/01. Digidesign and Pro Tools124MIX are trademarks or registered trademarks of Avid Technology, Inc, o, its subsidiaries or divisions. Avid 



INSIDER AUDIO 

IT'S STILL ROTTEN SOUND TO ME 
THE AUDIO REVOLUTION WILL NOT BE STREAMED 

I
got fat pipes in my house last 
month. No, I didn't redo the 
plumbing or buy an old church 

organ: I got high-speed Internet ac-
cess. It's something I've been con-

sidering for a while, because I'm 

managing about a dozen different 

Websites these days, and the upload 

and download time on my 56k con-
nection (which was usually running 

at more like 40k) was killing me. 

The choice of what type of high-

speed access to get was, alas, easy. 

Even though I get about a dozen e-
mail and phone pitches each month 

for DSL, and even though I live only 

seven miles from downtown Boston 
and two miles from a large local 

switch, as it turns out, the switch that 
services /ny town is more than three 

miles away from me. So all of these 

breathless offers for DSL are worth-
less. Fortunately, my local cable sys-

tem was picked up by AT&T in its re-
cent multi-multi-billion dollar acqui-

sition spree, and the company has 
been upgrading it, slowly but surely. 

Recently, that process included put-

ting Internet access on the line that 
runs down my street. 

It's $50 a month it would be $ 10 
cheaper if I had cable TV, but I'm 
completely uninterested in wasting 
any more time in front of a CRT than 

I already do), and installation was 
free. Thanks to the previous owner 

and his six children, cable was already 

running through the house, so all the 

BY PAUL D. LEHRMAN 

technician had to do was put in a new 

drop from the pole on the sidewalk. 

He and I then tried to install AT&T's 

RoadRunner software, but we could-
n't, because the central office had giv-

en me the PC version—although they 
knew full well that I was using a Mac 
(it was on the work order). But the 

documentation wasn't too bad (al-
though it was wrong in one crucial 
place, which, fortunately, the techni-

cian knew about), and so I managed 

to configure my TCP/IP settings to 
recognize the new jetsons-style mo-

dem connected to my Ethernet port 
and be up and running in less than an 
hour. ("You've done this before," he 

said.) Considering all the technologi-

cal hells I regularly find myself in, I 
consider myself dam lucky. 
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Best Prices. Largest Selection. Amazing Service. Sweetwater 

!Ig Jc gear oc 
If you only shop at gour 

local music store. you're 

missing out on a lot! 

Sweetwater offers you: 

• The BEST pi ices! 

• The LARGEST voliety of 

top brands in stock and 

ready to ship! 

• FREE lifetime service 

and tech support by 

the industry's leading 

music specialists! 

• Hassle-free shopping! 

Hake the smart chóké for 
your music. Buy direct 

from Sweetwater today! 

— or — 

Visit our website: 

sweetwatercom 
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=  INSIDER AUDIO 

When it comes to moving text and, es-
pecially, graphics around, the improve-
ment in performance the new service 
gives me is nothing short of astounding. 
When I encounter a 1MB PDF file I want 
to read, I no longer have to plan down-
loading it around my coffee break—I just 
push the button, and in a few seconds 
I've got it. I no longer cringe each time I 
see the icon that tells me a Flash anima-
tion is about to load. And what's really 
enlightening is to see how huge the dif-
ferences are among Websites, which 
were masked by my old, slow connec-
tion: Some are as quick as my own desk-
top, while others are every bit as pokey 
as they were at 56k. 

It's also allowed me to join the online 
music revolution. I can actually grope 
around Napster in real time and check to 
see whether any of my stuff is on there. 
(It isn't). And I can listen to Internet 
radio. 

To take full advantage of my new 
pipes, I went out and bought one of 
those little "multimedia" speaker sys-
tems, with the cute subwoofer and the 
even cuter satellite speakers. It sounded 
very impressive with my portable CD 
player, so I hooked it up to my Mac's au-

dio output and called up the site for my 
favorite local public folk-music station, 
which has such a weird radiation pattern 
that the $400 Sony digital tuner in my of-
fice can't pick it up. 

Astute readers of this column may re-
call that four years ago, I complained 
mightily about the quality of Internet au-
dio. Well, you know what? The sound still 
sucks. In those days—eons ago, in Inter-

net time—it was remarkable that it 
worked at all. Like a talking dog whose 
grammar isn't very good, it was easy to 
overlook the crummy sound. But Internet 
audio isn't supposed to be a novelty any-
more—heck, we produce a whole maga-
zine devoted to it—it's supposed to be the 
delivery system of the future. 

Well, if this is the future, I'll stick to the 
past. My favorite station sounds awful. It's 
compressed all to hell, the bass is ridicu-
lously loud (I guess someone thinks the 
kids like that), there's no top end and I 
can't even tell for sure whether it's in stereo 

or not, because the separation is so weak. 
Worse, whenever I save something to disk 
(like right now, as I back this paragraph 
up), it stutters, and every five minutes or 
so it stops dead—sometimes for only 10 
seconds while it rebuffers, and sometimes 
for 10 minutes or more because of "prob-
lems with your network connection." And, 

sometimes, it crashes my computer. 
Other Net radio stations I've sought 

out, whether they're re-broadcasting over-
the-air signals or are Web-only services, 
don't fare any better. Half of them are al-
ready going at full capacity when I sign 
on and won't accept any more connec-
tions, while half of the rest require some 
unnamed extra plug-in for my player, 
which, when I try to download it, "is not 
available" for my "browser's version." And 
one service that boasts 150 channels 
makes me listen to a goddamn 30-second 
commercial each time I switch channels— 
hardly encourages surfing, does it? 

And while the Net was supposed to 
open up all sorts of new channels, as I 
write this, the selection of on-air radio sta-
tions is actually getting smaller. Some 500 
commercial radio stations have recently 
been pulled off the Internet by their cor-

Internet audio 

isn't supposed to be 

a novelty anymore— 

it's supposed to be 

the delivery system 

of the future. 

porate overlords because of concerns 
over rights. This isn't a Napster-like prob-
lem, because the rights they're worried 
about are not those of the artists or song-
writers, or even record companies whose 
material they play. No, it's concerns over 
the rights of the announcers and singers 
on the commercials they run, whose 
union is demanding that they get paid ex-
tra for the re-broadcasts. We do live in 
strange times. 

But at least re-broadcasters actually 
sound like radio stations. When you listen 
to the Web-only channels, you have no 
idea where they're actually coming from. 
There's nobody home—wherever home is. 
There are no announcers or even ads; just 
generic IDs, which make them kind of 

spooky, in a Muzak-like way. There's sup-
posed to be text on the screen that tells you 
what song is playing, but it often disap-
pears after the first song (at least in my 
browser), and when it does re-appear, it's 

out of sync by several minutes. Despite the 
heavy compression, the levels jump 
around from song to song—another indi-
cation that nobody's paying attention. The 
classical channels are the worst: Not only 

are they heavily compressed (most FM sta-
tions that broadcast classical music make a 
point of not compressing it), but the audio 
levels are ridiculously low, so what's com-
ing out of my cute little speakers sounds 
less like the Amsterdam Concertgebouw 
and more like the deep fryer at a greasy-
spoon. 

When it comes to a lack of imagina-
tion, these services make my local mega-
media-owned-and-programmed "classic 

rock" station look like the Library of Con-
gress—after three evenings of listening, 
I've heard everything in their rotation. 
One hundred and twenty channels, and 
there just ain't much on. To add insult to 
injury, every site that I even try to log on-
to leaves a little RealPlayer dummy file on 
my desktop, so after a half-hour of search-
ing for something decent to listen to, my 
screen looks like a flock of mutant blue 
pigeons flew over it. 

One of analog radio's better features 
is that when the signal is weak, you can 
still listen to it. When I teach audio theo-
ry, I point to radio as an example of how 
analog audio allows us to perceive 
sounds below the noise floor, because as 
a radio signal degrades, the hiss level 
goes up, but you can still hear the music. 
Listening to a Net radio station degrade is 
a very different experience: When traffic 
starts to build up, the codecs make the 
music sound like it's being processed 
through one of those old tube-frequency 
shifters they used to create alien voices 
on The Outer Limits. 

The really sad part about all of this is 
that it's not going to get any better any 
time soon. Part of it is the capacity of the 
Internet backbone. There will always be, 
as there always have been, a race be-
tween the Net's capacity to carry traffic 

and the amount of traffic it's being called 
upon to carry. Every year, some expert 
solemnly intones that, "in two years, we 
will have three times as much bandwidth 
as the nation will require," but, inevitably, 
the demand manages to catch up with, 
and usually exceed, the supply. 

But that's not even the biggest prob-
lem. That would be—as it has always 
been when it comes to feeding new me-
dia to the home—the "last mile." The so-
lutions available now, cable and DSL, are 
really stop-gap measures—ways for the 
local telephone companies (the "baby 
Bells") and cable companies to get high-
speed Internet service onto existing cop-
per without investing a huge amount of 
money. The long-term answer is going to 

be optical fiber. But getting a high-speed 
data signal on a fiber running under-
neath a main street is one thing, and get-
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0 to 360 in 531 
Introducing Media 51 
AMEK's solution for multiformat Music Recording, 
Post-Production and Broadcast. Media 51 specifically 
addresses the escalating need for multichannel audio; 
effortlessly mixing formats up to 5.1, whilst also providing 
comprehensive monitoring for external stems. 

• Mic Pre & EQ by Mr. Rupert Neve 

• Multiformat mixing up to 5.1 
• Monitoring for up to 4 external stem mixes 
• Supertrue'' fader & switch automation 

• Visual FX 

• Virtual Dynamics' 

Media 51 has evolved from AMEK's proven ergonomics 
and design. This not only guarantees a short learning 

curve, but also provides an intuitive and flexible 
introduction to the world of surrOund. 
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• Recall 
• Optional Joystick 

Audition the first-class surround capability 
and pure sonic performance of the Media 

51 today and experience its true value. 
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"...the HDR24/96 is a 

stunning development 

with excellent sonic 

quality, an extensive 

feature set and 

versatile file manage-

ment... it's easy to use 

and priced right. 

This one rocks!" 

George Petersen 
4141 Mix Magazine March 2001 
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RECORD! EDIT! CREATE! 
P in the HDR24/96 Recorder/ 
F Editor and start recording. No 
computer to boot up. No hardware and 
software configuration nightmares. No 
compromises like settling for 20-bit 
audio or just eight tracks at a time. 

Recording's easy with the HDR24/96. 
Simultaneously record twenty-four 

tracks of 24-bit digital audio...without 
waiting for lock-up, tape 

shuttle or CPU lag. Drop 
up to 192 
alter-
nate 

takes into "virtual 
tracks." Record onto affordable, 
removable media that you can swap in 
and out for each project. 
And do it all with your hands 

on a familiar, analog-style machine 
(or choose from two sizes of wired 
remotes) instead of resorting to myr-
iad mouse clicks. All basic functions 
are right on the HDR24/96 front panel 
including transport buttons and a 
Record Enable button for each track. 

Editing is easy with the HDR24/96. 
Plug in an SVGA monitor, keyboard 

and mouse, choose from 2x, 4x, 8x, 
12x or 24-track views and then watch 
them scroll smoothly past a centerline. 
Mark hundreds of cue points and 

four locate points for looping and auto-
punch-in modes. 
Use the mouse to "scrub" individual 

tracks, Cue, Punch and Loop points 
with continuously variable velocity. 
You can mark a segment (or mul-

tiple non-adjacent segments) as a 
region and then cut, copy and paste 
it anywhere — onto a blank track or 
right in the middle of an existing track 

If only life had 999 levels of 
undo. HDR24/ 
96's History list 
lets you take 
loads of creative 
chances. 

• 

pee. 

te....tettt 

without erasing anything (the part of 
the track after the insert just "slides 
down"). 
You can audition regions or modify 

their start/end points instantly, cap-
ture them as "sound elements" for 
later use or quantize them to user-
defined time grids. 
Create fade-ins, fade-outs and cross-

fades just by dragging and dropping 
them ...and then set their length 
by dragging the mouse. 
Add volume envelopes for simple 

level automation of regions or 
whole tracks. 
Then use Render Track to combine 

all or selected regions of a track just 
as you hear it complete with cross-
fades, volume envelopes, mutes, etc. 

Play with the HDR24/96. 
Play back twenty-four tracks of pris-

tine digital audio —instantly without 
any pause or lag time. It will be 
synched rock-solidly to everything 
in your studio — from MIDI-based 
sequencers to VTRs (via SMPTE or 

video sync). 
Then let your part-

ners, clients and 
friends "play" with 
your tracks anywhere 
in the world, thanks 
to the HDR24/96's 
Ethernet port and 
FTP server capability. 

The non-linear 
HDR24/96 vs. linear 
hard disk recorders. 
Ever since the 

invention of magnetic 
tape, recording over 
something means it's 
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SAVE YOUR COMPUTER FOR E-MAIL. 

Need to back 
up just one 
song? Plug a Mackie Media 
Project drive into the HDR24/96 
external bay and transfer over 
2GB to an ORB." disk. 

gone...which 
makes doing 

"punch-ins" 
a dicey 
gamble. 
This is 
called 
linear 
(destruc-

tive) recording. Even some current 
hard disk recorders use this old-
fashioned technology! 
The HD24/96 employs true, non-

destructive, non-linear recording and 
editing. That means you can record 
as many versions of a track or track 
segment as you want without destroy-
ing the original. During playback, the 
recorder recombines the non-linear 
segments into a seamless 
soundstrearn. 
And unlike 

linear-style 
recorders that treat 
disk space like digital 
tape, the HDR24/96 
doesn't automatically eat 
up 24 tracks of disk space 
when you're just recording one or two 
tracks. Because it uses only the space 
needed for actual audio, you get far 
more recording time per gigabyte of 
hard disk space. 

Professional performance and affrd-
able creativity with the HDR24/96. 

Non-linear liard disk recording is 
possible to (lo with a computer-based 
system. But to achieve what the 
HDR24/96 delivers — simultaneous, 
lag-free 24-track/24-bit recording and 
playback and waveform accurate 

editing — requires major investment 
in a very expensive digital audio work-
station system. Cheap "recorders-on-
a-computer card" just don't have the 
horsepower for multi-track, twenty-
four-bit 48kHz recording, much less 
twelve-channel 96kHz capability like 
the 111)R24/96. 

Listen to somebody else instead of us. 

Here's what Mix magazine had to 
say about the HDR24/96: 
"...The HDR24/96 is a stunning 

development with excellent sonic 
quality... The unit offers an ease of use 
that should make disk-recording nov-
ices comfortable while including an 
impressive feature set that will appeal 

to seasoned pros. 
"The recorder's 
faceplate holds 

few mysteries 
and most 
users can be 
up and 
recording 
just minutes 
after un-
packing the 
HDR24/96." 
According 

to Britain's 

professional 
r remote for 

a very professional hard 
disk recorder. Our new 
Remote 48 lets you run two 
HDR24/96s - 48 tracks e 
total control including a 
weigh'ed jog/shuttle wheel 
and foil display! 

Audio Media, 'As a recorder (the 
HDR24i96) is transparent As a 
toot it's powerful. As a creative 
helper ifs perfect. With 
focus on functional, 

SEE US AT NAMM BCOTH # 423 

inexpensive, simple-to-use 24-track 
recording, Mackie has hit the mark" 

Cet a demi at a Mackie dealer. 
There are a bewildering array of dig-

ital recording options on the market 
right now. You've heard our two cents 
worth. 
We honestly believe 

that we've created the 
best of two worlds: 
the best standalone 
non-linear digital 
recorder, and an 
extremely robust 
editing system 
with ultra-func-
tional graphic 
user interface. 
And we've done 
it without 
making you enter 
the really cruel 
world of 
computer inter-
face compatibility 
problems. 
Call toll-free or 

visit our web site 
(using that com-
puter you won't 
need to tie up) for more info. 
Then get your hands on an 

HDR24/96 and track some hits. 

Twenty-four track 
masters for under ten 

bucks each!! Divide the 
cost of a MackieMedia 
M90 into the 20+ pop 
tunes you can record 
on it and you re looking 
at under a ten-spot for 
each 24-track master*. 
Remember, non-linear 
hard drives store audio 
data only, not silence. 
Tape (and linear hard 
disk recorders) just roll 
merrily along...eating 
oxide and costing 
money. 

www.mackie.com • 800.258.6883 
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ting that signal inside people's homes is 
quite another. 

Fiber in the home is going to be too 
expensive to be very common for some 
time. Not the cable itself, but the process 
of getting it inside. Streets and sidewalks 
and lawns have to be dug up and re-
placed, permits acquired, police details 
hired...Multiply that by 150 million or so 
homes and you run into some serious in-
frastructure expenses. And the financial 
returns on residential fiber just aren't good 
enough, even in large apartment build-
ings, unless they're being built from the 

The classical channels 

are the worst: 

Not only are they 

heavily compressed 

but the audio levels 

are ridiculously low, 

so what's coming 

out of my cute 

little speakers sounds 

less like the 

Amsterdam 

Concertgebouw and 

more like the deep fryer 

at a greasy-spoon. 

ground up with high-speed access in 
mind. 

As it is now, DSL and cable Internet 
are penetrating the domestic market very 
slowly—only about 5% of residential cus-
tomers have high-speed hookups, two-
thirds of them through cable and the rest 
through DSL. But that is all we're going to 
have for a while. And even they are go-
ing to stay expensive, which is going to 
make it hard for a lot of people to sign 
on. I can afford to pay $50 a month for a 
high-speed connection, because it's my 
business, but Joe Napsterphile—who's al-
ready shelling out $59.95, plus $20 for the 
box on the TV in the kids' room just so 
he can watch the WWF/XFL/NBA Battle 

of the Giants Ultimate Takedown Super 
Special—isn't going to look at that ex-
pense the same way. 

"What about the competition?" I hear 
you cry. The local phone companies are 
supposed to let anyone who wants to 
lease their lines, and surely there are well-
funded startups that are doing that and 
putting their own services on them, which 
eventually will force prices to drop. And 
cable companies are not supposed to be 
monopolies anymore either. 

Well, it's true that the Telecommuni-
cations Act of 1996 was supposed to en-
sure that competing companies have ac-
cess to the baby Bells' copper, thus 
(hopefully) allowing market forces to 
push down prices the way they did in the 
long-distance market 20 years ago, when 
AT&T was broken up. But the baby Bells 
have managed to hem and haw for years 
about the technical problems of leasing 
lines, and a lackadaisical FCC didn't do 
anything to discourage them. More than 
one legal expert has categorized the Act 
as "toothless." 

Eventually, many companies that were 
trying to offer local service and/or DSL ran 
out of patience and money and gave up. 
Northpoint Communications and Har-
vardNet are just two of the larger DSL 
providers that have gone belly-up, and 
there are more not that far behind. One 
state watchdog official described the situ-
ation this way: "If the Bells can keep them 
on the ropes for a few months, they will 
be out of business." 

In Illinois, the local phone company 
got into a tiff with state regulators who 
tried to force it to open its lines to com-
petitors, and so they simply pulled the 

plug on DSL expansion. As the head of 
the office of consumer affairs in another 
state has said, "Guess what, guys—this re-
ally is a monopoly." With no competition 
and no incentive to either invest in a new 
infrastructure or to drop prices, the baby 
Bells see no reason to not let things stay 
just the way they are. 

With the venture capital market in the 
toilet and last year's crash in tech stocks— 
the ones that deserved it and the ones that 
didn't—the baby Bells are sitting pretty. 
The new, even more regulation-averse 
FCC isn't going to touch them, and we can 

forget about Congress: The single largest 
contributor to the (unopposed) re-election 
campaigns of Representative Billy Tauzin 
(R-La.), chairman of the House Commerce 
committee (and former head of the 
Telecommunications subcommittee), and 
John Dingell of Michigan, ranking Demo-
crat on the committee, was Verizon (aka 
Bell Atlantic), with SBC (aka Southwestern 
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Never say Never again... 

"The top grayed section of the Edit History 

window indicates events you can Undo or 

Redo, while the Offline History window 

behind it shows the various processes that 

can be modified, replaced, or removed for 

each audio segment." 

You're working hard, the new movie trailer's final mix is due tomorrow by 10 am, 

everything i .; going great and then you hear it, somebody made a mistake, you 

think it might be about twenty edits back, but you don't have a backup! 

The bad news... 

In this ever changing fast paced word of studio project deadlines one mistake like 

this can quickly add up to hours, or even days of extra work, costing you both time 

and money. 

The good news... 

With Nuendc, mistakes are a thing of the past. 

Thanks to Neendo's powerful unlimited Undo and Redo, it's no problem if a mis-

take is twenty edits back or a hundred. The Edit History window displays all 

changes made the past hour, three hours, or until you Close the project, making 

it easy to target that potentially costy mistake. And rest easy as the original audio 

files remain untouched unless you choose otherwise. 

But Nuendo goes even further. You can process any audio segment with a wide 

variety of powerful edit operations and plug-in effects with the integrated Sample 

Editor, or men from directly within the Project or Browser windows. And as each 

segment has its own individual off-Une history which is stored with the Project, 

the edits you make today can be selectively removed, or even re-applied with new 

parameters within seconds tomorrow, giving you total freedom of choice. 

With Nuendo you'll never say never again... 
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Bell), BellSouth and the other baby Bells 
close behind. It is without a doubt that the 
best investment they ever made—and a lot 
cheaper than upgrading. 

The picture on cable Internet access is 
not quite as clear (pun more or less in-
tended), but the number of municipalities 
that have more than one viable cable com-
pany can probably be counted on one 
hand. Here in my part of the world, the 
once well-heeled RCN is struggling, a vic-
tim of the capital markets and the huge ex-
pense of duplicating somebody else's ex-
isting infrastructure. (What were they 
thinking?) With cities' hands tied (by the 
same Telecommunications Act) when it 
comes to controlling the cable monopolies 
within their midst, with rates for basic serv-
ice reaching new highs while the regula-
tory bodies look the other way, and with 
consolidation of the nation's cable systems 
into a mere handful of companies like 
AT&T, Viacom/CBS/Infinity, and AOL/ 
Time Wa rner/Reprise/Elektra/Atlantic/ 
Netscape/CNN, there ain't much motiva-
tion to innovate there either. 

But what about wireless? Isn't it going 
to bypass all of this limited technology 
and make an end run around the mo-

nopolies? I don't know about you, but my 
experience with what's supposed to be 
state-of-the-art cellular service makes me 
choke at the thought of trusting my Net 
connection to the people that built the 
network my new multimode cell phone 
communicates with. The thing goes into 
"Analog Roam" mode (at extra charge, of 
course) whenever I go into a building 
with a steel frame, and it won't work at 
all if fin in a room with more than one 
computer (which I am most of the time). 
As one recording engineer, who prides 
himself on his conservative approach to 
jumping on bandwagons, told me re-
cently, "This has got to be the worst tech-
nology I've ever bought into." 

There's one more thing the Internet 
radio broadcasters haven't quite figured 
out. In conventional broadcasting, the 
more listeners you have, the better. One 
transmitter covers the same geographic 
area, whether there are 10 or 10 million 
people tuning in. But the more listeners a 
Net radio station has, the more expensive 
it is for them to broadcast, because each 
streaming server can handle only a finite 
number of listeners. Who's going to pick 
up the tab? Good question. 

So I'm not holding out great hopes for 
the Internet to soon become a great 

medium for delivering high-quality music 
to large audiences. The stuff available 
now, with RealAudio and MP3 technolo-
gy, may well do damage to the record 
companies (although they seem to be 
quite capable of shooting off their own 
toes) and, somewhat more sympathetical-
ly, record stores. But it may well happen 
anyway, and that could end up being a 
rotten shame, because it's going to give 
the next generation of listeners a very 
strange idea of what music is supposed to 
sound like. Ironically, as we put more bits 
and channels into our recordings, striv-
ing—as we always have—for that next 
level of realism and listener envelopment, 
the delivery system is getting crummier 
and crummier. 

It reminds me, sadly, of a magazine ad 
that Fisher, the early hi-fi maker, used to 
run that showed a kid looking at a broad-
cast of an orchestra on a tiny black-and-
white TV. The headline read, "Don't let 
your child grow up thinking this is what 
a cello sounds like." That battle isn't over: 
Let's not let our children think that what's 
coming out of their computer speakers is 
all there is to music. 

Paul D. Lehrman can still operate at a rel-
atively high hanchvidth. 
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STUDIOS LOOK BEYOND COUNTRY 
by Dan Daley 

The ups and downs of Nashville's mu-
sic industry have been well-document-
ed in these pages over the years. The 
link between the city's recording stu-
dio infrastructure and the country mu-
sic industry has proven a dbuble-
edged sword, bringing good times in 
the early 1990s as country music's mar-
ket share doubled to more than 18% of 
a $12 billion music industry. Facilities 
proliferated in the wake of the genre's 
expansion. The inevitable contraction 
came, starting in 1995, though by the 
time a downward trend could be dis-
cerned, the studio base had become 
considerably overbuilt. 

According to the most recent analy-
sis by Nashville-based industry trade 
publication Music Row magazine, 53% 
of studio revenues at responding 
Nashville facilities come from country 
music, surprisingly higher than in years 
before. But, at the same time, the 
genre's sales have plummeted by half 
since a highwater mark in 1995, to 8.5% 
of retail record sales in 2000, according 
to SoundScan. That has contributed sig-

nificantly to the lowest reported rate of 
studio revenue growth since the maga-
zine started tabulating data in 1994: 10% 
in 2000, down from 26% in 1994. Not 
bad for many types of businesses, but 
for high-end studios, that's often not 
enough to cover the increased costs of 
new equipment and renovations. 

Since mid-decade, consolidation has 
been the name of the game. Major la-
bels, including Arista and Atlantic, 
closed shop; publishers merged; and 
studios, including some of Nashville's 
longtime anchors, followed suit, some 
being acquired by other facilities, some 
simply closing. It didn't help that coun-
try music's decline took place during an 
even wider period of disruption in the 
entertainment business. Some also have 
questioned the creative decisions of 
Nashville's music business brain trust, 
which historically has given credence to 
the notion that imitation is the sincerest 
form of profitability. Country labels 
have churned out Dixie Chicks knock-
offs and anonymous handsome hat 
acts, with generally dismal results. Tony 
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Brown, president of MCA Nashville, and 
one of country music's most successful 
record producers, candidly told attendees 
at the annual South by Southwest music 
conference in Austin, Texas, in March, "For 
me, in Nashville our. music is totally bor-
ing, and I'm partly responsible." 

However, many positives are on Nash-
ville's side, These include innovative re-
sponses to a changing market' by major 
studio facilities; the fact that the Nashville 
area is also the center of the fast-growing 
contemporary Christiati/gospel music 
market; and a burgeoning alt-music scene 
that would welcome the de-linking of the 
city's name with country music's fortunes. 

CHANGING WITH THE TIMES 
Nlany of Nashville's anchor facilities have 
become more creative in reacting to 
changes in the business landscape. Emer-
ald Recording, for instance, grew via ac-
quisition, most notably with the purchase 
of the Masterfonics facility after the latter 
declared bankruptcy two years ago. Emer-
ald CEO Dale Moore explains his desire to 
create a hilly integrated vertical business 
structure, from preproduction through 
mastering, and at various budget levels. 

Joke Nicekey of Seventeen Grand 

Other facilities and engineers have es-
ablishecl themselves as specialists in spe-
cific fields, such as Seventeen Grand 
Recording and Nashville engineer Chuck 

/ Ainlay in the multichannel surround mu-
. sic market. Though Seventeen Grand co-
I owner and mixer Jake Nicely concedes 
r ,- that multichannel audio is still in the start-

ing gate as a revenue source, he notes that 
the attention brings a significant value of 
its own in marketing and promoting the 

tit  simdkeioN "Along e wa ith iCorhuckt, wfeo'rve helped 
surround i 

,e, music," he says. 
m Strategic alliances and new services are 
' part of Sound Stage Studio's strategy. Stu-

, dio manager Michael Koreiba notes that ?tir 
the six-studio facility recently added a 
large dedicated Pro Tools system, along 

Seventeen Grand Euphonix control room 

with three smaller rigs that float through-
out the complex. Sound Stage also 
opened a new format transfer service on 
site. "What we're doing is looking for oth-
er legs to stand on," Koreiba explains. "It's 
about diversification, and it's definitely a 
shift in strategy, because if you just sit 
back, you're going to get run over." 

Sound Kitchen owners John and Dino 
Elefante used geography as a defining 
strategic element. They situated their multi-
studio facility in prosperous, suburban 
Williamson County, where many of 
Nashville's more successful artists and 
producers have migrated. There are pro-
ducers and artists who have their own 
home studios, which we've encouraged 
and helped them build," says Dino Ele-
fante, pointing to producer Michael 
°martian and country artist Steve Wanner 
as two examples. "We want them to start 
their projects at home, and overdub them 
at home, and then come here to track and 
mix. And that's what's been happening." 

A TRULY FAITH-BASED INITIATIVE 
The contemporary Christian/gospel music 
market is growing and has emerged as a 
significant force in music recording in the 
Nashville area. Some in the studio business 
go so far as to speculate that the genre 
could supplant country as Nashville's core 
music type. If that happens, though, it will 
take place less on Music Row and more in 
the sprawling Franklin and Cool Springs 
suburbs to the south. 

"It wouldn't surprise nie at all," says 
Jeff Baggett, owner of Franklin Mastering, 
one of a number of studios in the area that 
rely on contemporary Christian and gospel 
for the majority of their revenues. "As a 
genre, Christian has nowhere to go but up 
over the long term. And what I especial-

.' .•• . - 
ly like about that music is that the 
younger, edgier bands and artists are start-
ing to make the traditi( mal Christian mu-
sic industry take notice. Indic [Christian] 
labels like lnpop are really putting a bang 
in the music. Indie labels racked up a lo 
of wins at the Dove Awards this year, too, 
and that tells you that the youth end o 
that market is still growing." 

The numbers on contemporary Chris-
tian and gospel music do look good. Last 
year's slight downturn in Christian music 
sales 44 million units sold vs. nearly 48 
million in 1999, according to Sound-
Scan—was the first slip after five straigh 
years of growth. The Gospel Music As 
elation, which is based in Nashville, at-N...,.._......_ 
tributed the drop in sales to a coinciden-
tal lack of new studio records from the\''S-4-„,_. 
stars of the genre, such as dc Talk, jaLs 
Clay, Steven Curtis Chapman, Sixpen 
None the Richer, Amy Grant and Point Ob.., 
Grace. However, many of those artists 
have new releases scheduled or already 
out for this year, and several, including 
Amy Grant and Sixpence, have penetrat-
ed the pop market, fueling the getire's;' 
sales. (Sales are likely much higher tha 
the SoundScan numbers, as is the ca 
with many niche genres, where many 
sales are non-retail. In the case of Christ-. 
ian music, many recording artists also 
have ministries that sell their CDs.) 

Other harbingers of growth: Christian 
music video sales experienced an 11% in-, 
crease in 2000 over 1999; contemporary 
Christian and gospel music saw a record 
number of RIAA Gold, Platinum and inuP 
ti-Platinum certifications, 25 in all; and the 
broader Christian entertainment industry 
continues to gain larger shares of other me-
dia, most notably the "Left Behind" series 
of End Time-themed novels, which have 
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ARIVILL 
not only made best-seller lists but have al-
so spawned feature films. Finally, Christ-
ian/gospel music is not a Deep South phe-
nomenon anymore; the GMAS list of Top 
10 markets for the music is telling: ranked 
in order, they are New York, Los Angeles, 
Chicago, San Francisco Bay Area, Philadel-

Entropy Recording owners from left: Bob Thompson, 

Jim Stelluto and Shane Gue 

phia, Boston, Washington, D.C., Atlanta, 
Detroit and Dallas-Fort Worth. 

What this all means for Nashville-area 
studios is a steadily growing base of music 
clients. But there are astenslcs. First, Chris-
tian and gospel music have migrated to the 
suburbs; of Music Row facilities are not the 
primary beneficiaries. Omnisound Record-
ing, a veteran facility off of Music Row, had 
more than half of its revenues coming from 
Christian and gospel as recently as five 
years ago. "Now I can't remember the last 
Christian artist we had in here," says studio 
co-owner and manager Steve Tveit. "When 
studios in Williamson County, like Sound 
Kitchen and Dark Home, started opening 
up and expanding about five years ago, the 
Christian work on Music Row dropped like 
a rock." Also, Tveit adds, Christian artists 
and producers were ahead of the curve in 
project and home recording, which con-
tributed to their exodus from the Row. 
"You would talk to the cartage guys and 
the musicians, and you'd see that that work 
was going into people's homes in the sub-
urbs," he says. 

That trend actually provoked a show-
down between the Nashville A. F. of M. 
musician's local and Christian record labels 
two years ago, when the union demanded 
that Christian labels become signatories to 
the standard recording contract, prompted 
in part by the increasing amount of below-
scale sessions on Christian records. Ulti-
mately, the labels—including Nashville-
based Word Records, which has a com-
manding 57% of the Christian music mar-

ket—agreed, but not before a stand-off that 
noticeably slowed the flow of Christian 
record work into all studios for a period of 
about six months. That likely drove Chris-
tian recording sessions further into subur-
bia, speculates Dark Home Recording stu-
dio manager Ed Simonton. "We did feel it; 
I think we all felt it, because so much of 
our work comes from that market," he 
says, estimating it as high as 80%. 

George Cumbee, owner of Classic 
Recording in suburban Franklin, says studio 

rates for Christian sessions have 
been able to hold reasonably 
steady over time. There are a few 
factors to note in this regard; aside 
from the overall growth of the in-
dustry, Christian/gospel's continu-
ing penetration in pop markets has 
brought a new emphasis on qual-
ity recording, he says. Also, studios 
don't need to invest in the most ex-
pensive equipment to be compet-
itive and attractive to Christian 
artists. 'They're not making their 
studio decisions based on console 
'wow' factors," says Cumbee, 

whose studio has a DDA Mark 24 console 
supported by 30 years' worth of vintage out-
board gear and microphones. Also, budgets 

Inside Entropy Recording studio 

for Christian tewrds are growing while 
those of pop records are shrinking. Studio 
owners are reporting budgets topping 
$100,000 for larger-selling Christian artists; 
paltry by pop standards, but at least they're 
on the rise. 

The bottom line is that the Nashville 
area, if not Nashville itself, is now re-
garded as the undisputed home of the 
genre. "This area has definitely become 
the national home of Christian music 
recording, just like Nashville had become 

the home of country music," says Cum-
bee. "I don't think there's any other place 
on Earth where so much Christian music 
is recorded." 

NEW FACES 
Country's recession is also opening more 
space for other music genres to develop, 
including rock, alt and jazz. Two jazz la-
bels, Hillsboro Jazz and Eminent Records, 
opened in the city recently, both with ac-
claimed initial releases. The region has al-
so spawned successful national alt-rock 
labels, such as Spongebath Records in 
Murfreesboro. These start-ups and their 
artists are looking for studios that fit both 
their budgets and their vibe. 

Interzone is typical of the aspirations 
and mind-set of many in Nashville's next 
studio generation. Located in a turn-of-
the-19th century house, the studio offers 
an American Gothic ambience with a 56-
input Mackie console in the funky-chic 
and rapidly gentrifying East Nashville 
area, the neighborhood of choice for 
Nashville's GenX-ers. Owners Void 
Caprio and Keith Spacek—both New 
York transplants—saw in Nashville an 
opportunity to fill a market niche. "The 
one in between garage studios and Mas-

terfonics," as Caprio puts it. "It's taken 
two years, but now the studio is self-sup-
porting, with local non-country music 
artists, and it still lets us pursue our pro-
duction ambitions." 

At $350 a day, including a second en-
gineer, there are plenty of potential takers, 
Caprio says. However, the long-term pros-
perity of the studio depends upon the 
long-term career success of that very client 
base, and Caprio feels the deck is still per-
ceptually stacked against anything non-
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NASHVILLE 
country done in Nashville. "It's always on 

the horizon, but Nashville never is able to 

quite break a big-name rock act," he says. 

"The music and the musicians are here, 
more so than perhaps anywhere else, and 

the studios that understand that kind of 
music are also establishing themselves. 

But we need to break free of the way peo-
ple think of Nashville. We try to get peo-
ple to listen first, before they ask where it 
comes from." 

Entropy Recording began as a service 

to record rehearsals at the Soundcheck fa-
cility in north Nashville. Today, Jim SteIlu-
to and his partners have a sizable control 

room equipped with a large Pro Tools sys-

tem that can tap into Soundcheck's 80x40 

room. In many ways, this is the quintes-
sential new wave Nashville studio: large 

tracking space to hold bands the way mu-

sic has traditionally been made here, and 

Sound Stage Drive Through 

hard disk recording to record them. 
Brett's Place Recording is owned by 

Brett Blanden, who previously was studio 
manager at Ocean Way Nashville. 

Equipped with Alesis ADATs and a Mack-

Sound Stage Groove Room 

ie console in a basement facility on Music 
Row, Blanden says he started out seeking 

as many types of clients as he could; alt 
music artists share the 

studio with jingle pro-
ducers and sound ef-

fects work for toys. 
"But, on the other hand, 

other facilities at this 
level are specializing 

more," he says. "I've 
seen Avid video editing 
systems being set up in 

living rooms. The home 

studio can give me a 

headache. But, at the 

same time, there is a 
network developing [in 

Nashville] where proj-

ects get passed from 

small studio to small studio based on what 
the project needs at each different stage." 

Nashville continues with its major 
transitions, feeling the effects of issues 

particular to the city and to country inti-

sic; at the same time, it's as vulnerable as 

any other media center to the larger busi-
ness and technological forces at work to-
day. But it has resources few other such 

centers have. In addition to expanding 

other music genres, tradition counts here 
more than it might, say, in Manhattan, 
where the legacies of many notable stu-
dios have been erased by relentless real 
estate development. 

Nashville remains a Mecca for musicians 
and songwriters who don't ask Bear Steams 
for a market analysis before they move to 

town. They just follow their gut. And un-
like Austin, another music magnet, 
Nashville has a sophisticated infrastructure 
ready and waiting, and now it's an infra-

structure that is more comprehensive than 

ever before in terms of budgets, formats 

and attitudes. There are a lot of good pieces 
on the table. But they are still forming their 
final shapes, so it's too soon to tell what the 

ultimate picture of this puzzle will be. 

Dan Daley is Mix's Fast Coast editor. 

PRODUCERS' STUDIOS-THE ROCK IN THE SHOE 

What every commercial studio voice in Nashville agrees on is 
the more intense effect of another long-time Nashville trend: top 

producers opening their own facilities. While facilities such as 

Loud, owned by DreamWorks Records president James Stroud, 
who also is one of Nashville's leading country producers, have 
been around for years, the music business here has seen the 

number and sophistication of producer-owned studios grow. 

In the past two years, at least five significant Nashville pro-
ducers have built their own studios, including Scott Hendricks, 

former president of Capitol and Virgin Records; Kyle Lelining, 
former Asylum Records president; and Doug John.son, president 

of Giant Records (the label closed shop earlier this year). Some 

basic math, using very plausible numbers in Nashville, under-

scores studios' ire: Say five producers each do six major label 

productions a year, for a total of 30 productions. Tracking, over-
dub and mix costs represent about 25% of the S250,000 that an 

average first-record budget costs, or $62,500. That shows 
$1,875,000 a year that didn't go into for-hire studios. The figure 

is closer to $2 million when you factor in lost rentals, media 
sales, catering and other services 

"It has definitely hurt the market," says Sound Stage Studios 
manager Michael Koreiba. "It's taken money out of circulation. 
But there's not much you can do about it." 

—Dan Daley 
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JULIAN KING 
RECORDING NASHVILLE ROYALTY 

_
Fr‘i ven in the hectic 21st century, the city of Nashville retains its 

easygoing vibe. In general, peo-

ple still do talk a little bit more slowly. 
and there's an inherent friendliness 
and courtesy in the way they do busi-
ness. So, it's notable that even in this 

generally laid-back atmosphere, engi-
neer Julian King has developed a rep-

utation as a particularly groovy guy to 
work with. King's winning combina-

tion of engineering chops and per-

sonality has put him behind the board 
cutting tracks and/or mixing for every-
one from superstars like Faith Hill and 

Tim McGraw to rising stars such as 

Toby Keith and Jessica Andrews. 
King recorded tracks for Hill's 

multi-Platinum album Faith and won 

a Grammy (for Best Country Album) 

for his work on Hill's Breathe. He 
also recorded McGraw's hit singles 

"Please Remember Me" and "Don't 
Take the Girl," as well as Toby 
Keith's smash album How Do You 

Like Me Now and Jessica Andrews' 
breakthrough, Who I Am. 

His body of work also includes 
tracking and mixes for Brooks ek 
Dunn, Clint Black, Randy Travis, Al-

abama. John Anderson, Clay Walker 

and the Neville BR it IS, R) name just 
a few. 

We caught up with King at Nash-
ville's Loud Studios, where he was 
taking a break between mixes for a 

new Toby Keith release. Initially a 
bit reluctant ("I don't think there's 

Julian King at Ocean Way Nashville 

enough to say about me to fill more 

than a paragraph,- he jokes), his nat-
ural friendliness soon asserted itself, 

and, after a little coaxing, he gra-

ciously shared some insights into his 

engineering style and techniques. 

I can tell that youir a Southemen but 
are you originally from Nashville? 

No, I'm from Charlottesville, in cen-
tral Virginia. 

Did you start out to be a musician? 
Well, I kind of hate to say it out loud, 
but I started as a trumpet player. 

[Laughs.) Its not that I am ashamed 

of having been a trumpet player. It's 
because all I get now about trumpet 

is, "Daddy, put that away." 
Actually, I did notice a trumpet cred-

it in your discography 

I have only one album credit doing 

tl-tn, but that one album [Charlie 

Daniels Band's Simple Man1 went 
Gold in its debut year! Charlie 

Daniels is such a generous man; he 
paid my entrance into the musicians' 

union so I could play on the one 
session. 

BY MAUREEN DRONEY 

You have a degree in music, though. 

Yes, I went to James Madison Univer-

sity. I actually started off as a com-
puter science major, but that only 

lasted about three-quarters of a se-

mester. I got involved in music things 
there, and they had a music business 

program. It was a neat program, but 
it was simple. They didn't have a 

recording studio. but I met people 
and made some friends, and I found 

myself doing live sound for bar 

bands—that sort of stuff. Rich Bar-

nett, my advisor there, set up an in-
ternship for me by way of Merlin Lit-

tlefield of ASCAP. They got me in 
with Jimmy Bowen at MCA. 

At the time, MCA had a lease on 

Sound Stage Studios, and Bowen was 
producing, or overseeing the produc-
tion, of almost everything on the 

label. So he had a big staff of engi-

neers and assistants, and I did an in-

ternship with them. I guess I fit in 
with what they were doing, and they 

agreed to keep a job for me until I 
finished my last year of schot)I. 

There were five or six assistants 

and seven or eight engineers who did 
all the records—Reba, George Strait, 
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John Anderson, Lee Greenwood, WayIon 
Jennings, Vince Gill, Steve Wanner and 

many others. It was a great place to learn. 
They used a very structured process, in that 

it was set up to where engineers were in-

terchangeable. So, frequently you'd be on 
one project one day and another the next. 
That'll keep you on your toes. 

As an assistant, everything had to be very 
meticulously put together, so when a guy 

came in the next day who hadn't been on 

the session for two weeks, he could pick 

up and hit the ground running. I worked 
with some great engineers who I learned 

a lot from, like John Guess, Chuck Ainlay 
and Steve Marcantonio. 
So is it still true that Nashville tracking 
sessions go really fast? 

Well, I'm told that they go fast, but it's 

what I learned on, so I don't really have a 
basis to compare. 

Typically, we do two three-hour ses-
sions a day. And in those two sessions 

we'll cut at least three and maybe four 
songs. The musicians go from not having 

heard a note, and with no music notated, 
to having put together three or four really 

great pieces of music. I've worked with a 
lot of musicians all over the place; these 
guys are among the best—everything is 
improvisation, and it's amazing. 

You're known for getting a very fat, 
punchy drum sound. 
That's what I go for. James Stroud, who's 

a legendary drummer, is my primary 

client. He played on all kinds of records— 
everything from King Floyd's "Groove Me" 

and Jean Knight's "Mr. Big Stuff' to Eddie 

Rabbit's "I Love a Rainy Night" and Paul 

Simon's "Rhymin' Simon." Drumming was 

his first profession. When your main client 

is a drummer, you'd better be able to get 
drum sounds. 

You frequently 'word tracks in The Sanc-

tuary, Ocean Way Nashville's Studio A. 
I love that room. I've been lucky to record 

in a lot of rooms here and in Los Angeles, 
and while I have several favorites, that's 

probably first on my list. 

What is your drum setup when you 

record in that room? 
I usually put a FET 47 on the kick drum, 

and that goes through a module of the big 
Neve 8078 that they have in there, and I 

use the Neve 33609 compressor on it and 
a Pultec EQ. For the snare, I'm pretty bor-

ing; I usually just use a [Shure] 57 with an 
API preamp. 

The API because it's more sharp-edged? 
Yes, it's a little more pointed, a little "crack-

ier." Then I end up going back to the line-
in on the Neve module where I still use the 

Engineer Julian King (right) at Loud Recording Studios' Sony Oxford console with producer James Stroud 

EQ. And usually I'll put a dbx 160 ii [ Hi 

You mean the original 160, with ti me-
ters? How might you set that? 

I don't squash the top mic too hard; it hits 
2s and 3s at most. And I put another mic 

under the snare—typically an ATM 35; a 
little clip-on mic. I put it up close to the 

snares. 

Clipped to a mic stand? 

No, I clip it on the snare stand itself, so 
that if the drummer changes the drum and 

raises or lowers the stand, the mic chases 
the drum at the same ratio. 

The hardest [instruments] 

to separate are steel 

and organ, because they 

end up getting in the 

same bandwidth a lot. 

I try to pan them away 

from each other if I can 

so they aren't fighting 

for the same place in the 

middle all the time. 

Do you put that bottom mic out of phase? 

Yeah, I flop that out of phase and smash 
the you-know-what out of it with another 

160. In fact, you don't even want to look 
at that compressor. If the kick drum isn't 
triggering the compressor, too, then it's 

not smashed enough. Then I add just a lit-

tle of that sound in, to get a bit of buzz 
from the snares rattling. 

How about the toms? 

The toms have the same mics that I put 
under the snare drum—the ATM 35s. I 
clip them right on the rim of the toms. 

That's interesting, because your toms 

don't sound close-miked 
Those mics are awesome on toms. But 

don't print that— nobody else uses them 
much! They have a fairly tight pattern, and 
I get them close just trying to get control 

of the cymbals—so that there's not so 
much leakage from the cymbals in the 
toms. They're close, pointed pretty much 
at the middle of the drum, and then I add 

a little bit of EQ. They don't require very 
much, but I end up adding a tiny bit of 

bottom and taking out a little bit of low 
middle. No compression on the toms. 

What else do you do to make it so live? 
My overheads help with the fullness of the 

toms. Depending on how many cymbals 

the drummer has, I put up two or three 

[Neumann] 87s over the cymbals—fairly 
close. 

Do you roll-off the low end on the 87s? 
No, I actually end up adding some low end 

to the overheads. Again. I take out some 

low middle, in the 200 to 300 area, but I 
end up adding some down low in the 

100Hz area. A lot of times, I'll put a high-
pass in so that I don't end up with some 

20Hz trouble. I'll end up cutting out every-

thing under 30, but I'm boosting some 
around 100, and that helps fill the toms out. 

You have to be careful and be sure to audi-

tion the phase in several different positions 
while you are setting it up so that you don't 
end up making it smaller rather than bigger. 

The room mics are what make the 
drums great in that room. Ocean Way has 
a great old pair of Telly [Telefunken] 251s. 
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I put them side by side. Do they call that a 
coincident pair? They kind of point out— 
one at the hi-hat and one at the floor tom. 
It's not terribly scientific. They're maybe 10 
to 12 feet back and nine or 10 feet high. 

They're squashed pretty good, too. I usu-
ally put the overheads through my API 
preamps and [UREI1 1178, and on the 
room mics, I'll use a pair of Distressors. 
Except for acoustic instruments, the play-
ers are in with the drummer right? How 
is that set up? 

Typically, the bass is direct, although 
sometimes a speaker is involved. The gui-
tar amps are off in a booth, and we build 

a big hut around the steel guitar amps that 
are there in the room, right behind the 
room mics. The acoustic instruments all 
have booths—there are lots of booths in 
that studio. 
The typical instrumentation on a track-
ing session is... 
It's usually a pretty big session, if I'm work-
ing with James [Stroud] or with Byron Gal-
limore. There's almost always drums, bass, 
piano—and the piano player usually is 
Steve Nathan, who brings an organ and a 
big synth rig in addition to the acoustic 
piano. Then there's an acoustic guitar play-

er, two electric guitar players, a steel guitar, 
plus a fiddle player. That's eight. Plus the 
artist, of course. 
How long does it take to get set up? 
Typically, it takes them a good three or 
four hours to get it all put together. Just 
because there are so many bodies that 
come in the door. [Laughs.] The cartage 
parade alone is lengthy. Usually by the 
time I get there, they've got it all set up 
and they've phase-popped everything. 

Speaking of setting up, I'd like to men-
tion that I have five guys and gals in town 

who I work with a lot who are really the 
bomb. I am really cranky without them. 
There's Ricky Cobble, who I have been 

working with for a long time; Rich Hanson 
and Jake Burns at Loud; and David Bryant 
and Leslie Richter at Ocean Way. They all 
do a great job. When I have an idea in my 
mind, I look up and they're already plug-
ging it in. I get to work in a lot of places all 
over the country, and if one of them does-
n't go with me, it's much harder for me. 

One of those five leaked to me that you 
like to use Gefell UM 70S mks on acoustic 
guitar 

I got that from Lynn Peterzell, who was 
my primary engineering influence. He 
was my mentor and I was his assistant. He 

started me on that mic, which has a really 
sweet midrange without being hard. I've 
heard people use them on piano, but I 
like them on acoustic guitars. 
You also often take a direct out on 
acoustics. 
If the guitar has one, I take it. It's a texture 
I wouldn't otherwise have that gives me a 
choice later. I may do something to it, like 
split it through Amp Farm and kind of bury 
it, or maybe put it way out on the edge 
where it just sounds like a dull double. It 

has a different dynamic characteristic; it's 
much less dynamic than the mic, obvious-
ly, so with regard to the level of the mic, 
which kind of goes up and down, the di-
rect holds a more constant path. So if the 
acoustic goes soft on the mic, it may poke 
out a little more on the direct. And if you 
pan them away from each other, it kind of 
makes it move in the stereo image. That all 
being said, sometimes I don't use it at all! 

But, one place in particular you can 
hear that kind of sound is in the begin-

ning of "Breathe." Mike Shipley, who did 

the mix, used it panned out on the edge, 
and it sounds like there are two guitars 

playing two parts—you can feel it pulse 
left to right. 

How do you record piano? 
I carry a pair of Audio-Technica 4050s, 
and I have a pair of Calrec RQP 3200 
modules that were Lynn Peterzell's. They 

LJDLIFID MG: SELECTED CREDITS 
E: Engineering; M: Mixing; R: Recording 

John Anderson: Paradise (1996, E) 

Jessica Andrews: Who I Am (2001, E) 
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Randy Travis: Man Ain't Made of Stone 
(1999, E/M) 
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Various: Tribute To Tradition (1998, E) 
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have a mic pre, a line-in, an EQ and a 

compressor, all in one module. I love 
them on piano. They're very hard to find; 
I've tried to rent them out in L.A., and no-
body has them. Ricky or I end up carrying 
them out there when we work with Clint 
Black or do movie stuff. 

Generally I use three mics: The two 

A-Ts close up over the hammers, low and 
high, and then I put an 87 back in the mid-
dle of the piano, pointed up at the ham-
mers. I add just a little of that to fill in the 
middle. I set it, for lack of a better descrip-

tion, right over the ass of the piano. And, 

rather than pointed down at the strings, it's 
kind of pointed up like it's looking right at 
middle "C." I use a little bit of that, because 
sometimes piano gets "phase-y" when you 

put stereo mics over the hammers. If you 
add a little bit of that to fill the middle back 
in, it doesn't vanish if they are playing 
something in the middle of the piano. I 
compress that with a pair of the Neve com-
pressors that are in the console—I can't re-
member the model. [Laughs.] The little in-
line guys everybody wants. 
You've been mixing on the Sony Oxford 
console a lot lately. 

I prefer to mix on the Oxford, absolutely. 
When James [Stroud], Blake [Chancey] and 
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Paul [Worley] told me they were putting it in 
here at Loud, I didn't want anything to do 
with it. George Massenburg calmed me 
down by spending a little time with me 
right at the beginning, and the more I got 
into it, the more musical it became to me. 
The automation works perfectly—it's so 
simple. It doesn't look like a regular con-

sole: People walk in and say, "Oh my gosh, 
I don't want to learn that thing." [Laughs.] 
But I'd really just as soon they not come 
and learn it, because then they'll be work-
ing in here and I won't be able to get in! 
What about the learning curve? 
Once you understand the simplicity of it, 
it's not a problem. You get a good snapshot 

set up or have a good starting point on the 
console, and it's awesome. You can auto-
mate anything. If you want an EQ sweep, 
or if you want an EQ to pop out, you can 
set two EQ curves on any EQ and it has an 
A/B switch that you can automate. Which 
is great if you have a soft-textured verse of 
a song and you want to make a little differ-
ent EQ for the verse without having to set 
up a completely separate module. 

The automation and recall are the best, 
and that's a real asset, particularly with 
some of the producers I work with who 
wear a lot of hats. Several of the prime 
producers here in Nashville are also label 
heads; they have to do all the things in-
volved with that, plus make records, so 
their time is really at a premium. With the 
Oxford, I can mix for a series of days, and 

since I have total recall ability, they don't 
have to be here. I can mix five songs, then 
they can come back for a day and we can 
close all five of those songs together in a 
day. It's also great for artists who tour a 
lot, for the same reasons. 
You've been doing some producing your-
s«. lately. 

Here and there. I'm so busy engineering 
that there's not a lot of time. But there's a 
band I've been co-producing with James 
Stroud on Dreamworks called Emerson 
Drive, a very talented bunch of young 
guys from Canada who I'm really excited 

about. They played every note on the 
record themselves, which doesn't happen 
with too many groups out of Nashville. It's 
a six-piece band: electric guitar, a key-
board player, bass player, drummer, a 
singer and a fiddle. 
Oh, I forgot to ask you how you mike fid-
dle. You know, we don't get that many fid-
dle players out in LA. 
Big vintage mics sound great on fiddles, 
like a [Neumann] 49 or a 47. We tried one 

of the Neumann 249s—the new version of 
the M49—the other day and loved that. 
Do you put it close? 
Fairly close; maybe eight inches. Most of 
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Post- Production - Studer D950 M2 Digital Mixing System 

Over the last 50 years, Studer's name 

has become synonymous with excellence in 

professional audio. Thousands of television 

and film producers all over the world 

put their trust and their professional 

reputations into our hands. Because our 

technology will not let them down. 

Because it is by Studer. 

Studer 
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Main Office: 
Toronto, Ontario M38 2M3 
Phone + 1 416 510 - 1347 
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Unparalleled excellence in sound 

As digital television becomes a reality, post- production in surround sound 

becomes an essential. With over 11,000 analog and digital consoles installed 

worldwide, Studer has the experience to offer the finest surround sound 

solutions to post- production facilities. Optimized for operational simplicity 
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MIX MASTERS 

the guys work the mic a little bit depend-
ing on the part they are playing. When I'm 
working at Ocean Way, it goes through 
the console, but I use a Distressor and a 
Pultec. I take a little bit of 5k out and add 
a little bit of 10k. 
With all those players, what do you do to 
help give them each their own space in 
the track? 
The hardest ones to separate are steel and 
organ, because they end up getting in the 
same bandwidth a lot. It can be tough to 
separate them sometimes. I try to pan 
them away from each other if I can so they 
aren't fighting for the same place in the 
middle all the time. And, hopefully, there 
are some subtle EQ adjustments you can 
make from one to the other, on a song by 
song basis, to try and make them fit. 
Do you tend to filter more or add EQ? 
I end up doing some of both. The FET 47 
[on the kick], for instance, has got a lot of 
low end. I end up filtering way down low 

and even taking out some more at 30 Hz. 
I'll put a filter at 20 and then take out 
more at 30, and then I'm bumping up at 

100 a little so I can get it to thump, but 
not blow the woofers right out. And I end 
up taking out a fair amount at 300, to try 

and get the "awnk" out of it. [Laughs.] 
How are you going to spell "awnk"? 
Are you a Pro Tools user? 

User and owner. In fact, the last several al-
bums I've mixed have been straight out of 
Pro Tools. I like to get the color on tape 
during recording, then I dump all the tracks 
right into Pro Tools. It gives me more ma-
nipulative power later. I can stick Amp 
Farm on a mandolin and stuff like that. You 
can come up with a texture you might not 
otherwise have that's cool or a little more 
modem-sounding or something wacky. Or 
you may decide that what somebody 
played in the second chorus is better than 
what they played in the first and you can 
move it. It's great for doing mutes and 
things on toms so you can get control of the 
leakage. I do a volume graph and just tum 

the toms on when they're playing, so you 
can get it really tight but really smooth. It's 

not a linear "off." You can do little fade ups 
and outs so they don't sound so abrupt. 
But you still track to a Sony 3348. 
Yes, and after the tracks, I go digital through 
the Euphonix 727, which is a wonderful 

box. It's a format converter, and it removes 
the need for having 888s if you're working 
in the digital world. So I just plug my com-

puter into the 727 and it spits a MADI word 
right out to the Sony console. I go "dig" 

straight from a Pro Tools rig, without 888,. 
to the 727, straight to the Oxford. 
What's your favorite new piece of gear? 
Right now, I'd have to say it's the ne‘\ 
computer I got for my Pro Tools rig. I'd 
been nursing along this sorry old 9500 
computer for way too long. Now I've got 
a G4 466. So, short term, that's my favorite 
new piece. Long term, I guess it is the Ox-
ford! I also switched to KRK E8 speakeis 
and really love them. Chuck [Ainla) I 
turned us on to those, as well as the big 
ATC monitors at Loud—they rock! 

I know you have to get back to work, but 
tell us what's up next on your schedule? 

The big thing on my calendar is a trip to 
Disney World and the beach with my wife 
and children. They pay a high price so 

that I can do a job I love. I know a trip 
won't get all those late nights and week-
ends back, but we sure will have a blast in 
Orlando! As far as the studio schedule 
goes, I hope to be working on a neu 
Faith Hill album before long. We've not 

scheduled anything with her yet, but 
recording with Faith is always great. I hate 
to take on too much more, but if the right 
production opportunity came along, I 
would likely take it! 

Maureen Droney is Mix 's L.A. editor. 
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microphone preamplifier 

*fully balanced, transformerless design * fast musical transimpedancE architecture 
*10-60dB gain with 10dB trim control * extended gain ribbon mic input available 

*high Z instrument input *75Hz high pass filter 
*48V phantom power * M5RP $699.00 

fidelity by GreAt LU lEICSIGI•1 
po box 204 boulder CO 80306 tel 303.443'454 www.gracedEsign.com 

Presenting the model 101, a single 
serving of the critically acclaimed 
Grace Demcjn microphone 
preamplifier circuit. This 
compact, affordable module is 
designed to transform plain 
project studio tracks into 
stellar, high-fidelity recordings. 

We proudly used the same 
amplifier architecture of the 
venerable model 801, 
preserving its untouchable 
technical specs and 
purebred sonic performance. 
Then we packaged it to be 
priced within reach of any 
recording engineer or 
studio 

Regardless of budget, the 
Model 101 is an invaluable 
tool for any recording setup. 
With an integrated high 
impedance IA inch input, the 
model 101 is the ultimate 
DAIN input tool. 
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PS6: Breakin' the Law 
Our own eminent speaker designers, Frank Kelly and Walter Dick, have long 
claimed that when it comes to producing low end from a monitor speaker, "It's all 
controlled by the laws of physics." In other words, in order to get big low end you 
need a big box and a big woofer. 

And then Frank and Walter created the Project Studio 6—and gave it low end 
response that simply blows the laws of physics to smithereens. A 6.5" speaker in 
a tiny cabinet producing a 
deep rich 42Hz ... astounding! 
Part of the secret: a custom 
biamplification system that 
delivers extended low 
frequency response—and 
enough power to warrant a 
late night visit from the cops. 

Rounding out the package 
is a silk dome tweeter handed 
down from our award-winning 
20/20bas—for detailed, 
precise, and easy-on-the-ears 
high end response. And the 
dual front-mounted low air 
restriction ports allow for easy 
placement in even the most 
confined spaces (like a jail cell). 

PS6 Biamplified 
Direct Field Monitor System 

Sound this good 
should be illegal. 

PO. Box 4189 

Santa Barbara CA 93140-4189 
Voice: 805-566-7777 
Fax: 805-566-7771 

E-mail: info@eventl.com 
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THE PROJECT STUDIO 

HOOTS 1\ THE HOLLER 
NASHVILLE COUPLE CREATES AFFORDABLE COOL 

W
hen most people ,110‘\,. 
off their upscale personal 

recording studios, they'll 
sometimes brag about how much 

they spent on it. When songwriter 
Chuck Cannon and his recording 

artist wife and partner, Lan White, 

take you through theirs, they're es-

pecially proud about what they did-
n't spend. Maybe its the onset of re-

cession or, perhaps, just the native 

frugality of the country music culture. 
But when all is said and done, Can-
non and White got more than they 

had initially bargained for, but in the 
positive sense of that phrase. 

"Every bit of this studio was 
mapped out over and over again be-
fore we ever started con-
struction," says White, 

whose career as an artist 

on RCA Records Nashville 
included three Top 10 
singles in the mid-1990s. 

"By the time we started 
building, in 1999, all of 
the transformations the 

design was going to go 

through had been done 
on paper. That's the se-

cret of not tripling your 

costs. And the money we didn't spend 
on changing designs after starting to 
build, we were able to put into 

the details." And, she 
adds, watching out for the 

pro audio equivalent of 
yard sales also works. "I 

got all of the rheostats 
from a closing studio for 

like 50 bucks each!" she 

exclaims. "It's a good way 

to balance things: You sal-
vage one thing here, and 
that helps you buy some-

thing new there." Doors, 
chairs, even the rubber 
used to float the floors came from oth-

er studios. The result is a $200,000 fa-
cility that looks like a million. 

The Holler—the Appalachian pro-

nunciation of "hollow"—is aptly 
named. It sits in a secluded cove be-

Lori White 

Chuck Cann 

t\ ecu tvu ut ti le large 

hills that border Nashville's 

western fringe, inside a 

2,000-square-foot former 
storage building on the 

couple's 47-acre property. 
The 20x15 control room 

sits at the nexus of three 

iso booths, a 20x18 main 
drum room with an 18-

foot ceiling and a lounge/ 
kitchen area. Custom cab-
inetry in the control room 

holds a Yamaha 02R digital mixer, and 
outboard gear includes Apogee filters, 
GML and Millennia mic pre's, and 

Fairchild LA-3A EQs. The main multi-
track format is a 24-track Digidesign 

Pro Tools system, sold 
and installed by Frank 

Conway of Audio-One in 
Nashville. Monitoring is 

by Dynauclio M1 speak-
ers, powered by a Crown 

Macro Reference amp. 

The microphone collec-
tion includes high-end 
Telefunken, Neumann, 

AKG and Audio-Techni-
on ca units. 

There wasn't a single 
designer for this facility; rather, it's the 

sum total of imagination, an experi-
enced construction team's ingenuity 

and input from a few of 

the studio owners whom 
White and Cannon have 

known during their ca-

reers. It didn't hurt, ei-

ther, that White has a 
degree in musk engi-

neering technology from 
the University of Miami. 

"I at least had some 

  good basic design sense 
instilled in me," says 
White. "The design here 

was a matter of pooling resources." 

Cannon, a successful songwriter 

who has penned hits for Boyzone, 
Trisha Yearwood, Lone Star, Dolly Par-

BY DAN DALEY 

ton and Randy Travis, among others, 

wanted a studio that would serve both 

as a songwriting suite and as a music 

recording facility. "It had to be simple 
enough for one person to come in and 
use it, yet sophisticated enough to 

make records in," he explains. 
While Cannon and White speci-

fied and imagined, their ideas were 

cobbled together by a team headed 
by studio builder Chris McCullum, 

who had also built the spacious 
Tracking Room near Music Row. 

Cannon and White found McCullum 
and his crew to match perfectly w ith 
their vision. "Ten weeks into the proj-
ect, and we were ahead of schedule 

and under budget," Cannon recalls. 
The Holler is as comfortable as it is 

productive, adding a lot of the deuils 
that were collateral benefits from Aw-

ing under budget. A reproduction of 
Michelangelo's Sistine Chapel fresco 

adorns the ceiling of the main record-
ing room. Paisley wall fabrics are 

matched by the main computer moni-

tor's screen-saver. 

The Holler is a dream come true 

for the creative duo, but particularly 
for White, who says that she had en-

visioned a place like this for years: 
"Ever since I was in college. I want-
ed a house in the country, in the 

woods, with a glass-covered bridge 

that spanned a creek and on the oth-

er side was a studio," she waxed. 
"We've got everything but the creek 
and the bridge." 

— - - — - - - 

Dan Daley is Mix's East Coast editor. 
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confused?don't be! 
Otan i is the place to buy a RADAR® ll Multitrack Hard Disk recorder. 

RADARViewe Software • standard/ 

9 Gig Removable HD • standard/ 

24 Channel Analog I/O • standard/ 

TDIF Digital I/0 • standard / 
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Eliant® Exabyte Tape Drive • standard / 

Session Remote • standard / 
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www.otari.com 
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* shown with nothing optional 

complete system everything you need no games! 

If you are confused with all the hype and misleading 
stories out there about Multitrack HD systems — read on. 
Otan i will once again lead the way. 

When you buy a RADAR® Il from Otan i you not only get a 
24-track 24-bit hard disk recorder, but you get a complete 
system which includes everything you need to record — no 
surprises! The system includes: the RADAR® H, the 
remote session controller, 24 channels of TDIF digital audio 
1/0,24 channels of balanced analog I/O, a removable 9 Gb 
hard drive, Eliant® 8mm Exabyte tape back up, tape drive 
cleaning cartridge and even a back up tape to start you off. 

Oh! and don't forget you bought it from Otan i which means 
you are backed up by the best service support in the world. 
Otan i — the professional choice for over 35 years! 

Now you can own a RADAR® II backed by Otani for less 

then you ever dreamed! Everything you need for 

$11,900 
contact your Otan i dealer today or call Otan i at 

800.877.0577 

* RADAR® II and RADAR View® are registered trademarks of iZ Technology Corporation 
All trademarks property of their respectis e owners. 

Otan i Corporation, USA Tel 800-877-0577 1/818-598-1200 Email: sales@otari.com • Otani, Inc Japan Tel 81/424-81-8626 Email. sales@otan co jp 

Otan Europe GmbH Tel. 49/2159-50861 Email. euro©otari de • Otan i Singapore Pte Ltd. Tel. 65/284-7211 Email otarisp@singnet.com sg 
Otaritec Corp. Japan Tel 81/3-3332-3211 Email sales@otantec co ip 

U.S. Regional Offices Los Angeles 1/818-598-1200. New York 1/212-324-1700, Nashville 1/615-255-6080 
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It's Time to Change 
the Channel... 

In the digital world, you're only as good as your weakest link or channel. So, why settle 

for any less than the warmth and integrity offered by the new dbx 376 Tube 

Preamp Channel Strip with 96k Digital Outs For more than 25 years 

dbx has been setting the standard, and the 376 is the culmination of those years of 

innovative success. 

376 
Tube Channel Strip 

Iv/ Digital Out 

o 

'Tube Preamp 
Channel Strip 
ind Digital Out 

With a feature list that includes a vacuum tube preamp section, three-band para-

metric EQ, compressor and the real kickers: built-in De-Essing and AES/EBU and S/PDIF 

digital outputs, make the 376 an all inclusive Channel Strip toolbox that's just as much at 

home in a conventional analog mixer application as it is in a state-of-the art digital work-

station. With the 376 you can bypass the mixer all together, while producing warm and 

rich tube mic preamp tones in the digital domain by using dbx's proprietary Type IVTM 

AID conversion system. Stop by your local authorized dbx dealer and tune into all that 

is available on the next channel. 

• Tube microphone pre-amp 
• De-Esser 
• 3-Band Equalizer 
• dbx Compressor 
• Type lVTM conversion system 
• AES/EBU and S/PDIF digital 
outputs 
• Front panel instrument input 
• +48 Volt phantom power 

• Selectable duther and 
noise-shaping algorithm 
• Selectable sampling rates 
(96, 88.2, 48, 44.IkHz) 
• 24,20 and 16 bit word lengths 
• Word clock sync input and 
output 
• Selectable mic/line switch 
• 20 dB pad 

dbx 
PROFESSIONAL PRODUCTS 

fi A Harman International Company 

For information call: 1-800-777-1363 • Harman Music Group • 8760 South Sandy Parkway • Sandy, Utah 84070 • www.dbxpro.com 
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Producers 
Byron Gallimore 
And James Stroud 
Talk About Their 
Latest Hit 

1 

by Ehanne Halbersberg 

T¡ni McGraw will never forget the first time he ap-
peared at Nashville's annual Country Music Fan 

Fair, where thousands of fans gathered in mid-June to 
meet their favorite artists and enjoy label showcases. Mc-
Graw, a newcomer, had not yet graduated to "artist booth" 
or "performance" status, so he was primarily an attendee. 
He blended so well into the crowd that a security guard 

mistook him for part of the crew and instructed him to clean 
up after a group of patrons who left their lunch trash on a 

table. He did as he was told. A year later, McGraw had a 
booth, a line of admirers and a near-catfight between female 

fans struggling to be first for his autograph. 
His self-titled debut, released in April 1993, barely dented the 

charts. His second effort. Not a Moment Too Soon, volleyed him to 

the top, thanks to a lightweight hit single, "Indian Outlaw." The tune 
could have ended his career as quickly as it had started, but McGraw 

followed it with material that offered more depth and dimension. Today, 

his six-album catalog, which includes a greatest hits package, totals over 25 
million albums sold, with 21 Top 10 singles-15 of them reaching Number One. 

His new project, Set This Circus Down, shipped Platinum in April. 
McGraw was determined to go the extra mile with the entire package. In addition to ensuring that fans would get the highest-qual-

ity songs, he also included a 25-page booklet in the CD. "I wanted the fans to feet that they owned a part of this album," he says. "They 

are a part of the theme, a part of the entire project, and the feel of the liner notes is like reading a book." Remembering his own ex-
citement as a youth when buying records, he adds, "Sometimes reading the album cover was as much fun as listening to the music." 
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Even the concept came naturally. 
"Once we recorded Set This Circus 
Down,' I knew it would be the title," he 
says. "Everything fell into place after that." 
That "everything" included hiring an illus-
trator to convey the concept of touring-
band-as-carnival for the album's cover art. 
The booklet offers lyrics, thoughts and be-
hind-the-scenes photos. 

Integral to creating Set This Circus 
Down are Byron Gallimore and James 
Stroud, who have produced McGraw 
since his first album. You could call 
Gallimore and Stroud the most 
influential production team in 
Nashville, but they're too modest to 
accept such accolades. You could 
describe them as workaholics, but 
they make what they do—produc-
ing, engineering, recording and, for 
one of them, running a record la-
bel—sound like so much fun that 
it's almost a mistake to call it work. 
You could say that they're respon-
sible for a large percentage of the 
hit records currently on the charts, 
but they'll reply that it's all because 
of the artists. You could even tell 
them that they have remarkable in-
tuition and musical instincts, or use 
trendy words like "synergy," but 
they'd contradict that by telling you 
that they're "a hillbilly and a red-
neck; just some old farmer and a 
half-assed drummer who don't know shit!" 
Better to let the facts speak for themselves. 

Byron Gallimore is currently Nashville's 
top producer. His productions have sold 
over 30 million albums, he produced 15 of 
the top 75 country albums on the Billboard 
charts, and his resume includes everyone 
from Randy Travis to Faith Hill and Tim Mc-
Graw. He is also a key figure at the music 
Website Tonos.com. A guitarist and song-
writer, he grew up in Puryear, Tenn., played 
in rock 'n' loll bands, graduated with an en-
gineering degree from Murray State Uni-
versity, in Kentucky, moved home and be-
came a farmer. Winning the Music City 
Song Festival changed all that, however. 
Gallimore relocated to Nashville and began 
his career as a recording artist, songwriter 
and producer. He also had an eye for rec-
ognizing talent, as he did one night in a 
club called, appropriately, Diamond In the 
Rough. There he saw a youngster named 
Tun McGraw and was convinced the new-
ly signed singer was a superstar waiting to 
happen. "I watched him do six songs, and 
he was phenomenal," Gallimore recalls. "I 
wanted to produce him, but Curb Records 
[McGraw's label] wouldn't let me. So I went 
to James, and he was kind enough to go 
listen to Tim." 

James Stroud, who has run Dream-
Works Records' Nashville office since Au-
gust 1997, is also legendary in Nashville 
circles. His productions have sold over 50 
million albums. He headed Giant Records' 
Nashville office in the 1990s and has pro-
duced a veritable who's who of country 
artists: John Anderson, Clint Black, Toby 
Keith, Tracy Lawrence, Clay Walker, and 
non-country acts including the Neville 
Brothers and Melissa Etheridge. A studio 
drummer for pop and R&B recordings in 

Los Angeles and Muscle Shoals, Stroud's 
credits include Paul Simon, Bob Seger, 
Gladys Knight & The Pips and Dionne 
Warwick. Moving to Nashville led him to 
country sessions, then his production 
breakthrough, Dorothy Moore's 1978 hit, 
"Misty Blue." Stroud spent the '80s enjoy-
ing success as an independent publisher, 
staff producer, A&R executive, VP of Capi-
tol Records/Nashville, then Giant and 
now DreamWorks. 

"I went to Tim's showcase," he says, 
"and what hit me hard was his passion 
for what he wanted to do. We went to 
Mike Curb, and the deal was done. We 
were able to make a record, and it was 
the first time Byron and I, who had been 
friends for quite a while, had the chance 
to work together." 

In 1997, with Everywhere, McGraw be-
gan joining Gallimore and Stroud in co-
production. "Tim has so many great ideas, 
so it's a shared thing," says Gallimore. "It 
works out to everyone's advantage. When 
you have a career with this much success 
and you've worked together since the be-
ginning, there is a tendency to get slack 
or 'same-y.' The combination of James 
and me, plus Tim's creativity—it's been a 
fresh shot to have him sit in and bring the 

extra magic we needed midway into his 
recording career." 

"The great thing is that we do this in 
such a friendly way," says Stroud. "There 
are no disagreements. We truly have fun, 
and it's amazing that the three of us can do 
that each time and come out with some-
thing we're all happy with. Early on, Byron 
and I saw that there was something special 
we could bring to the table as producers. 
We're a good combination. He has great 
ears and is a great player. He knows, tonal-

ly, how to make things great. My 
side of the expertise is in rhythm and 
structure on the tracks, so it's the 
best of both worlds, and we never 
step on each other's toes." 

Nashville's iecord-making process 
is markedly different from that of 
other music cities. Music Row—the 
area that houses the business side 
of country music—makes it possi-
ble to walk from office to office, la-
bel to label. Gallimore and Stroud 
agree that the intimacy offered by 
this closely knit sector would be 
unimaginable in New York or Los 
Angeles. Nashville's inner circles 
are in contact on a weekly, if not 
daily, basis, and the relationships 
formed continue outside of the stu-
dios and executive suites. "Part of 
it is Nashville, you're right," Gal-
limore agrees. "Being here does 

make a difference." Stroud adds, "It's a to-
tally unique situation. We're like family. If 
I didn't see Byron and we didn't golf to-
gether, I'd have withdrawals!" 

Unlike other genres where follow-up 
albums can be years—and a fortune—in 
the making, the moment a country artist 
completes one project, managers, label 
personnel, producers, publishers and the 
artist—who usually spends the majority of 
his or her time on the road—begin search-
ing for songs for the next album. For Gal-
limore and Stroud, it's a never-ending cy-
cle that includes the aforementioned par-
ties and the staff of Gallimore Productions, 
where his wife, Missi, and the entire 
team—including his son and mother-in-
law—are always looking and listening. An 
artist of McGraw's magnitude, however, 
has an advantage: Publishers already have 
material on hold to pitch, and top song-
writers write specifically with McGraw in 
mind. It's not unusual for the individuals 
involved in a Tim McGraw album to listen 
to thousands of songs, carefully whittling 
down the choices to several hundred for 
McGraw to sample. "You work with an 
artist and learn his parameters, then leave 
a little room on both sides," says Gal-
limore. "So after we've picked out a batch, 
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Tim listens to them and picks. He might 
also find songs on his own. On this album, 
'Angry All the Time' was something he 

brought, and 'Forget About Us' was 
pitched to him directly by fits songwriter] 
Mark Collie. One thing I must say about 

Tim: He'll kick a song out in a minute if 

he doesn't want to do it, and he doesn't 
pass on hits, which is a lot of the key to 

his success. He has the ear." 

From left: James Stroud, Byron Gallimore and Tim 

McGraw in 1996. 

Set This Circus Down was cut prima-

rily in Nashville at Ocean Way Studio by 
engineer Julian King (see this issue's "Mix 

Masters" column on page 38) with addi-

tional work done at Emerald in Nashville 

and in L.A. with engineer John Paterno. 
The album was mixed at Record One in 

Los Angeles by Mike Shipley (who is on 
the charts with the current Aerosmith al-

bum, too) and mastered by Doug Sax. Gal-
limore also brought in assistant engi-

neers/Pro Tools specialists Erik Lutkins and 
Dennis Davis to help out. 

"N.11‘ cut the first five things at Sony Stu-

dios, in Los Angeles, because Faith [Hill, 

McGraw's wife] was there and Tim want-

ed to be with her," says Gallimore. "That 
was in early spring 2000. We kept two of 

those sides. In late summer, we began 
work in Nashville for two months and 

wound everything up around October. 
The album took about six months from 
beginning to end." 

Between sessions, McGraw kept up his 

hectic tour itinerary. While this might seem 

to compromise consistency and go against 
the grain of traditional recording methods, 

Stroud says the effect was "just the oppo-

site. It's more consistent for Tim to do 
some roadwork, then come in and record. 
It keeps him on top of the game vocally, 

because he's singing every night and it 
makes his voice stronger. He can also try 

some new songs out live and work on the 

vocals, arrangements and ideas he wants 

to use in the studio. So it's consistent as 
long as the team—Byron and I—are cov-

ering his back. He can come in, be an artist 
and producer and stay excited. 

"It's different from the rock world, 
where they're holed up in the studio at 

one week per song. We cut one song in 
a three-hour session, go back to overdub, 

change things, add instruments. Tracking 
sessions are critical, so you've got to catch 

the artists when they're in town, 

(Byron Gallimore) 

knows, tonally, 

how to make 

things great. 

My side of the ex-

pertise is in 

rhythm and struc-

ture on the 

tracks, so it's the best 

of both worlds, and 

we never step on 

each other's toes. 

—James Stroud 

and so when they do come in, it's fresh 

and fun." 
McGraw's schedule generally allows for 

cutting six or seven songs per touring 

break. Many of his vocals are done in three 
takes, sometimes four. "Tim likes to get in 

his shell, light the candles and just get into 
the song," says Gallimore. "When he's in 

that groove, he'll absolutely kill you. He hits 
that spot, and sometimes it happens in just 

a few takes. There are always vocal comps, 
but there are instances where it's all the 
way, front to back. On this album, he was 

spectacular. He re-sang 'Forget About Us,' 
because he listened to the rough and felt 

he'd not done the presentation on it. It's like 

he's living the songs, and he does a phe-
nomenal job of relaying the emotions." 

When McGraw is absent, Gallimore 

and Stroud work in what Stroud describes 
as "a tag-team process." Being musicians, 
he agrees, gives them an edge in what 

they listen for and how they know when 

it's right. "Byron listens to the mixes a cer-
tain way," says Stroud. "He's so keen on 

pitch and tonal qualities. He can hear a fly 
at 1,000 yards! The word for Byron is `pre-

cise.' He allows me to sit back and listen 

to the groove, rhythm, syncopation and 

make sure the feel is the best it can be. 

He listens differently than I do, but it all 
boils down to a wonderful mix that we 
have, and Tim comes in as the soul." 

"Yes, he is that," Gallimore agrees, "but 

from our perspective, as musicians, what 

James and I are doing could still work if on-
ly one of us was a musician. We both have 
backgrounds in the publishing and writing 

aspects, but it would be very difficult for me 
to produce if I didn't know how to play. I'd 
be paralyzed. Being able to speak the lin-
go with the musicians is critical." 

"Absolutely," Stroud continues, "be-
cause we can answer questions and in-

terpret suggestions. Another element is 
that I engineered for 10 years, Byron still 

engineers, and we can walk up to the 
console during the tracking, mixing or 

overdubbing, make our own changes and 

at the same time not bother the engineer 

who may be working on something else. 
So there is a lot of expertise and knowl-

edge that we bring to projects, and that 
combination is unbeatable. Byron is great 
and I'm okay, and together we're great!" 

"People may call engineers 'knob-

twisters," says Gallimore, "but we don't 
let stuff slip past us, and I wouldn't take 

anything for that experience. A lot of vari-
ables go into the records we're making." 

"Even though we do co-produce artists 
and always use a process we feel corn-

tbrtable with, we still evolve with each 

project," says Stroud. "Byron and I also 
make sure that we keep our productions 

individual. Look at his success with Faith 
and Jessica Andrews. Those are his. Yes, 
Jessica is on DreamWorks and so Byron 

works for us with that, and I'm the label 

head or A&R person and he's the pro-
ducer, but he works his music individual-

ly. So when we do come together, it's 
even more of an event for us." 

With their encyclopedic knowledge of 

all things technical and musical, they care-

fully define their roles within the context 
of every album. "Byron and I have talked 

about this a million times," says Stroud. 
"Our job is to keep the artists between the 
ditches and not let them crash. If a record 

needs input, that's where we step in. We 
let the musicians play what they feel. We 

set the stage, as producers, to make the 
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artist's record, because if we make our 
record, everything we cut will sound the 
same, and we'll all be in trouble." 

This leaves plenty of room for McGraw 

to experiment. "Tim brings in an idea of 

what he wants as an entire album, and he 
brings something new every time," says 

Gallimore. "He has a picture in his mind 

of what he wants the album to be. With 
'Angry All the Time,' for example, he did 

a different version of anything we'd ever 

heard him do, with much more attitude. 
He always brings a new piece of himself 
to the table." 

"In a session, he'll sing out a lick or a 
melody, standing in front of us, and it's 
something Byron and I wouldn't have 

come up with," Stroud adds. "Tim has an 
innocence about him and he feels safe 

with us, so he can make suggestions that 
we can interpret to the musicians. He's a 

true creative producer with ideas in the 
rough, and they always work out great. 

He has a vision, he comes in knowing 
how to pick songs, how to hear a hit song 

in a demo, how the record should be, 
how to bend melodies in ways that only 
he knows how to do. He takes it beyond 
being a singer and an artist. 

"The difference between his first al-
bum and all the others is that, after the 

first album, we listened to Tim McGraw. 
When he was able to say, 'Here's what I'm 

going to do. The first one didn't work and 

here's what I want,' in my view, that was 
the biggest change his music took from 

the first album to all of these." 

"The other thing is that Tim had nev-

er been in the studio when he made his 

first album," Gallimore remarks, "so he 
was getting acquainted with micro-

phones, how to sing. He'd listen back and 

hate the way he sounded, so he'd try 
something different. It was almost a learn-
ing experience for all of us to figure out 

what to do. Now he's a pro who knows 
exactly what he wants." 

While radio, media, market re-

searchers, the industry and even the artists 
try to define what country music is in 

2001, McGraw—who has outsold most 

and, with Faith Hill, was one of 2000's 
largest-grossing touring acts—has basical-
ly not strayed from the genre. The furthest 
he's gone has been string-laden ballads or 

the roots-rock Springsteen flavor of "For-
get About Us." "Tim is such a fan of dif-

50 MIX, July 2001 • uww.mixonlinexom 



Powered Plug-Ins VVEUE0 
PLUO UNS 

The Natives are Restless 

Your native workstation is about to get a serious power 
boost. Introducing Powered Plug-Ins-, plug-ins equipped with 
their own power source, the revolutionary UAD-1 - DSP card. 

No Compromises 

Think about it. Ever had to trade quality for quantity in plug-in 
effects? With Powered Plug-Ins, create the project of your 

dreams without those painful trade-offs. Ever wondered if 
plug-in companies make compromises too? They do. We 
don't. With our single super-computer DSP chip we avoid the 
inherent limitations of multi-chip DSP cards. The result: 
ultimate plug-in power. 

How Much is Enough? 

No workstation on the market — at any price — matches the 
UAD-1. Take the most popular (and expensive) DAW available 
today. Multiply its power by three. Now you're close (for a 
whole lot less!). Imagine a project with 8 RealVerb Pros or 
36 EQs, 16 compressors and 3 RealVerb Pros running 

simultaneously — all of a quality previously limited to pricey 
high-performance workstations. With no hit to your CPU, 
you've got tons of overhead for more tracks, automation 
and native effects. This is serious stuff. 

Best of Both Worlds 
Powered Plug-Ins combine the value of native 
systems with the power of dedicated DSP. And 
because they're from the Analog Ears and 
Digital Minds of Universal Audio, you get 
the best of the analog and digital world 
with obsessively exact digital 
emulations of our very own 1176'° 
and LA-2A- Vintage Compressors 

Are Your Plug-Ins Poweied? 
Add some serious horsepower to 
your VST system today. Powered 
Plug-Ins, just $995, available for 
VST/PC applications including 
Cubase, Nuendo and Logic 
Audio. 

Visit www.uaudio.coffi and 

register to win your own 
Powered Plug-Ins bundle. 

Powered Plug-Ins-
include: 

> UAD-1'" 

V. age Compressor 
1176 and LA-2A) 

UNIVERSAI AUDIO 1 www.uaudio.corn wet) I 831 466 3737 ,roicp 1 831 466 3775 

DIGITAL SJ2001 Universal Audio. All rights reserved Trademarks are the property of their respective holders. 
All features and specifications subject to change without notice. 



ENARY  RI 
KILRI 15D, ND, KILLER PRICE,I:  F I KILLER BOX! 

Active Tube 
Instrument DI 

DI L 
Bypass. 

C4 Bass 
EQ 

DI Line/ 
Instrument 

Cl 
Treble 
E-Q 

Twin Hi-Rez 
Mic Preamps 

Hi Rez 
Mic Pre 
Gain 

DI/ 
Line/Mie/ 
48V Mic 

Phase 
Revers 

DI 
Normal/ 
Bright 

Twin JFET 
Stereo Buss 
Compressors 

Attack, 
w/2 
Auto 
Presets 

Compressor 
Theshold 

Rear 
Insert 
In/Out 

Rear 
Side 
Chain 
Input 

Variable 
Tube Outp 

Side 
Chain 
Listen/ 
Comp/ 
Bypass 

Release, Real VU 
100Hz/50Hz w/2 Auto Meters, Man 
Low Cut Presets Variable 

rube 
Output 

The Drawmer 1969 
Mercenary Edition 
$2,949 MSRP 

RRNSRMERIER 
RL1010 GIRCILIF1 

Stereo 
Buss 
"BIG" 
Link 

Meier: VU 
or Gain 
Reduction 

DRAWMER 
Call Us at: (702)365-5155 

We Carry A Complete Line of 
SONY Recoiling Media 

SONY 
• II. 

PROFESSIONAL MEDIA 

aoer, 6( 

.•••= SOW 

twee 

MOM 

••04•T 

EUZINY 

".>". 124 

• "'• 60 
120 s' 
_ ei-vr s e 

urE 

A " 

111.1,e 

-t4" 
Jeke 

40 
eON 

!or ' 125 

-- - DAT 

'CArEt5 4109R 

Shipped from Stock, Great Prices, Immediate Delivery 
Easy Ordering: Phone, Online, Mail, Fax, E-Mail 

 Rs A FREE FULL UNE 
In New York: (718) 369-8273 RECORDING 

24 Hour Fax: (718; 369-8275 National Recording Supplies Inc. SUPPLIES CATALOG 

http://www.tapes.com - e-mail: sales@tapes.com 

764 5th Avenue, CONTACT US gOR 
Brooklyn, New York 11232 

CALL TOLL FREE 1-800-538-2336 - Outside NY Onty 

ilpl%T11111M1i1( 
lligS"TO TOWN 

ferent genres of music,- says Stroud, and 

while it's highly unlikely—they hope and 

laugh—that the real Tim Shady will please 
stand up, "He will throw an influence at 

you," says Gallimore, "Tim sings so 'coun-

try,' and anything he sings sounds like 

Tim McGraw, so we can go as far as we 

want with him and it still works." 

To capture the warmth and body of 

McGraw's voice, the recording team used 
tube microphones exclusively: "We usual-

ly use more [Neumann] 47s, but this time 
the majority were [Neumann] 67s," Gal-

limore notes. "It depends on the sound 
and the song. The 47 is a little bigger, and 

Tim has a rich low-mid area in his voice." 

A Tube-Tech mono compressor was used 
on the vocals, which were also variously 
channeled through Neve, API and Focus-

rite preamps. "It's all vintage gear, even the 
console at Ocean Way [a Neve 8078]. It's 

old gear that sounds really good," Gal-
limore says. At Record One, the project 

was mixed on an SSL 8000 G-Plus console. 

Rather than limit themselves within the 
boundaries of what does or does not make 

a country album, Stroud says they simply 
focused on making a Tim McGraw album, 
meaning, "He is more than one genre. It 
is country. It is edgy. It is also touching, 
emotional, passionate music made by the 

best players in the world and a country 

stylist who goes beyond our market." 

While McGraw's career, like that of any 

artist, hinges on the success or failure of 
each album, Gallimore and Stroud are safe 
and secure within the broad scope of their 

careers. Or are they? "Every time I go into 
the studio, whoever I'm working with, I 

feel the pressure," says Stroud. "The more 

success you have, the more pressure them 
is. I have never seen Byron or Tim go in 
to cut something with anything different in 
their attitude or process throughout the 
entire time I've known them. The fun fac-

tor is in the record, and as long as we have 
that, the pressure takes care of itself. Yes, 

there are responsibilities and yes, we want 

to make the best records we can, but Tim 

gets better naturally. Byron gets better 
every time we make a record. I get better. 

It's because of the process: You throw out 

the bad, keep the good, and the best part 
is the fun and passion. It's simple, really: 

Every once in a while, between golf games 
and laughing, Byron and I make a 

record—and that's why it works!" • 
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DANN HUFF 
HOT GUITARIST TURNED Hrià 

rif wo years ago, Dann Huff 
was just making a name for 

himself as a producer in 

Nashville. His ciedits included 

Faith Hill, Lonestar and newcom-
ers SHeDaisy, as well as two 

Megadeth albums. What he 
couldn't have predicted was that 

Lonestar and SHeDaisy would be-

come award-winning acts selling 
millions of albums. As their ca-

reers took off, so did Huff's. To-
day, he ranks among Music Row's 

most in-demand producers, and 
his resumé lists Bryan White, 

Chely Wright, Rebecca St. James, 

Billy Ray Cyrus, Collin Raye, 
Trace Adkin, and follow-up ef-

forts from Lonestar and SHeDaisy. 
Huffs father, Ronn, was a 

sought-after arranger on the cut-

ting edge of Nashville's contem-
porary Christian music scene. As a 

youngster, Dann would accompa-
ny him to sessions and, to this day, 

cites his father as his first influence. At 
the age of 9, Huff began playing gui-

tar, and, by the time he reached his 

PHOTO ALAN .••• P 

teens, he was "obsessed" with music. 

His natural talent led him to session 
work, which, in turn, took him to Los 
Angeles. There, he played on record-
ings by Whitesnake, Celine Dion, 

Michael Jackson, Madonna, Michael 

Bolton, Whitney Houston, Amy Grant, 

DC Talk, Wang Chung, Fine Young 
Cannibals, Barry Manilow, The Temp-

tations, Chaka Khan, O'Jays, Smokey 
Robinson..."Whatever was going on 

in the pop world in the 1980s, I played 
on at least one song by everybody," 
he says. 

Eventually, the desire to be in a 

band took over, and he formed the 
rock group Giant, with his younger 

brother David on drums. (Their 
youngest brother, Ronn, is also a mu-

sician, but not professionally.) Al-
though Giant was well-received by 

critics, they never achieved the level 

of success they deserved. Huff re-

turned to Nashville and the insular 
world of sessions, playing on hits by 
artists such as Clint Black, Faith Hill, 

Tim McGraw, Reba McEntire and 

Shania Twain, whose husband, pro-

ducer "Mutt" Lange, encouraged Huff 
to try production. 

Huff's career has expanded into 

Huff Brite LLC, a production compa-
ny he runs with his partner, produc-

er/publisher Mark Brite, and their 

A&R rep, Darryl Franklin. Also in-

volved are Jeff Balding and longtime 

associate Mike Griffith. In conjunc-

tion with Sony Nashville, Huff Brite 

MY MANN! MALMIRSBMIte 

is a burgeoning imprint that 

Huff says allows him to find and 
develop new artists. When Mix 

caught up with Huff and his 
trusty engineer Balding, they 

were at Emerald/Masterfonics 

mixing SHeDaisy's sophomore 

effort, slated for a 2002 release. 
(For more on the project, see 

sidebar page 66.) 

How did you establish yourself 
as a producer? 

The first thing I did was Chris 
Ward [One Step Beyond], which 

co-produced with James Stroud. I 
was nervous. I'd known James 
since I was 18, and told him I 

wanted to produce. He hired me 

on a lot of records, let me do 

overdubs. So, I co-produced Chris 

with him. There were good mo-
ments on that record. Then I did 

one I'm extremely proud of, John 
and Audrey Wiggins' second album, 
The Dream. 

The first thing you learn when 
you produce is, it's not the quality 

but a lot of luck—catching the right 
song at the right time, and great 
songs don't always catch. The Wig-

gins' album was the first thing I did 

myself, and the label let them go af-
ter two singles. Then I got a call to 

do Megadeth. Mutt and Shania rec-

ommended me to Faith (Hill], and be-

cause of that she looked at me as a 

producer, because the label sure-

shootin' wasn't looking at me as one! 

They don't consider you a producer 
until you're successful, and how do 

you get successful? Produce a couple 

of hits and you're a genius! In the 

midst of that, I did two records with 
John Schlitt, a contemporary Christ-
ian artist, and co-produced them, so 

it was a building thing. Faith hit, so I 

did Lan i White, who had a nice hit, 
and then SHeDaisy and Lonestar. 

You've come a long way in the two 
years since we last spoke. To what do 

you credit this, other than talent? 

It's hard work and a lot of luck. Tal-
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ent has something to do with it, but pop-

ular music...I've done stuff in the last two 

years as good as I can do, and it ab-
solutely flopped. It's the weirdest thing. 
Who knows what will go or not? You ba-

sically burrow your head down and hope 
things hit, and when they do, everyone 
thinks you're brilliant. But when they 
don't... 

Nashville's two breakthrough bands in 
the past yew; Lonestar and SHeDaisj; 
were both your productions. Is that a co-
incidence? 

I don't know. You can call it a lot of dif-

ferent things. When you win, you accept 
and try not to define it too much. Yeah, 

I'm a large part of it, but without the com-

bination of each act...They're very differ-
ent groups. SHeDaisy writes or co-writes 

everything. With Lonestar, we find songs, 
but with this new record, Richie [McDon-

ald, lead vocalist! wrote the first single, 
"I'm Already There," on the road, and it's 
going to break wide open. We've found 

out who they are, who their audience is, 

what works and what doesn't. I've done a 
couple of records in the last two years that 

you heard nothing about. Shane Minor 
was one of the best records I've ever done 

Huff at the board with SHeDaisy 

and why it didn't work, I can't tell you. I 
believe in him enough to do it again. I 
thought, "This is too good to not work." 

That's the risk you take as a producer. 

I remember you telling me that the first 
time you heard Lonesta4 you thought, 
"That's not me; I wouldn't be good at do-

ing this." 

I never thought in a million years that I 

would be a country producer. It's not 
above or beneath me; it's just not my 

roots. The critics here say I shouldn't be. 

They have a field day with me. For the 

most part, critically, I'm to be avoided like 
the plague. If I listened to the critics, I'd 
have moved by now. 

What makes you a good producer? 

I like what I do. I'm hired by the artist to 
fulfill their vision musically, and whatever it 

takes to get them from point A to B is fun 
and compelling. If they're happy, then I've 

done my job. Also, I have a lot of pride in 
what I do and I work to make myself hap 

py, too. Whether our tastes coincide is not 
important. I have to define their tastes and 

make the best album I can. It's like battling 
with myself every time—how can I make it 

better, extract one more drop of blood? 
Once you've given your best, you walk 

away saying, "You've done good." I would 
love for the critics to love what I do, sure. 
Music has been a part of my life since I was 

a child. I don't know how not to he a mu-
sician. I love music. But to be in a position 
of doing something somebody else doesn't 

like, you're getting into politics and religion! 
It's best to get in the studio, do the work 

and get the heck out of there—and devel-

op a really tough, thick skin. Some people 
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Models include the NEW LP rack, desktop arrays and 
high capacity rack mourns featuring removable drives 

PPO TASCAM. 

Application Specific Design — that's what our 
engineers call it. Unlike most audio storage systems hat 
are simply just a bunch of off-the-shelf drives in a pretty 
box, Medéa storage solutions are desigred from the 
ground up to support the specific requirements of your 

DAVV. And we do it at the lowest price per gig in the industry! 

Our new AudioRack LP packs up to 300 GB of high-
performance audio storage in only 1U of space and loo:ks 
like a single disk drive to your DAVV - simply format trie 
system and you're ready to roll. AudioRack LP is also 
optimized with Medéa's proprietary Audio Stripe 

Technology (AST). AST dynamically distributes audio 
tracks evenly among the drives inside all Medea audio 
products. The bottom line is that you can record/playback 
up to 64-tracks of 24-bit,I96 kHz audio to/from a single 
AudioRack LP and eliminate the need to juggle 
tracks between multiple storage devices. 
The AudioRack LP is a rack you can be 
proud of — in both its performance 
and its good looks. 

Performance 
Reliability 

VaIuea 

Medea 
888-BY-MEDEA 
www.medea.com 

S whole world of recording CP111111,11, Hut 
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I've read rip into me, yet I enjoy their writ-
ing! It's stupid what they do, but I guess if 
you're selling records, you're fair game. 
How would you define the term"producerr 
The record company gets together with the 
artist, they need a record, they hire a pro-
ducer [who is] basically responsible to 
make sure that it happens within a budg-
et and a certain amount of time. From that 
point on, it's anybody's guess. Project to 
project, I try to see what's needed. People 
call me for musicality. Some producers are 
facilitators who get the right players and 
document it. Some producers are hands-on 

and use players as an extension of what 
they do. I tend to go that direction, but I 
don't pull the reins. As a musician, I 
worked for great producers of all types and 

learned from the best: James Stroud, Mutt 
Lange, Quincy Jones. There's no right or 
wrong way to do it. I like selling records, 
but I like making records the way I want 
them to sound. You define it as you go; it's 
basically open. 
When did your phone realty start ringing? 
After the first couple of hits. After my first 
hit with Faith, I began being taken seri-
ously, then Lonestar really hit and then 
SHeDaisy, and I thought, "Maybe." As the 
hits trickle in, it validates you more. Last 

At first glance all powered monitors may look 
similar- they have woofers and tweeters and 
amplifiers, all mounted in a box. But that's 
where the similarity ends. 

• Patented trans•nova/trans•ana amplifier circuitry for 
more open, dynamic sound 

• MOSFE T power amplifiers for transient dynamic 
power and reliability 

• Hafler manufactured speakers and electronics 

• Magnetically shielded for CRT and monitor protec Lion 

• Custom high frequency waveguide for better dispermon 

• Precision crafted double thickness stepped enclotAtres 

• No tweeter compression - eliminates listening fatigue 

• Made in the USA 

Conservatory of Recording Arts & Sciences,Tempe, Al 

Studio D-5.1 room with TRW18s & TRA.112s 

www.hdflor om • hatl,r 

year was nonstop, and I've been fortunate 
to be able to turn down work, which is 
important, because if I took everything of-
fered, I would be divorced and dead—and 
not necessarily in that order! I'd rather not 
be either! Sherri and I have been together 
19 years and the hardest thing is to main-

tain a family life as a husband and father. 
At a certain point, enough is enough, be-
cause if you creatively take on too much, 
and at times I've taken on way more than 
I should have, you're not fresh or able to 
give 100 percent. 

I'm looking for soul. 

You want dynamics and 

feeling, whether you're 

playing at 150 dB 

or not, and you have to 

be willing to go with 

your gut, because 

there's no handbook 

that goes with this. 

Has it become more ql a job? 
In some ways, but it was becoming a job 
to play guitar. Producing is a job, and I 
feel the responsibility but I love it. I love 
the thought of having final say and the re-
sponsibility of making something. The on-
ly drag is, if I'm wrong, it hurts someone's 
career. I like the variety and styles I get to 
do. They're all different and exciting in 
their own ways. 
How do you know when it's right? 
You don't. You guess. It's all subjective. 
I'm looking for soul. You want dynamics 
and feeling, whether you're playing at 150 
dB or not, and you have to be willing to 
go with your gut, because there's no 
handbook that goes with this. Music, writ-

84 MIX, July 2001 • www.mixonline.com 



INSTITUTE OF 
AUDIO RESEARCH 

Come to 
New York City 

the center of the 
recording industry. 
Learn recording 

engineering at the 

Our 6 month 
Recording Engineering 

and Production Program 

includes: 

Multitrack Recording, 

Mixdown Techniques, 

MIDI, Digital Audio 

& more. + a diploma 

from a world 

renowned school. 

Call 800-544-2501 
212-777-8550 

(NY, CT& NJ) 

Your focus is music, 
our focus is you. 

INSTITUTE OF AUDIO 

RESEARCH 
64 University Place 
New York, NY 10003 
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ing, anything creative means you do it un-
til something hits you. 

Equipment by itself means nothing. 
Some of the greatest records were made 
on 4-track. Equipment is just there to fa-
cilitate creativity. I've heard records lately 
that are done in teeny home studios and 
they're great. Technology moves in leaps 
and bounds; people can record clean 
records in their kitchens. With a serious 
mind, gut feeling and intuitive sense 
about what appeals to others, you don't 
need half a million dollars. As a guitar 
player, I never knew much about guitars 
and amps, just what sounded good to me. 

I'm not trying to undersell it; that's just 
the way I've always looked at it. You 
make a decision about compression, tex-
tures, changing preamps, and I can't tell 
you a spec sheet, but I can feel something 
and say, "We need to move in another di-
rection. Can you give me some alterna-
tives and I'll make a selection?" 

Pro Tools is my instrument. Between 
Jeff and myself, we have three systems run-
ning continuously. I have one at the house 
so I can work and have a family life, and 
with the advent of all these plug-ins, there 
are no set rules. They've changed the way 
we do everything. I fumble around and 
find little things to enhance what I do. The 
main thing is not to do it the same way— 
to force yourself to think differently from a 
recording and musical standpoint. 
You've remained very loyal to Emerald/ 
Masterfonics as your primary workplace. 
Honestly, it's for no reason other than our 
relationship. I don't care if we record in a 
warehouse, as long as there is a clean 
sound. I like recording in different places, 

I like being diverse and I work at my 
house, so the only thing I care about is 
having Jeff with me. Part of my job is to 
make judgments, but he's so serious and 
so good that I know at the end of the day 
that whatever is on tape will be solid, be-
cause he makes it work. Music Row, as 
you know, is like your backyard. Every-
thing is close together. Masterfonics has 
become the Emerald complex, with six or 
eight studios scattered. They have three 
buildings, the best coffee in town and the 
tracking facilities are great. 
After making such successful albums 
with Lonestar and SHeDaisy, how clo you 
repeat what worked but still make it new? 
It's different in the way we record a song, 
not having the same musicians, always try-
ing to infuse something different in every-
thing we do. First, we ascertain what's 
working and keep the elements of that, 
but not be so repetitious that we don't hit 
new ground. Jeff is always figuring the 
greatest new ways to get sounds, little "in 
particulars" that add up to something dif-
ferent, down to the way we assemble all 
the pieces on the record and connect it to 
what you're doing. Especially if the first 
one was successful, then it's everything 
and nothing the second time. It's a weird 
situation. You don't want it to sound like 
a production line; you don't want to be 
guilty of using the same things again, but 
if it sounds good, you use it. It's like put-
ting together a jigsaw puzzle. You know 
what sounds good in your mind and 
where you want it to end up, but if the 
conclusion is not engraved in stone and 
you have a little flexibility, it nukes it fun 
and interesting, and you find different 
things you didn't know existed. That 
comes from listening to what people say 

C01111116 S0011 FROM SHEDDISY 
Here's what Dann Huff's engineer Jeff Balding has to say about the sessions for 
SHeDaisy's upcoming release: "We recorded at Emerald A, the smaller room, a little 
bit different sound. A lot of the tracks, we do at The Tracking Room at Emerald. The 
60 percent natural compression in the room sounds great. SHeDaisy's first set of 
tracks were done straight into the Euphonix R1 hard disk recorder. The rest of the 
record was [through] A/D converters and tracked straight to Pro Tools. We use Pro 
Tools for compression and effects instead of outboard gear. 

"We tracked first at the Bennett House: It's a good room with great character. 
When you hear the drums, you know where they were cut. We pushed the faders 
up, and it sounds great without doing anything. [SHeDaisy's] first album [The 
Whole SheBang[ was cut there, so it made sense to go back. At Emerald, the over-
dubs are on [SSW G-Plus to overdub, 4k with Ultimation to mix. Dann and I have 
Pro Tools, and we trade files back and forth, double duty. So I get the sound up 
and get him going. Then I go out and do the editing on Pro Tools. We get quite a 
bit done that way." —Elianne Halbersberg 

• 
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PM 1 I) General Specification 

Number of Input Channels 

Number of Output Channels 

Number of Scene Memories 

Sampling Frequency 

Fader 

Total Harmonic Distortion 

AD Converter 

DA Converter 

Frequency Response 

Dynamic Range 

Hum & Noise 

48 mono + 4 stereo (DSP1D) 
915 me)n0 1 te Ogren 0..ISPIO•E A 

48 Mix, Stereo A. Stereo B, 24 Matrix 

990 

Internal: 418kHz/44 1kHz 

External: 44.1kHz -10% - 48kHz +6% 

X IOC/111111 motorized 

Less than 0.02% 20Hz - 20kHz @ 

+24dB into 600U 

Less than 0.007% lkHz @+24dB 

into 600U CH IN to STEREO OUT 

28bit 128 times over sampling 

(Signal Delay 1.5msec W Fs = 48kHz) 

27bit 128 times over sampling 

(Signal Delay 1.2msec @ Fs = 48kHz) 

+1. -2dB 20Hz - 20kHz @ +10dB 

in!) 6005.2 

120dB typ. AD- Du 

("I.MY- AD card to DA caull 

-128dB typ. Equivalent Input Noise. 

I :20H7 20KHz) 

Input Section CH1-96. ST 1N1-8 

De-emphasis/DC cut 

Phase 

Patch 

Attenuation 

High Pass Filter 

Equalizer 

Gate 

Comp 

Delay 

Fader 

On/Off 

Cue/Solo 

Pan 

Stereo/Group Assign 

Metering 

Normal/Reverse 

Input, Direct Out 

(pre-eq/pre-fader/post-fader/post-on), 

Insert In/Out ( pre-eq/post-eq/ 

pro comp/pre delay/pre-fader) 

-96 - OdB ( 1dB step) 

20Hz 600Hz (60 point) slope 

-6dB / -12dB / -18dB/oct 

4 band PEQ 

0_ow/shelvine, Low-mid, Hi 

High/shelving/LPF) 

F: 20Hz-20kHz ( 120 point). 

Gain: + - 18dB (0.5 dB step). 

Q: 0 1-10 (41 point) 

Gate/Ducking selectable 4 key-in bus 

Comp/Expander/Compander 

selectable 4 key-in bus 

Delay time (0 - 250 ms, 0.02 ms 

100mm motorized, - +10dB 

(128 step/100mm), 

Interpolation 241,1 ( 16,777,216 steps) 

On/Off ( FL/AR) 

127 positions ( L=1 - 63, center, 

R=1 - 63) 

STEREO/ MIX 1-48 ( FIX/ VARI selecta 

pre-att peak, comp/gate gain reduction. 

pre-att/pre-gate/pre-fader/post-fader/ 

post-on selectable with Peak-Hold 

Output Section STEREO A. B. MIX 1-48, MATRIX 1-24 

Patch Output. Insert In/Out 

Equalizer 6 band PEQ 

(Sub Low/HPF/Shelving, Low, 

Low-mid. Mid. High-mid High/ 

LPF/Shelving) ( Bypass switch for each band) 

(Parameters are same as input EQ) 

Comp Comp/Expander/Compander selectable. 

4 key-in bus 

Delay Delay time 

(0 - 1000 ms, 0.02 msec step) 

On/Off 

Cue SUII/ 

Balance 

Mono 

To Stereo Assign 

To Matrix Assign 

Metering 

Dither 

Other Mixer Section 

Effects 

Graphic equalizer 

Oscillator 

Talk back 

Communication In 

12 DCA 

Qu/Off (FIL/Aft) 

Stereo A. 8, Paired Mix & Matrix 
Stereo B 

from Mix output 

from Mix 1-48/stereo A. B 

oomp gain reduction. pro-el/pre-tar-IQ,/ 

post-fader/post-on selectable with Peak-Hold 

On/Off, Word length 16 - 24bit ( DI08 only) 

Eight internal patchable multi effects units 

Twenty-four internal patchable 31 band 

graphic equalizers, each with 4 notch filters 

sine/pink/burst noise 

From console 1 & 2 

Includes ducking control 

with DCA mute. DCA cue/solo. 

912 are selectable for output 

12 Direct Memory Recall/Mute Group 

Monitor A 21. In 1, 2, ST A, D, user defino 

seleLtable with delay ( max 750msee) 

Monitor B 2Tr In, 2, ST A, B, Monitor A. 

user define selectable 

2Tr In 1-6 1 & 2: Analog/Coaxial/AES/EBU selectable. 

3-6: AES/EBU (with Sampling Rate 

Converter for digital inputs) 

Libraries 

PATCH Libraries 

NAME Libraries 

INPUT UNIT Libraries 

OUTPUT UNIT Libraries 

INPUT CQ Libraries 

OUTPUT EQ Libraries 

INPUT GATE Libraries 

INPUT COrvIP Libidiies 

OUTPUT COMP Libraries 

INPUT CH ishrarier, 

OUTPUT CH i rotaries 

EFFECT Libraries 

GEQ Libraries 

Number of user libraries: 99 

Number of user libraries: 99 

Number of user libraries: 99 

Number of user libraries' aq 

Numbur of Utory preeete. *37 

Number of user libraries: 62 

Number or tactory presets: 3 

Number rnçieIihrrieçqr. 

Number of factory presets: 4 

Number of user libraries: 95 

Number of factory presets: 34 

Number of user libraries: 65 

Number of factory presets: 9 

Numbei uf ustr librorica: 90 

Number of user librerres: 99 

Number of user filar-riles. 99 

Number of factory presets: 70 

Number of user libraries: 129 

Number of user libraries: 99 

DI08: Digital I/O Box 

Slot 8 mini-YGDAI slots 

Digital connector 68-pin digital signal connector 

4 ( in A. B. out A. B) Port B 

selector for slots 5-8 

Optional Cards: Mini-YGDAI Cards 

MY8 TD 

MY8-AT 

MY8-AE 

MY8-AD 

MY4-AD 

MY4-DA 

TASCAM Format 

ADAT Format 

AES/EBU Format 

ANALOG 81n Format 

ANALOG 4in Format 

ANALOG 4out Format 

CARNEGIE HALL 
NEU Yuln, Cur 



Over twenty years of experience at developing analog mixing consoles. The PM 

series is the biggest selling large format sound reinforcement console line in 

history for a reason. 

Over thirteen years experience in developing digital audio mixing consoles. 

The 02R is not only the biggest selling digital console in the history of 

the industry, it revolutionized the way engineers thought about their mixing 

environment. 

Now the natural evolution of our lessons learned from each discipline — the PM1D 

Digital Audio Mixing System. 

An all digital console with a comfortable familiar work surface, intuitive software, 

flexible and expandable multi-format I/O, extensive on-board effects, complete 

parameter recall, hundreds of scenes, seamless redundancy, surround sound, time 

code, excellent sonic performance and more. At a price that makes sense. 

There is no room for compromise at Carnegie Hall. When they looked towards their 

future console needs, the performance, flexibility, reliability, expandability and ease 

of use made the PM1D the uncompromising choice. 

PM1D is performing every day in concert halls, theaters, sports arenas, houses of 

worship, touring sound, mobile trucks and broadcast facilities around the world. 

Call Yamaha today to arrange an audition. 

The Yamaha PM1D Digital Audio Mixing System. Practice makes perfect. 

LIVIM1 
DIGITAL AUDIO MIXING SYSTEM 

Roadworthy chassis. 

Small "footprint" (13.9 H. 38.3' W. 75" D). 

Lightweight (264.6 lbs). Maximum configuration - 

96 Mono Inputs. 8 Stereo Inputs, 188 I/O Inserts, 

112 Direct Outs. 48 MIX Outs. 24 MATRIX Outs. 

2 STEREO Outs, 12 DCA Groups. 

1.1111111figge 

Basic input channel includes MIX SEND selection, 

Input MIX, Input PAN and GAIN encoders, 

TO STEREO. Input DCA, CUE and ON switches and 

Input A/B, COMPRESSOR. GATE. METER. Input DCA, 

RECALL and MUTE SAFE LEDs along with 

a high quality 100mm motorized fader and 

4-character LED channel labeling display. 

"Virtual" Input Channel. Programmable and 

recallable for all input channels. Includes 

COMPRESSOR and GATE, 4-band parametric EQ 

with HPF, 0 to 250 milliseconds of Input DEL4Y. 

48V/PHASE/INSERT section, encoders for MIX bus 

levels. digital ATTENUTATION. switches for DCA 

Assign, CHANNEL SAFE. CHANNEL SELECT. 

metering or LED displays for all functions 

and 100mm motorized fader. 

Large 800 x 600 pixel display. 

Intuitive "user friendly" software. 

External VGA Out. 

Master section includes encoders, 

100mm motorized faders and LCD displays 

for MIX and MATRIX Outputs and DCA Groups 

as well as switches for fader "flip - functions 

and MIX and MATRIX layers. 

-Virtual" Output Channel. 

Programmable and recallable 

for all master section outputs. 

6-band parametric EQ. 

programmable COMPRESSOR 

and 0 to 1.000 milliseconds 

of programmable DELAY. 

Utility section includes scene memory controls 

and displays, computer interface and controls such 

as track pad, keypad. PCMCIA card slots, MONITOR 

A and B controls, delay control for monitors 

(0 to 750 milliseconds), and quick access keys for 

instant function recall. Software can be programmed 

off-line on a PC. Computer can run software 

in parallel with console for redundancy. 

Flexible meter bridge selectable 

to monitor MIX or MATRIX buses. 

Dedicated meters for STEREO A and 

and CUE signals. TIME CODE and 

SCENE MEMORY display. 

Rack contains analog and digital I/O, audio processing 

DSP/CPU engine. Complete digital audio path post 

A/D conversion. Can be remotely located up to 200 

meters from work surface. Digital audio interface 

on 68-pin half-pitch d-sub connector, control 

via ethernet BNC connector. 

www.yamaha.com/proaudio 



Eleven reasons why Mackie's 1604 

VLZ -5 PRO MIXER CAN MAKE 

your creative product sound better. 

16 XDR- mic preamps 

, get the most from any micro-

phone. Meticulously designed to 

achieve the same fine definition 

and pristine specifit:ations as 

$2000- per-channel outboard 

mic preamps. XDR provides 
130dB dynamic range to handle 

hot digital inputs. rt ler-flat 

response (down just 3dB at 

192kHz!) and O.0007°o TH. Our 
exclusive design also delivers 

identical response at any imped-

ance, protection front hot-patch 

log, and great RF re;ection. 

IS Warm, musical equalization. 
12kHz and 00Hz shelving Ell plus 

swept mid with gentle 2-octave 

peak. The 1604-VLZ PRO's 

"midrange" actually sweeps 

from 3kHz all the way down to 

80Hz. so you can realistically 

use it as a second mid- bass LF 

, 

1202-VLZ PRO 
total channels • 4 XDR premium 
c preamps • 4 mono line level chs. 
stereo line level chs • Extra ALT 
4 stereo bus • 3-band Equalization 
5Hz low cut filters on mono chs. 
aux sends per ch. • 2 master 

.reo aux returns with EFX to Monitor 
ontrol Room/Phones source matrix 
otary gam controls • Built-in power 

pply • Plays well with others 

EI•lf.T.C.. - 1111E_ 

+1804-V12 PRO 
IS total chs. • 4-bus cortiguation • 16 

XOR pr3mium mic preamps - 16 113011D 

line level channels • 4-band Ell with 

swept ord. 75Hz low cut titer s and 

inserts 39 all chs.• 6 aux sands per ch 

• 4 steno aux retu-ns with EFX to 

Monr.or and bus rodiug options 

• Contra. Room/ Phones source matin 

• 60mrr .0g-taper faders • 5- way 

configuratior via relatable I/O pod 

EL It's built like a tank. Solid steel 

main chassis. Thick mil-spec fiberglass 

circuit boards. Sealed rotary controls. 

Real metal jacks. Buy a 1604-VIZ Pro 

now. Leave it to your bids in 20 years. 
L1Corestant Loudness Pan pots maintain 
uniform sound level when you pan hard 
right or left. 

10160mm log-taper faders with wear-

resistant wipers provide linear level 

change throughout their length of travel. 

+I642-VLZ PRO 
13 teal chs.• 4-bus w/douole-t ussed 
mutts • 10 XDR prermum roic preamps • 

. 8 mono hoe level channels • 2 hO•rd mono 
- - • me and mono/stereo line level channels 

2 Irmo/stereo line level cl s • 3-band EQ 
wiswept mid on mono channels. 4-band Eft 
on stereo channels- 75Hz low cut filters on 

• • mono chs • 4 aux sends per th. • 4 stereo 
aux returns with EFX to Monitor • Control 
Foom, Phones source matrix • 60mm 
log-taper faders 

+1402-VLZ PRO 
14 total channels • E XD3 premium 
rric preamps • 6 mono Lne levelichs 
• 4 stereo line ! evel cns. • Extra ALT 
3-4 sterol bus • 3-banÉ 3qualization 
• 75Hz low cut filters on mono chs. 
• 2 aux sends per ch..- 2 master 
stereo aix returns with EFX to Monitor 
• Control Room/Phones source maim 
• 60ram log-tmer faders • Switchable 
AFL/PFL and much more cool stuff 

2011 Mackie Designs Inc U Reis 
Reserved Mack the Running Man hgure 
an! LU are registered traernarksiet 
Hackie Designs Inc XDR is a .rademuk 
st Mackie Designs Inc 

Y e 
ar in aid year out, more 

professionals use Mackie 

VLZ PRO mixers than any 

other brand. For TV and 

film soundtracks, ads and 

bumpers, far song demos, for 

video post and for submizing 

into larger consoles. 

O Easy level setting via Stereo 
In-Place Solo. Just press a charnel 

strip Solo buttcn and tweak the Trim 

Control to minimize noise and ouri-

mize headroom 

Li Sharp 113theoct. 75Hz Low Cat 

filters minimize room rumble. truck 

noise, mic stand Chunks and P-pops 

without losing audible bass. 

• Control Room/Phones Source 

Matrix lets yeu route any combination 

If you're serious about 

your creative product, you 

owe yourself the low noise, 

high headroom and ultra-

premium XDFIT''' mic 

preamps we've designed 

into all four VLZ PRO 

compact mixer models. 

of Tape. Subs 1-2, Subs 3-4 

or Main Mix to headphones or 

control room monitors. 

r) Separate Tape input gain 

control, Tape To Main Mix switches 

and RCA tape input/outputs. 

EFX to Mon folds effects back 

into musicia t's headphones. 

El RUDE Solo light flashes brightly 
any time a channel is soloed. A life 

saver during3 a.m. mix sessions. 

SEE US AT N WM BOOTH #423 

E-mail or call for a free 58-page Recording Products Guide 

www.mackie.com • 800.258.6883 

VLZ-Pru compact mixers are made by Mackoids in Woodinville. USA 
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FREE Guide Saves You 
Time and Money! 

,D/5C MAKERS 

— 
Making a A 
Great Master 

Nothing is more frustrating than making CDs or cassettes 

and finding out that there's something wrong with your 

master. DISC MAKERS' MakingA Great Master provides insider 

information, as well as common sense tips, on preparing 

an error-free master on the first try. No matter where you 

record your product, you need this 36-page booklet before 
leaving the studio. 

Call Today For Your FREE Guide: 
1-800-468-9353 

www.discmakers.com/mix • info@discmakers.com 

DISC MAKERS 
CD, CASSETTE, AND VINYL MANUFACTLIRING MADE EASY 

a 

u 

NEED INFO 

ON A PRODUCT 

SEEN IN MIX? 

Please go to page 224 to 

request information 

from the manufacturers 

of products advertised in Mix! 

in their ideas and on their instruments. 
Let's talk about making the new SHeDaisy 
record 

We started tracking at the place where we 
tracked their first record, the Bennett 
House, in Franldin. There's a historical 
landmark there, the town square, a lot of 
houses that were built 150 years ago, and 
this is one of them. Keith Thomas, an 
award-winning producer, bought it five or 
six years ago and put in his own room. We 
used different rooms [in the house]; we did 
drums in the living room. There are two 
control rooms. We used Keith's room this 

time and then went straight into Euphonix 
for the first set of tracks and integrated 
with Pro Tools more than not. We over-
dubbed at Emerald and at my house—Pro 

Tools is the constant at Emerald—and 
mixed at Emerald. Jeff evolves with every 
project; there aren't enough good things I 

can say about him. He gets hungry and 
every six months, it is, "That stuff stinks; 
I'm starting from scratch." He's really come 
on as a mixer. He's always been one of the 
best tracking engineers this town has seen. 
You once told me, "If being a great pro-
ducer means being an ass, I'd rather be 
second-rate." Is that part of the reason 
why your phone is still ringing? 
I think that plays into it, because it's a peo-
ple business. You're dealing with personal-
ities, and with every personality you take 
on their likes and dislikes, which may not 
coincide with yours. The only likes that 
matter are those of the people you're work-
ing for. We all have egos, but I always know 
when to stop and take on the interest of the 
artist. Somebody says, "I don't like the way 
you did that with so-and-so. I don't want it 
on my record." You go, "Okay." You're 
family with that person for a while, and 
you're bringing those babies out. 
Do you have a dream session? 
No. I don't know if it's because I concen-
trate on what's happening now. I truth-
fully haven't thought in those terms. I had 

more dreams when I was younger. Now, 
I think in terms of improving. I'd like hit 
records—that means a lot to me—but hits 
that are real musical that I can look back 
on and be proud of. I played on so many 

hits that were horrible, disposable. On the 
other hand, I'd settle for those hits, too— 
that's how you keep your job! 

Okay, I'd like to produce U2. When 
hell freezes over, that will happen, but 
that would be the trip, because they are 
one of my favorite bands in history. 

Elianne Halbersberg is a freelance writer 
based in Geolgia. 
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When Sting and engineer/mixer Simon Osborne 
went shopping for a new multi-track recording 
and editing system they wanted the best ra 
and D/A conversion available. The new 
system is equipped with 8 ADA-8 units 
providing 64 channels of Prism Sound A/D 

and D/A conversion and AES I/O. 

• Integrated, modular audio A/D 
and D/A system 
• Sampling rates from 32k to 96k 

including 44.1k and 48k standards 
• Built-in 4-curve Prism Sound 
SNS noise-shaping ( as used at 

Abbey Road an the recent multi-
platinum Beatles compilation " 1") 
• Two digital I/O slots for AES 

I/O PLUS direct Workstation 
Interface or other digital format 
• 8-channel peak metering 

switchable between record/play 
• Separate stereo monitor output 
on digital and analogue ports 

• Mix to the monitor output from 
selected channels on record or 

replay paths 
• Simultaneous 2- path operation 

(e.g. AID and D/A) 
• 1-wire and 2-wire AES operation and 

format conversion at 96k sampling 

• Exploit existing 16- bit MDM's for 24/96 
projects with built-in MR-X bit mapping 

(compatible with Prism Sound MR- 2024T) 

" When ; mixed ' Brand 
New Day' we tried a range 
of converters and the Prism 
Sound AD - 2 came out on top. 
So when I was putting together a 
Pro Took system the ADA - 8 was the logical 
choice . I wanted the best possible front end. It has great flexibility 
with its modular architecture and also provides for the future with 
sampling rates up to 96k." 



Recording Brass 
FIVE APPROACHES 

This month, we turn our attention to different methods of record-

ing brass and woodwinds. We spoke with five top engineers— 

Michael Bishop, Al Schmitt, Richard King, Eric Schilling and Lolly 

Lewis—who cover a broad stylistic spectrum to glean some spe-

cific tips and techniques to make your recordings sound as good 

as they can be. 

by Blair Jackson 

70 MIX, July 2001 

MICHAEL BISHOP 

As Olaf ot the principal engineers for the Ohio-based Telarc label—known far and 
wide for the excellence of its recordings—Grammy Award-winning Michael Bish-
op gets a chance to work with a wide variety of artists in many genres. His cred-

its include many CDs with horn and woodwind sections and/or soloists, induekee 
ing numerous discs with the Cincinnati Pops Orchestra, the Empire Brass en: --

semble, the late sax great Gerry Mulligan, Dizzy Gillespie, the Memphis 1.0.,„ 
and others. He spoke first of his experience with the Lenox, Mass.-based Empi 

Brass quintet. 
"Fortunately, for engineers, a brass ensemble is going to have 

a natural blend among themselves, because they are used 

to coming up with thai in a live situation. As an engi-
neer, I want to take advantage of that skill that they 

have, because, in a sense, I could never mix 
them the way they're going to mix 

themselves. They're accustomed to 
playing to the house. 

"I've done many records 
with the Empire Brass 
quintet, and that has 
varied from a 
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..Woo winds 

straight brass quintet to a brass quintet 
with percussion, brass quintet with 
rhythm section, with synths, with orches-
tra; all sorts of things. The one thing that 
doesn't really change over all those situa-
tions is what I do with the quintet. We 
work in an acoustic environment that's 
suited to the music, and which can con-
tain the sound of a brass quintet, which 
can be quite loud. You don't want too 
bright a room; you don't want slap. You 
want a good, warm sound. The room 
needs to be able to support French horn 
and tuba without becoming muddy, and 
that can be difficult. And if it's too bright, 
the trumpets become overbearing. Trum-
pets cut through everything like a laser! 

"With an ensemble like this, I'll usual-
ly set up an RPG [diffuser] wall behind 
them in a big semi-circle, eight to 10 feet 
tall. The group is in a semi-circle, too, so 
they can have some eye contact. I'll turn 
the French horn slightly around backward 
so I'm getting a bit more of the direct 
sound of the bell rather than indirect; that 
works better and makes it sound a little 
more punchy. And I'm typically miking 
with just a stereo pair over the group. Tra-
ditionally, I've used a pair of Sennheiser 
MKH20s, typically anywhere between 12 
to 24 inches apart and a good 15 to 20 
feet from the group. The height will vary, 
but it will usually be around eight feet off 
of the floor. Lately, though, I've been us-
ing the Neumann KU 100 binaural head 
with very good results. In the past, I was 
never really one to subscribe to binaural 
recording. I thought it was interesting but 
never very practical, since most people 
will be hearing it over loudspeakers, not 
headphones. But one of the features of 
the KU 100 is that it's loudspeaker-com-
patible. The one thing you lose on speak-
ers is the sense of height that the [binau-
ral] head can give you on headphones, 
and you don't get the behind-you effect. 
But I use them because the stereo imag-
ing is so good and so accurate, and tonal-
ly it works and it can handle the level of 
a brass quintet. If I don't have the head, 
though, the MKH2Os work great. 

"With the Empire Brass, we record di-
rectly to the master, and all we'll do later 
is edit. So any blending I do is by moving 
the guys a bit here and there and also al-
tering the RPG diffusers, because I can re-
inforce certain parts of the group by mov-
ing the diffusers around. So my chain for 

that kind of recording would be the mics 
into a Millennia Media HV-3 preamp, 
which I'll have right there at the base of 
the microphone, straight to the AID con-
verter, which currently is all Direct Stream 
Digital—the custom Meitner converter— 
feeding a Genex 8500. Those all work 
great as an in-the-field combination; it's 
nice and convenient. 

"However, these days we don't do 
much that's only straight-to-stereo; we'll 
do a straight-to-surround, too. For the sur-
round, I don't just augment the stereo 
pair; in fact, the stereo pair doesn't even 
exist in the surround version. On a brass 
quintet, I'll go with a pair of Sennheiser 
MKH50s, which are supercardiods, pretty 
much in the same spot as the two omnis 
I'd be using for the stereo version, so it's 
the same perspective. Only now I've re-
moved a lot of the room out of the pick-
up, but I'm getting the same balance across 
the group. And I'll add to that, in a rela-
tively simple setup, a pair of MICH30s—the 

Usually the brass cuts 

through fairly well, 

but occasionally the low tones 

sort of wander around the 

hall, and you don't get enough 

impact to have the guts to it 

that people want. 

—Michael Bishop 

bidirectionals—as the surround pickup 
further out into the hall. And they're not 
that far away; maybe 10 to 15 feet behind 
the main front pair." 

On working with brass in a larger or-
chestral setting, Bishop comments, "Usu-
ally the brass cuts through fairly well, but 
occasionally the low tones sort of wander 
around the hall, and you don't get enough 
impact to have the guts to it that people 
want. Certainly there are times you want 
a more diffuse sound, and you don't want 
the brass to overpower everything. If I 
need to reinforce the direct sound a little 
bit, I'd rather do something acoustically 
onstage for them or adjust the shell. 
Putting mics back there will cause time 
delay and imaging problems relative to 
the main orchestral microphones." 

Telarc has also established itself as one 

of the top contemporary blues labels, and 
Bishop has worked with some of the 

genre's best. On a CD he made with Son 
Seals last year, Lenin' Go, Bishop got to 
record with the horn section from the Co-

-nan O'Brien show, and, not surprisingly, 
that called for a different approach to 
recording horns. 

"They were terrific," he says. "They are 
so tight, but they are accustomed to each 
having a microphone, and [on TV] they 
play to a mic that is right in front of them, 
and they are accustomed to the engineer 
getting the blend for them. So you have 
to throw out any ideas of miking them as 
an ensemble, because it doesn't work, 
and, usually, in a relatively small studio, 
you don't get the proper blend anyway. 

"On something like that, I'll do fairly 
typical close-miking. Where there's a de-
parture from some of my colleagues is that 
I'll tend to use the Sennheiser MKH20s, 
which work really great in an up-close sit-
uation, as long as you use the mic's output 
attenuation to knock the level down by 10 
dB. You don't want to blast out the front 
end of the console or mic preamp—the 
Sennheisers are very high-output micro-
phones. But I like using the omnis so I 
don't have the proximity effect. Using the 
omni I can get good coverage on some-
thing like a saxophone, where the sound 
really comes out across the whole body 
and not just the bell, better than if I use a 
cardioid microphone. Same goes for trom-
bone; there's a lot of sound coming from 
any brass instrument that's not just coming 
out of the bell, so you want to get that 
round but present sound as you can. On 
that Son Seals record, the microphones 
were typically two to three feet away from 
each instrument, and I really didn't care 
much about the bleed because with a 
group like that, I had to do very few 
punches and I didn't need the isolation. 
They were in an iso room playing live with 
the rest of the rhythm section. 

"Woodwinds aren't much different," he 
continues, "because they have the same 
sort of polar patterns [as brass]. You'll 
have certain frequencies coming out of 
the obvious place, which is the bell, and 
then there are the sounds that are coming 
out across the whole body of it, which is 
often where the warmth of the instrument 
is. So if you just stick a microphone down 
at the end of the clarinet, you definitely 
have the 'strangling goose' effect. So, 
again, I don't get up too close. In gener-
al, I'd say that I mike things a little more 
distantly than a lot of engineers. I like a 
broader pickup rather than getting too mi-
croscopic. In an orchestral setting, the 
winds are often not miked. When they 
are, it's with a pair of Sennheiser, Schoeps 
or DPA omnis about 12 feet overhead." 
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AL SCHMITT 

One of the most respected veterans in his 
field, multiple Grammy-winning engineer 
and producer Al Schmitt continues to 
have a rich and vital career four decades 
after getting his start. He has worked in 
every recording situation imaginable, 
from rock bands to large orchestras, and 
he has a credit list that stretches from here 
to Bora Bora, including (to name just a 
few) Jefferson Airplane, Jackson Browne, 
Barbra Streisand, Henry Mancini, George 
Benson, Steely Dan, Toto, Frank Sinatra 
and Al Jarreau. When we caught up with 
him recently, he was still glowing from his 
latest project, recording Diana Krall's 
forthcoming album, Dancing /n the Dade, 
with the London Symphony Orchestra at 
Abbey Road Studios. 

"It was wonderful!" the ever-enthusias-
tic Schmitt relates. "We were in the room 
The Beatles' used. We had 53 pieces, in-
cluding strings, woodwinds, French horns 
and tuba, on analog multitrack. I'm a pret-
ty traditional guy when it comes to record-

We go for a tighter sound on 

the individual instruments so 

we have the flexibility. 

But we also still put up 

the ambient room mics to get 

the fatness that we need. 

—A' Schmitt 

ing orchestras, so we did the Decca tree 
Ithree mics on a pole near the conductor's 
spot] and used the new Neumann M150s, 

which are fabulous. Then, I also had a cou-

pie of wides, and for those I used old M50s, 
another great microphone. I had spot mics, 
too. On the woodwinds, I used two [Neu-
mann] U67s off about six feet, and for the 
French horns, I used M149s. Really, what 

you have to do with French horns is make 
sure the conductor has them under some 
sort of control. If you need less of them or 
if they're over-blowing, you get the con-
ductor to get them to play a little softer. I 

use an M49 in front of them and get a re-
flected sound; that's how that instrument is 
meant to be heard. Sometimes you'll put it 
in the back; it depends on what the 
arranger has in mind and what kind of 
sound they're looking for." 

Schmitt says his overall approach and 
rnic choices for brass sections haven't 
changed much over the years, though 

having more tracks to work with has in-
creased his options. "Twenty years ago, if 
I had a section with four trumpets and 
four trombones, I'd have two mics cover-
ing the trombones and two mics on trum-
pets; now, we use mics for all of them. 
We go for a tighter sound on the individ-
ual instruments so we have the flexibility. 
But we also still put up the ambient room 
mics to get the fatness that we need, and, 
frankly, a lot of times I won't use that 
much of the spot mics; it all depends. 
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"For the mics, I still use the same mics 
I've been using for the last 30 years—the 
Neumann 67 and the M50s—and I'll use 
the new M149s and the new M150s when 
I can; those are great mics. But I still go 
to the old standbys. Some people like to 
use ribbon mics on brass and will go with 
an [RCA] 77, but I've never used those 
much. If I'm going to use a ribbon mic, 
I'll use the new Royer—the SF-1; that's 
fabulous, too. For most brass, though, I'll 
use 67s and keep them in ornni. I'll also 
use 67s on trombones. For sax, I like the 
M149." 

Schmitt stresses that on orchestral 
dates, it's vital to have good communica-
tion with the conductor, whenever possi-
ble discussing an approach to the record-
ing before the tape starts rolling. "The re-
ally good conductors will get a balance in 
the room for themselves, and once 
they've got that, it makes life so much eas-
ier for an engineer. You're trying to cap-
ture that balance," he says. "I've found 
that conductors used to be more open to 

discussing levels for recording; they're not 
as much anymore for some reason. Still, 
in every case, you're in there trying to 
make the best record possible so every-
body should be working as a team. If you 

ask the conductor for something—like to 
bring up a section of the orchestra a lit-
tle—usually they're glad to do that." 

RICHARD KING 
Richard King is a top engineer and pro-
ducer who works at Sony Music Studios in 
New York. His resumé includes dozens of 
classical projects, ranging from small cham-
ber groups to orchestras to modem en-
sembles. He's done jazz dates and the Mor-
mon Tabernacle Choir. Two of his most 

impressive recent achievements are the 
soundtrack for the Oscar-winning score of 
Crouching net; Hidden Dragon (which 
he recorded in China) and Bob Belden's 
moody Black Dahlia (see June "Cool 

Spins"), which is sort of a "Rhapsody in 
Blue"-meets-Kind of Blue fusion of live or-
chestra and jazz soloists. 

Like most classical music recordists, 
King liked to get a good overall sound us-
ing just a couple of mics in a good, am-
bient setting. "My main pickup is usually 
a stereo pair right over the conductor, 
though sometimes I'll use three mics. I 

like B&K 4009s, which are 130-volt omnis 
that are matched at the factory through-
out production. Also, lately I've been us-
ing a pair of 4053s, which is the same cap-

sule, but it's on a Colette-type cable, like 
the Schoeps system, which is good for 
hanging—the mic preamp is actually in 
the connector, so the diaphragm is sort of 

out there on its own. What Schoeps did 
was they separated the preamp body of 
the microphone from the capsule and 

then, depending on what cable you use, 
you can have 15 feet between the actual 
capsule and the mic preamp body, so in 

terms of hanging them for a video shoot, 
you don't have this big mic body there; it 
becomes more invisible to the eye. 

"So I'll have two mics over the con-
ductor, maybe four feet apart. Then I al-
so do a wider pair of omnis, which some 
people call outriggers. Both systems I pan 
hard left-right, and by the amount I mix 

of the two pairs, I can make the whole 
image wider or narrower. The wider pick-
up I'll use different mics, and that also al-
lows me to mix two different colors. Quite 
frequently for the wider pickup, I'll use 
the Schoeps MK2 onrii. Sometimes I'll use 
the AKG C-12VR in the omni pattern. 
From there, I introduce other mics, just in 
terms of focusing." 
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King has a large selection of preamps 

to work with, including boxes from Mil-
lennia, Sonosax, Jensen-Hardy and Mas-

tering Lab. "What I use depends totally on 

what kind of room I'm in and the sound 
I'm going for, and that will vary from proj-

ect to project," he notes. "The differences 
between them are in timbre mostly. The 

Sonosax has a little nitire reach and its 

brighter and faster than a Jensen, for in-

stance, and the Millennia is somewhere in 
the middle of those two. So it's a color 

thing. If I'm in a room with a bright stage 
sound, I may not go with the Sonosax be-
cause it might be too bright. It'll be per-

fect for some other situation. I don't real-

ly have favorite preamps for different in-

struments, though." 

For recording brass and woodwinds in 

an orchestral setting, "I'm relying on the 
conductor to balance them overall," he 

says. "What we end up doing is fine-tun-

ing the balance. We can't actually make 
things louder or softer necessarily, but we 

can focus things in terms of the clarity of 
the picture. But the basic volumes of the 
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sections are locked in by the main pick-

up. Then we can focus on specific sec-
tions by introducing a closer microphone. 

You can make it louder that way, but 

you've also brought it right to the front of 

the soundscape, which destroys the natu-
ral perspective created by the main pick-

up, so you have to be careful. 

"When I'm recording brass in an or-

411 

I'm relying on the conductor 

to bala ice them overall. 

What we end up 

doing is fine-tuning the 

balance. We can't actually 

make things louder or softer 

necessarily, but we can focus 

things ,n terms of the 

clarity of the picture. 

—Richard King 

chestra, I rely on their basic sound com-

ing into my main mic, which gives them 
that nice, distant sound and a good bal-

ance, and then I would have spot mies for 

each section—inimpets, trombones, tu-
ba—just to add clarity or a slight amount 

of presence. For the spot mies, I like the 

Neumann TLM170s. I've also recently 
been trying a TLM103, which is a fixed 

cardioid, on brass. TLMs are nice because 

they never come out too bright, which is 

good for brass in classical music; you get 
a fair amount of body. On some softer 

passages, I mignt use a little [of the spot 
tines] so a featured instrument doesn't 
sound too diffuse. 

"For woodwinds with orchesua," he 

continues, "I've done two systems. One is 

a stereo pair, because woodwinds are rel-
atively easy to cover with a stereo pair and 
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you can introduce that to your mains, and 
it all makes sense image-wise. And the 
bleed from the percussion behind the 
woodwinds is nice, as well. For instance, I 
like when I open up my woodwind mics 

to have the timpani dead-center behind the 
woodwinds, because it gives a nice stereo 
image of the timpani, but it's less diffuse 
than how the timpani is imaging in my 
main pickup, which is obviously much fur-

ther away. Other times, if I'm mixing live, 

for instance to have more control, I'll actu-
ally mic each section, with a separate flute, 
oboe, clarinet and bassoon mic to get a 
quick balance. I use Schoeps MK4s on all 
the woodwinds. But if I'm doing a stereo 

pickup of the section overall, I like the 

B&K 4011, because it's a wider cardioid 
and it has a more even pickup of a larger 
group." 

As for placement specifics for wood-

winds, "You need some distance, obvi-
ously. On a clarinet, if you go for the bell, 

you don't get an even pickup of the in-
strument—some notes sound covered, 
others are too direct. I like to get a few 

If your 
tuner 
could 
talk: 

"O000ps! 
A little flat... 
Now a little sharp... 

Yeah!... NO, wait... 
Flat again...uh... 
Still flat... 

Nope, back to sharp... 
...Aw, that's 
close enough." 
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inches closer to an oboe than a clarinet. 
Flute can be a little tricky. I find that if 
you're too far up over the top of the in-

strument, you get too much of the breathy 
sound and not enough of the real core of 
the sound. And bassoon, again, coming 
up over the instrument, you get too much 
reed and not enough of the fundamental, 
so I'm lower in my bassoon pickup than 
the other instruments; lower and from the 
side." 

Working at Sony Music Studios, King 
records almost exclusively on digital me-
dia, either the Genex, which is used pri-
marily for 2-track recordings or 6- and 8-
track chamber projects, or the Sony 3348 
HR. "We're now running quite a lot of the 
sessions with the DSD [Direct Stream Dig-
ital] system. The Sonoma is this recorder/ 
editor/playback system that has onscreen 
automation, and that's been very reliable 
for 8-channel recording and editing." 

King adds, "When I build my mix, I 
start by listening only to my main mics, 
and then I'd say 90 percent of the time I 
end up bringing woodwind mics in at 
some static level all the time, even if it's 
only at -20 on a fader, as opposed to the 
mains sitting at zero. But then, across the 
board, I might have three of the spots at 
-20, but I'll have the oboes up at -18 or 
nudged up slightly higher, just to get a 
more even balance of the section. It's not 
so much for how the instruments produce 
sound; it tends to be from orchestra to or-
chestra. Some sections are louder than 
others. You might have a section where 
the flutes aren't as strong as the other sec-

tions in the orchestra. There might be one 
that doesn't have a strong French horn 
section, so you end up supporting them 
a little more throughout. Every project is 
different, obviously, and what works with 
one orchestra or group might not work 
with another. That's part of what keeps it 
interesting and challenging." 

ERIC SCHIWNG 
No discussion of recording horns would 
be complete without talking about Latin 
music. Engineer Eric Schilling has been at 
the heart of Miami's Latin scene for many 
years, cutting more than a dozen albums 
with Gloria Estefan (for whom he helped 
build Crescent Moon studios), as well as 
discs with the likes of Cachao, Braulio, 
Azucar Moreno, Jose Luis Rodriguez and 
Arturo Sandoval, among others. His ex-
perience recording horns goes back much 
further, however—in the mid-'70s, as an 
engineer living in the San Francisco Bay 
Area, he cut tracks with Tower of Pow-
er and other horn-heavy groups. Today, 
Schilling lives in Orlando, where he 
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Recordiq Brass 
Analoodwinds 

works often at Transcontinental Studios, 
but still frequently commutes to Miami to 
work on various projects at Crescent 
Moon, Hit Factory/Criteria and other fa-
cilities. When we spoke, he was working 
on a DVD for Gloria Estefan. 

With Tower of Power in the 70s, 
Schilling notes, "You'd put up a mic for 
each horn player—there were five guys— 
and you'd use a lot of tube stuff and rib-
bons. I was really amazed that by picking 
the right mic and having great guys play-
ing, there wasn't much you needed to do 
to the horn mics, and I still find that to be 
true. In those days, we used 77s on trum-
pets, 87s on saxes and a 47 on baritone sax. 
The other thing that was true then that I 
still do to a certain extent is you had to 

blend stuff to tape. You wouldn't put it on 
five tracks, because you usually didn't have 
that many tracks. So you were learning to 
balance as you went along. So the saxes 
you would put to one track—that would 
be ban and tenor and alto—and then you'd 
put the trumpet to one track, and then 
you'd do the trumpet and sax parts twice, 
so you'd have four tracks. When you're on 
24-track, that's a lot of tracks, so it was very 
common up until the '90s for me that we 
were blending to tape. 

"The main thing that changed when I 
moved to Florida and started doing Latin 
music is that bad isn't a horn you use 
much in Latin music. It's much more com-

mon to use a 'bone in that. Trombone is 
usually very prominent in Latin horn sec-
tions. In R&B, the bad is often part of the 
bottom, but Latin music wants that sliding 
sound. But with Latin, too, you still have 
to have an ear for the blends. The people 

I work with a great deal, who play on a 
lot of the horn stuff in the southern part 
of the state, have been playing together as 
a group for about 15 years. It's sax, trum-
pet and 'bone; most of the dates we do 
are those three. At this point, they've 
played together so much that all their 
breathing is the same and they sort of 
blend themselves. But they also do inter-
esting things like when they do a double-
track, they'll change horns so it changes 
the sound slightly and you get the sound 
of a larger horn date; that's very smart. 
Their concept is it's better to have fewer 
guys playing who play tighter than have 
more guys who are not used to playing as 
a group." 

As for microphones, "I've tried all 

kinds of things on sax, but I often go back 
to an 87, preferably a newer one rather 
than an older one, because they have im-
proved them a lot," Schilling says. "I will 
use a 67 when I can, but the problem 
with those is that it's sometimes hard to 
find a good one. For trombone, if it's go-
ing to be way up front and not part of a 
blend, I'll use something like an AKG CL-
414, TL-2, which is like a high-end 414. If 
it's more section-type stuff, I'll use a 
TLM193, because that's a fat microphone; 
it's much smoother, and I find that they 
blend well with other mics. For trumpet, 
I've changed a lot over the years. One 
mic I like a lot these days is the B&K tube 
mic [the DPA 4040], which is very smooth 
and it takes a lot of level, which of course 

I was really amazed that 

by picking the right mic and 

having great guys playing, 

there wasn't much you needed 

to do to the horn mics, 

and I still find that to be true. 

—Eric Schilling 

you need with trumpets. If I don't use 
that, I might use the A-T tube mic, the 
4060, which I've started to use more on 
horns in general. 

"I don't like to get any closer on brass 
than two feet because once it gets too 
close, it starts to have a smaller sound. 
Bleed is not a problem, because they're 
playing so loud; I don't worry about that. 
Now, the challenge with a player like Ar-
turo Sandoval is that he has such a loud, 
strong sound and he's so bright, you have 
to find mics that take a lot of sound but 
aren't too bright. The two I've used on 
him are a 77, which works well but you 
can't get too close to it, and a 67. With ei-

ther of those, though, he's got to be back 
about four feet. Every player is different." 
In addition to the spot miking, Schilling 
likes to put a stereo pair in the room, 
maybe 10 feet high and 10 or 12 feet back. 

And a final anecdote from Schilling, on 
a non-Latin session: "I did a Natalie Cole 
project with Phil Ramone, and what Phil 
did on this '60s-style tune that had a 
bunch of 'bones and a bunch of trumpets, 
is he had each [group] of them sit around 
in a circle around a single omni, and his 
theory was that they had to make the 
blend. Then we also had French horns, 
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Recordiq Brass 
ANDWoodwinds 

which were off to the side and playing in-
to a brick wall, and then we miked the 
wall, which is not that unusual. French 

horns are not really designed to be heard 
by your ear from the bell. Anyway, we did 

this whole horn date with three mics. It 
took the musicians a little while to adjust 
to this, but once we got them into that 
groove, it worked quite well." 

LOLLY LEWIS 

Its not easy being a classical music engi-
neer and a producer in a secondary 
recording market like the San Francisco 

I like chamber music 

miked a lot more closely 

than most people do. 

I want chamber music to 

sound like I'm sitting in the 

room with the players and 

I can hear the individual 

,nstrument and some amount 

of actual noise. 

— Lolly Lewis 

Bay Area, but Lolly Lewis has thrived 
there, working consistently and on a wide 
variety of styles, from early music to mod-
ern. Unlike her engineer brethren above, 
she is loath to talk about specific mic fa-
vorites of hers, insisting, with characteris-

-CON77NUED ON PAGE 229 

84 MIX, July 2001 • www.mbconline.com 



6 d Clean, rich and soaring reverbs with superclean tails...one of 
the most classy reverbs I have encountered and I would seriously 

consider giving it rack space for th:e reverb programs alone. 7 y 
—Rob James, Studio Sound 

Eventide Harmonizer Orville 
urizemzuTrmarerd' 
œrrEsrund.‘.., l.0 sec 
output both relee 80 % 
diff 81 '. eredly 11 ms 
dsime  M'..  h.aut -5 db 

i e r IIMM.M": ; 7.,-= 

Orville" Voted Top 
Outboard Reverb 

by readers of Studio 
Sound Magazine 

SEE A TREND DEVELOPING HERE? 

Orville. 

World's 
Best Pitch 
Shifter 

Eventide Harmonizer  
• bwardrinumemeurrrousnrem 
, 50 % 

(errant -3.3 delay 0 ms 
dry 80 ma 
imaye 1 0 

; 

6 6 The UltraShifter algorithm is everything you'd expect from the folks who 

developed the Harmonizer units: smooth, accurate...more 

natural and open sounding than any of my other effects boxes. 7 7 
—Dave Martin, Recording Magazine. 

Most Versatile Multi-channel Effects Processor Family 

Mix and match any number of channels in standalone, 

Eve/Net remote controlled, or economical blank front 

panel Orville/R configurations. The Orville + Eve/Net sys-

tem changes and grows with your requirements. 

Eventidee the next step® www.eventide.com • 201-641-1200 Harmonizer" Brand Effects Processor 



LTHE MIX INTERVIEW , 

JACK RICHARDSON 
A LOOK BACK AT THE GUESS WHO, ALICE COOPER, POCO AND MORE 

A
few minutes into a conver-
sation with Jack Richardson, 
I found myself saying that I 

would probably feel comfortable 
buying a used car from him. He 
replied, "I hope you would. It would 
be a good car." 

Richardson is about as non-
show business as anyone in show 
business can be and still have made 
a mark in it. He is avuncular and 
gentlemanly, speaks in short sen-
tences and waits for you to finish 
yours first. He is very much the 
product of his time—he was born 
in 1929 in Toronto and still lives in 
the suburb of London, Ontario, 
with his wife—and of his place: 
Canada has long endured a fron-
tier-like status vis-a-vis the United 
States, a condition that affects its 
entertainment industry, as well. 
When 90% of the population of the 
country lives within 100 miles of its 
long border with the U.S., radio and 
television signals from the relentless 
American media inevitably cast long 
shadows. With the kind of politeness 
that such proximity breeds, Richard-
son was more than willing to live life 
within the boundaries of Canada's 
show business to the extent that luck 

and talent would let him. But luck 
had other plans. 

Richardson started out playing 
double bass in school orchestras, 
graduating to local and regional dance 
bands in the 1940s, like The Wester-

naires in Toronto. In 1949, he got mar-
ried and began a family that grew to 
include four children (including son 
Garth, who has made his own mark 
as an engineer for Rage Against the 
Machine and Red Hot Chili Peppers). 
By the time he was done as a full-time 
producer in the early 1980s, Jack 
Richardson's discography had swelled 
considerably: All of the classic hits for 
the Guess Who, including "These 
Eyes" and "American Woman"; semi-
nal records for Alice Cooper, includ-
ing hit songs "I'm 18" and "School's 
Out"; three of the most successful 
Poco albums, which included the hits 
"Good Feelin' To Know" and "Crazy 
Eyes"; Bob Seger's Night Moves, which 
would itself be a crowning achieve-
ment in any production career (see 
April's 'Classic Tracks"); and dozens 
of other records for artists that span 
genres and decades, including Badfin-
ger, Joe Beck, the Brecker Brothers, 
the Allman Brothers, Dickey Betts, 
Michael Bolton, Papa John Creach, 
Starz and White Wolf. 

Today. Richardson continues to 

BY DAN DALEY 

teach classes in audio engineering 
and production, a pursuit he be-
gan in 1984 at Fanshawe College 
in Ontario, though he still picks 
one local or regional band a year 
and takes them into the studio. 
There's hardly a late-night televi-
sion commercial hawking great-
est hits collections that doesn't in-
clude one or more of his produc-
tions; yet, at nearly 72, he still gets 
a kick out of Toronto garage 
bands selling records he does 
with them off the stage after gigs. 
"After a while, you can't keep it 
up like you used to, to make 
records," he says. "But it's hard to 
not do it at all after you've done 
it so long." 

I want to start with a technical 
question: Where, exactly, is 
Canada? 

[Laughs.] Just north of Nashville, I 
think. 
What was the music business that 
you grew up in like in Canada? 
After high school, I had started work-
ing with Billy O'Connor, a Canadian 
pop singer, as a bass player. We had 
five half-hour radio shows a week and 
later three half-hour television shows 
a week. But by 1958, it was beginning 
to become too much like the televi-
sion business, especially with the in-
troduction of kinescope and video-
tape. They could prerecord artists, and 
they didn't need live shows anymore. 
I had a family now, and it was getting 
harder to make a living as a musician. 
But I still loved music. So I went to 
work for [advertising agency] McCann-
Erickson, first as an account executive. 
They had a radio show called The Hi 
Fi Club that was sponsored by Coca-
Cola, and I got involved in that, and 
by the time it moved to television and 
became The Campus Club, I was the 
radio and television director for the 
agency and responsible for the Coke 
account. The American influence was 
all over the music and entertainment 
business. I was working for an Amer-
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THE MIX INTERVIEW 

ican company and handling an American 
account. There was no sense of a Canadi-
an community in the entertainment indus-
try, and there were very few successful 
Canadian acts. The Canadian record com-
panies were usually just distribution opera-
tions for the American labels. 
Did you think about moving to the US.? 
Lots of Canadian artists bave done just 
that over the years. 
I thought about Nashville in the mid-1960s. 
But two of my sons were coming close to 
draft age, and I didn't want to chance that 
then [during the Vietnam era], so I stayed 
here and rolled the dice. 
How so? 
Myself and three partners who had been 
in advertising went off and started our 
own production company, Nimbus 9. And 
I had a recording studio in there called 
Soundstage. We called it that in order to 
get a film production license that would 
let us bring all our equipment in duty-free. 
Once, we got a call from the Customs & 
Excise Ministry, and we got into quite a 
panic. I actually went out and rented a 
16mm Mitchell camera to make it look 
like a film studio. Turns out the inspector 

wanted to see our Eventide Clockworks. 
It's a Harmonizer, but it has the word 
"clock" in it, so that's what got them in-
terested. Something to do with importing 
clocks. He came, looked at it, left and we 
never heard from them again. 
So it's 1968, you've already had two ca-
reers, never produced a record, then the 
Guess Who. Did you actually mortgage 
your house to pay for their record.? 
That's true. It was a second mortgage, on-

ly $5,000, but that was a lot then. The 
record cost $9,328 to make. 
You remember the exact amount to the 
dollar? 
You do when it's your money. 
How did that collaboration come about? 
Coke had been doing a youth radio pro-
gram, getting successful local artists to 
record versions of their theme, "Things Go 
Better With Coke." Guess Who was one of 
the groups I approached for that when I 
was at the agency. The band had had 
some success in Canada but was about to 
break up. They had gone on a tour of the 
UK, and the promoters were shaky and 
the band lost their shirts. Later, with Nim-
bus 9, I approached Coke about doing a 
self-liquidating promotion, doing a record 
and putting the Guess Who on one side 
and a band from Ottawa called The Sta-
cattos (who would later become the Five 
Man Electrical Band and have a hit with 
the single "Signs") on the other. We called 

L to R: Domenic Troiano, Jack Richardson and Burton Cummings 

it "Wild Pair." You would send in six bot-
tle caps and $ 1.25 and you'd get an album. 
They sold about 130,000 of them, which 
was quite a lot. When I decided I wanted 
to produce a real album with them, first 
we had to buy out their record deal from 
Quality Records for $1,000. We started 
recording and had talked with RCA in 
Montreal, but all we had to start with was 
independent distribution, and we never 

As I try to explain 

to my audio production 

students: You have 

democracy and you 

have dictatorships, 

and everything falls 

somewhere in between. 

made any money. I thought about taking 
the group to New York. I had a relation-
ship with Phil Ramone, who I had met tak-
ing some courses at the Eastman School of 
Music [in Rochester, N.Y.], and I had done 
some jingle work at his studio, A&R. That's 
when I mortgaged the house and took the 
band to New York. I wanted to use the big 
Studio A at A&R. Phil told me it was 
booked, but that they had just built a new 
room. He told me, "If it sounds good, pay 
me; if not, don't." That's a win-win situa-
tion. The studio had a custom-made Neil 
Muncey console and an Ampex 8-track. 

David Greene was the engineer. We cid 
the whole record [ Wheatfield Soul, which 
spawned the hit "These Eyes"] in five days. 
Are you an engineer? 
To a degree. I engineered if worse came 
to worst. Brian Christian did most of the 
records I worked on after "American 
Woman" with Guess Who. Before that, it 
was David Greene and John Woram. 
Lyrically, American Woman"—yours and 
the group's first Number One record— 
was not exactly complimentary ofA mer-
¡can women... 
There's an interesting story about that. Af-
ter it was a hit, the band was invited to play 
the White House at a reception [for Prince 
Charles]. They were going to play that song 
until the manager got a call from the State 
Department specifically demanding that 
they not play it. [Apparently, according to 
a note on the allmusic.com Website, first 
lady Pat Nixon was the one who nixed the 
song.] 
What other studios did the band use? 
The group's first record after signing with 
RCA [Canned Wheat' started at the old 
RCA studios on [West] 24th Street in Man-
hattan, which had one of the first Ampex 
MM1000 16-track decks. But the union en-
gineers there were so bad, the distortion 
was so evident, that I eventually refused 
to work there anymore. I actually pulled 
out in the middle and went back to A&R, 
where we recorded what would become 
the two hits off that record, "Laughing" 
and "Undun." Later, RCA steered me to the 
new RCA studio in Chicago, where I met 
Brian Christian. 
You were developing as a record produc-
er How would you characterize your 
style? 
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THE MIX INTERVIEW 

I look at it as not so much a stamp of who 
I am as who the band is. I'm more like a 
traffic cop in the studio. As I try to explain 
to my audio production students: You 
have democracy and you have dictator-
ships, and everything falls somewhere in 
between those two dimensions. I lean 
more toward democracy. That's how I 
could do so many different kinds of 
artists, from the Irish Rovers to Manowar. 
You were new as a record producer Did 
RCA ever try to bring in a more experi-
enced producer? 
No, not once. The band and I had a very 
good relationship. Actually, they self-de-
structed before something like that could 
ever happen: The label threw a party at 
Sardi's the night after the band did a gig at 
the Fillmore East, and that's when Randy 
[Bachman] told the new president of RCA 
he was leaving the band. 
You were an ex-musician and a former 
advertising guy who got lucky once. 
Could it have ended there? 
I don't think so. I just tend to interface 
with people very well, and I really liked 
music. 
Did you tap into your advertising experi-
ence as a record producer? 
Oh yeah. Every session. Even though 
you're dealing with the same kind of mu-
sic and the same instruments, you're always 
dealing with four or five people in a band, 
individuals who have varying degrees of 
psychosis, and you act accordingly. 
The success of the Guess Who records led 
to Alice Cooper contacting you. Cooper 
was already making a name with shock 
value. How did you approach those 
records you did with him? 
Shep Gordon, Alice's manager, contacted 
me. [Alice] was the Darth Vader of the mu-
sic business at the time, but all I think I 
said was, "We don't have to kill chickens 
onstage to make records." But it was these 
productions that we brought Bob Ezrin in 
on, as a kind of apprentice. I did Muscle 
of Love; Bob and I did Love It to Death and 
Killer together. I had agreed at first to do 
four sides with Alice. We did them at the 
RCA studios in Chicago, and Brian Christ-
ian was the engineer again, though later 
we also did some recording at Record 
Plant in New York, and Muscle of Love we 
started at Sunset Recorders in L.A. and fin-
ished at Record Plant. On the first session, 
we had Alice come in dressed in full Alice 

Cooper regalia, and Brian could never 
bring himself to call the guy "Alice." I don't 
put much credence in superficial appear-
ances. I'm more interested in what they're 
doing musically and if they're serious 

Jack Richardson at RCA Studios Toronto circa 1967, Geo Semkiw engineer, Alan Moy cosistant. 

about that. We actually became pretty 
good friends. 
How was Cooper different as a produc-
tion client from Guess Who, besides 
sartorially? 
These were the records I moved to 24 
tracks on. And the band was pretty raw 
players by comparison. That was some-
thing of a surprise. I'd have thought that 
a band who had already made three or 
four records would have been better 

The group vocals are 

usually double-tracked, 

but I learned to mix 

them differently: I set 

the double-back about 

5 dB and used it 

as a thickener. 

players. I'm talking about issues like get-
ting the guitars in tune. But the shock 
value of the music actually overcame 
these deficiencies. Still, to make the 
records, I needed a very sharp razor 
blade for edits. There was no Pro Tools 
then. I often took a chorus from one part 
and a verse from another and edited 
them together. We often worked from a 
tape drum loop. The albums were done 

much more as overdub sessions than en-
semble playing. We also brought in some 
outside players, like Rick Derringer on 
Killer and Jack Bruce on Muscle of Love. 
But they were also attracted by Alice's 

notoriety. Alice, himself, was a very good 
singer in terms of knowing the songs and 
giving a good delivery. He was also a 
pretty nice guy. I would have brought 
him home to meet my mother. He was 
also a soap opera fanatic—watched them 
all the time in the studio. 
You were developing technical prefer-
ences by then? 
Certain ones. I loved the API 550A EQs, 
the most musical EQ ever made. Certain 
microphones, like the [Neumann] KM84. I 
used them on drums, and people thought 
I was nuts. 
From heartland pop/rock to the begin-
nings of androgynous rock and then to 
glossy country/rock: What was working 
with Poco like? 
I got a call from the management and 
flew out to Boulder, [Colo.], where 
[bandmembers] Richie Furay and Paul 
Cotton lived. Poco was a good example 
of how to structure songs as a producer. 
We all had a great feeling about the song 
"Good Feelin' To Know." It was designed 
to be a radio song. For that, you have a 
limited amount of time, and you have to 
get the basic concept across reasonably 
soon; in two minutes, not five. I had 

them speed it up and cut the verses, 
which had tended to ramble a bit. It was-
n't major brain surgery, but sometimes a 
band can't see the forest for the trees, 
and that's what a producer is for. You can 
make small suggestions that turn into big 
changes. 
Poco was vocals and pedal steel. How did 
you deal with those elements? 
Poco's vocals and harmonies were very 
good. Wit sometimes the simplest was 
best. On "Crazy Eyes," Paul Cotton did a 
scratch pilot vocal, and we then tried for 
three days of overdubs to get a final and 
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ended up using the scratch vocal. The 
group vocals are usually double-tracked, 
but I learned to mix them differently: I set 
the double-back about 5 dB and used it 
as a thickener, spreading them out in the 
image a bit and also panning the echo, to 
give it dimension. Sometimes we triple-
tracked them. For the pedal steel, I liked 
what Rusty [Young] played. But the thing 
about any pedal steel player is that they 
have complete control over the volume of 
the instrument constantly, because of the 
volume pedal. I had to ride that, some-
times put a compressor on it to keep it in 
check. I wanted the steel to be part of the 
overall ensemble sound, not a highly vis-
ible instrument. I mixed it in with string 
quartets at times, and it sounded amazing. 
What became of your studio? 
We sold it in 1980, along with the mas-
tering facility we also had there. It had an 
AudioTronics console on which we had 
taken out all the transformers, except for 
the phase-reverse transformers, and re-
placed the mic pre's with heavy-duty 
Jensen mic pre's. We also had a direct-to-
disc label up there, so we wanted a very 
pure signal path. That studio did the 
Guess Who stuff, but it also was rented 

out by a lot of other artists: Bob Ezrin did 
Peter Gabriel's "Salisbury Hill" there, for 
instance. 
So why did you back away from 
producing? 
I guess I fell out of it almost as abruptly 
as I fell into it. I just reached the point 
where I could no longer justify being 
away from home for two to three months 
at a time. I was getting tired of the 15- to 
20-hour days. I had been on the adviso-
ry board for Fanshawe College for some 
time and started teaching there in 198-i 
We have two full studios there and Pro 
Tools suites. I never had illusions of glo-
ry from producing records. I did it be-
cause I liked working with people, just as 
I did with advertising, and just as I do 
now teaching them. 
And Garth, your son, bas continued the 
tradition. 
A few of our kids have gone into music, 
and we were delighted. It's not something 
we encouraged them to do. Garth's had 
good success, but he's fallen into some-
thing I tried to avoid: He's become the 
heavy metal and alternative music guy; 
he's been pigeonholed. Now you become 
a specialist in a type of music based on 
your first success, and his first was Rage 
Against the Machine. I remember him call-

Mg me to tell me how tnIcrettng it was 
when he finally got to do a string session. 
I guess when I was producing, there was-
n't that kind of mentality that pigeonholed 
someone so quickly. You used to have to 
do a lot of different things to survive. I 
guess that kind of nonspecialization no 
longer exists. 

(Author's Coda: A generational per-
spective is obviously a/ work. Garth 
Richardson recalls the day his father came 
home from a session in 1968 and ex-
claimed, "Now they have three tracks! 
What's next?") 

Dan Daley is Mix 's East Coast editor. 

Raves for SLLS 
" liked them so much in my studio 
that I bought Zaolla for my home 

theater set-up. too." 

"...unbelievable difference!" 

"...opened-up my guitar 
sound. Beautiful." 

"...thE bEst my vintage 
microphone has ever sounded!" 

Ultra-Pure, Solid Silver 
Center CondLctors 

Extended, flat 
frequency Response 

Conductivity Superior to 
Copper Wire 

Superior EMl/RFI Shielding 

Silver Solder and " Clean-
Room" Assembly 

Zero Transmission- Line 
Effects 

www.zaolla.com S ilveoZnaoClla 
92 MIX, July 2001 • www.tnixonline.com 



Keeping the third r mension in line 

Control the vertical 

Control the horizontal 

...right to the outer limits 
of sound reproduction. 
Reinventing the Line Array — 

Top to Botom, Side to Side, 'rise and Out. 

After more than two years of intensive research and development, 
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directionally controlled line array. 
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Designed to Move — Road-tough weatherproofed cabinets 

incorporate captive QuickFlyTM rigging with no separate components 

to lose. Easily removable caster rails and truck-smart d, -nensions 

make for efficient load-in/load-out. 

Interested? Call us for a brochure and *. he name of your local 

representative. And check out www.meyersound.com died. There's 
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Taking the line array to the outer limits of sound reproduction. 

Meyer Sound Laboeatories, Inc. 
2832 San Pablo Ave.nue 
Berkel?y, CA 94702 

6 Phone 510-486-11166 
Fax: 5' D-486-8356 

Meyer 
Sound 

www.meyels4Lad.coem3d 

Copyught,CD 2001 Wye, Soued. All RIO% Resesied Pnluendmé .431). BrundbandO. Ribbon ['wear 
SlanItold RIA.Inlelligent AL ',teener ÑUS and °well aretarlerni, of Meyer Sound 



Neumann D-01 

By George Petersen 

From May 12 to 15, thousands of audio 
pros visited Amsterdam for the 110th con-
vention of the Audio Engineering Society 
(www.aes.org). Besides the obvious pleas-
ures of Europe's favorite fun town, AES 
Amsterdam offered plenty of hot new 
products. Here are some highlights. 

Tascam's (www.tascam.com) $8,999 
SX-1, is a one-piece workstation combin-
ing a fully automated 40x8 digital console, 
DSP effects, 16-track disk recorder/editor 
and a 128-track MIDI sequencer. For more 
details, see the "Technology Spotlight" in 
last month's issue of Mix. 

The Neumann (wvvw.neumann.com) 

D-01 digital mic features a proprietary 28-
bit AID converter that's fed directly from 
the capsule (thus removing an analog 
electronics stage) and provides remote 
control of polar pattern, pre-attenuation, 
low-cut and preamplification. The mic 
connects directly to gear supporting the 
AES 42-2001 standard. Alternatively, Neu-
mann's DMI-2 half-rack, 2-channel inter-
face converts the AES 42-2001 format 
into a standard stereo AES/EBU signal. In-
cluded software can adjust all D-01 pa-
rameters via the DMI-2's USB connection. 
Sample rates of up to 192 kHz will be 
supported in the future; initial deliveries 
should begin around late 2001. 

The Digilyzer DL1 from Neutrik Test 
Instruments (www.nt-instruments.com) is 
a hanclbeld device for analyzing/trouble-
shooting consumer and pro digital audio 

signals, from eight to 24 bits and 32 to 96 
kHz. Connections include AES3, co-ax 
S/PDIF and optical Toslink—consumer or 
ADAT—or (optional) TDIF. The DL1 has a 
monitor speaker, headphone connection 
and internal event logger, and performs 
digital audio analysis, carrier status analysis 
and carrier signal measurement functions. 

Product Hits From 
AES Amsterdam 
Digital Leaps, Analog Jumps and a Few Surprises 

FORMAT WARS 

\\. bile consumers decide the 
outcome of the SACD/DTS/ 
DVD-Audio issue, DTS' (www. 
dtsonline.com) came out strong 
with the debut of its new, ful-
ly compatible 24-bit/96kHz 
format with numerous titles 
planned for release in 2001. 
But whatever the outcome of 
the consumer format wars, 
audio manufacturers were moving ahead 
with new professional tools for 
2.8224MHz DSD (Direct Stream Digital) 
production, which offers superb digital 
aidio reproduction for recording/mix-
ing/mastering. The Genex GX8500 (www. 
hhbusa.com) is an 8-channel recorder for 

Tascam SX- 1 
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storing both 5.1 and stereo mixes, with 
switchable PCM or DSD capability. Tas-
cam (www.tascam.com) will begin ship-

ping its DSD-98 high-resolution recorder, 
based on 8mm DTRS tape and operating 
as either a 2-channel DSD recorder or an 

8-track PCM deck, with the ability to lock 
16 transports for more tracks. SADiE 
(www.sadie.com) celebrated its 10th birth-
day by showing its DSD Mastering Work-
station. Designed for mastering stereo 
DSD material and authoring finished 
SACD masters, the unit features all stan-
dard editing functions and full dynamics 
and equalization control. Noted classical 

recordist Tony Faulkner has taken deliv-
ery of the first system. 

DIGITAL MIXERS 

Eclimix from Publison (www.publison.fr) 
is a medium-format digital console with 
48 channels, 24 buses and eight aux 
sends, with automation of all parameters. 
An integrated 32-track hard disk recorder/ 
editor is optional. The first all-digital board 
from D&R Electronics (www.d-r.n1), Sirius 
is a 32-channel modular digital console 
designed for on-air or broadcast produc-
tion, featuring onboard dynamics and EQ 
and a routing system with up to 64 I/0s. 
The mixer is also available as Scorpius, 
with the same processing power but in a 
smaller frame. 

ANALOG: BIG TIME! 
There was plenty of new digital gear at 
the show, but analog technology was alive 
and well. Designed for surround mixing/ 
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mastering, Drawmer's (www.drawmer.c-om) 
Six-Pack 6-channel multidynamics proces-
sor allows linking any combination of 
channels to track each other's levels to 
prevent image shift. Also, channel 6 has a 
switchable 120Hz LP filter for deriving an 
LFE output from a 5-channel surround mix. 

SPL's (www.soundperformancelab.com) 

PQ 2050 analog, dual-channel, 5-band 
parametric EQ offers 999 memory presets 
with digital control via motorized pots. 
Dynamic range is spec'd at 150 dB, and 
optional PCM and DSD I/O modules will 
be offered. 

SLAM! (Stereo Limiter And MicPre) 
from Manley Labs (www.manleylabs.com) 
is a 2-channel unit combining an ELOP 
electro-optical limiter, fast PET brick wall 
limiter, Class-A tube mic preamp and 24-
bit/96kHz ADC on each channel. VOs in-
clude inserts and surround linking. Price: 
$3,250, and a mastering version (sans mic 
preamps) is offered. 

The $495 Platinum Penta stereo com-
pressor from Focusrite (www.focusrite 
.com) offers 16 selectable presets over 
threshold, ratio, attack, release and make-
up gain parameters. Soft knee compres-
sion, TubeTran warmth control and a 
stereo image width control adds flexibili-
ty. An optional 16/24-bit A/D converter 
outputs 44.1/48/88.2/96 kHz into AES/ 
EBU or S/PDIF. 

CLM Dynamics (www.wavedistribution 
.com) showed the $2,295 DB8000s. a slick 
unit with eight high-grade mic preamps, 
ADAT digital output, onboard M/S mic 
decoding and switchable overload pro-
tection limiters. Three analog outputs per 
channel are offered, allowing the unit to 
double as an active mic splitter in live 
recording, P.A. or broadcast applications. 

MONITOR NEWS 

Jointly developed with TC Electronic (www. 
tcelectronic.com), Dynaudio Acoustics' 
(www.dynaudioacoustics.com) AIR Series 
of "intelligent" monitors integrate DSP, 
networking capability and digital amplifi-
cation; and they provide preset storage/ 
recall and fingertip control of level, bass 
management and solo/mute of individual 
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monitors. Slated for Q4 2001, the first AIR 
Series bi-amped near-fields combine 6.5-
inch (AIR6) or 9-inch (AIR15) woofers 
with 1.1-inch soft dome tweeters. Options 
include subveoofers and a software pack-
age with advanced EQ/delay tools for 
consultants/installers. 

Mackie's (www.macIde.com) HR120 is 
a THX-approved, 800-watt powered sub 
to complement its award-winning HR828 
monitors for surround mixing. Shipments 
are slated for Q3/01. 

A.D.A.M. Audio (www.adam-audio.de) 
monitors feature Accelerated Ribbon 
Technology (folded diaphragm) tweeters 
based on the 1972 work of Dr. Oscar Heil, 
but with improved, newer materials. U.S. 
distribution is via www.mccave.com. and 
the A.D.A.M. line ranges from the com-
pact two-way SlA to the gargantuan 
3,000-watt, four-way S8As. I was particu-
larly impressed with the S3A, a bi-amped 
design with an ART tweeter flanked by 
dual 7-inch woofers. Nice! 

Tom Misner—audio educator and 
founder of SAE (www.sae.edu), the 

world's largest audio school—unveiled 
SAE's TM 160A, a compact, active near-
field speaker. Its oblong, diecast-alu-
minum enclosure (no parallel surfaces) 
houses two back-to-back, 6-inch, full 
range drivers in a push-pull arrangement, 
driven by dual 150-watt amps, for point-
source imaging. Deliveries begin this 
summer. 

COMING SOON 
The 111th AES Convention comes to New 
York September 21-24, and then it's back 
to Munich next spring for the 112th show, 
held May 11-14, 2002. See you there' II 

A.D.A.M. Audio S3A 

>owner Six-Pock 
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by RteRly Alberts 

For pro and project studios alike, no instrument is quite so 

vital as the microphone. From Nashville to Tokyo, London to 

New York, money is always well spent on better consoles, 

monitors, guitars and computers, but no one tool can 

change a voice or instrument's sound and personality qJite 

like a great mic—whether a classic vintage or faithful mod-

ern tube condenser. Fortunately, if you're upgrading to your 

first really good condenser or adding to a well-stocked cab-

inet, there's no shortage of new tube mics to choose from. 

This year's tide of tube rrics offers up an exceptional pa-

rade of airy highs, earthy lows, transparent mids, satiny 

nickel finishes, gold-sputtered membranes, vintage re-cre-

ations and new approaches. We chose to focus on tube mi-

crophones released over the past year and came up with 19 

interesting new products. Drooling over the accompanying 

photos is optional, though encouraged. 
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Hot, MOLNIIMP 

ADK AREA 51 

ADK's (AuclioDeutchKraft) new Commemorative Edition Area 51 Tube Trans-

ducer mic ($ 1,895) is signed by company co-founder Lawrence VilleIla. Debut-

ing at this month's Summer NAMM show, 500 hand-selected vintage GE tubes 

made it into the Area 51 CEs, along with documents signed by the ADK "staff 

audiophile" who personally selects each mic. The top-of-the-line Area 51 is ADK's 

flagship mic and boasts dual 1-inch diaphragms and a multipattern design that 

can be switched between nine patterns. 

B.L.U.E. CACTUS 

The Cactus ($3,295) from B.L.U.E. (Baltic Latvian Universal Electronics) is a new mul-

tipattem tube condenser mic in the company's flora- and fauna-named mic line (Blue-

berry, Dragonfly, Mouse, etc.). Each Cactus mic includes a power supply, B.L.U.E.'s 

top shock-mount and pop filter assembly and a Kiwi Cable connector—all in a stur-

dy ATA flight case. The Cactus weighs 600 grams and lists a frequency range of 20-

20k Hz, a maximum SPL of 130 dB for THD 0.5% and a 77dB dynamic range. 

BRAUNER VM1 KLAUS HEYNE EDMON 

Designed to take the performance of the Brauner VM1 to the ultimate level, the VM1 

Klaus Heyne Edition ($7,000) is the result of a collaboration between Dirk Brauner 

and audio hot-rod specialist Klaus Heyne. Surrounded at the "waist" by an elastic-

suspended shock-mount, the VM1 features a 79dBA signal-to-noise ratio and comes 

with a case for the mic, a control unit for remotely setting polar patterns, and a - 

10dB pad switch, cables and suspension mount. Using Telefunken AC 701 k or EF 

806 S tubes, the VM1 features a handmade, gold-plated, large-diaphragm capsule. 

CAD M9 

CAD's new M9 ($499) is an affordable carclioid tube mic that features the same ser-

vo-valve technology used in the company's top-of-the-line VX2. A 12AX7 tube sits 

in the M9's head amp under a 1.1-inch, gold-sputtered capsule, and the mic's dual 

op-amp output stage sets the stage for longer cable lengths without loss of mic per-

formance. Aimed at vocal and instrument recording, the M9 comes with a power 

supply, a 30-foot, 7-conductor cable with gold-plated connectors, and is finished 

in a blue housing with a satin nickel-plated screen assembly and black accents. 

CARVIN CM98ST 

New from Carvin is a tube mic/preamp team-up that sells for $599 direct from the 

company's catalog. The dual-diaphragm, multipattern tube CM98ST features 20-

20k Hz frequency response and 133dB dynamic range, 10dB pad and -6dB OD 120 

Hz) low-cut switches, and nine patterns to choose from. A power supply with po-

lar-pattern switch, foam-lined flight case, 30-foot/7-pin cable, foam windscreen, 

shock-mount suspension assembly and a separate carry pouch for the CM98ST it-

self are all included. 

CURTIS TECHNOLOGY AL-2 

The AL-2 Stereo Tube Microphone System ($2,995) from Curtis Technology in-

cludes a matched pair of tube condenser microphones with shock-mounts, ca-

bles and a dual-rackmount power supply, all in a soft-padded carrying case. De-

signed with a type of elongated omnidirectional pattern intended to combine the 

spaciousness of an omni with the focus of a unidirectional, mics used in the bal-

anced AL-2 employ a pair of handpicked 12AU7 tubes. Curtis also makes a trans-

formerless, unbalanced version of the AL-2. 

DPA MICROPHONES 3532-T SYSTEM 

A new stereo tube microphone kit this year from DPA Microphones is the compa-

ny's 3532-T ($8,000). Included with the 3532-T package is a 2-channel tube preamp, 

a 30-foot mic cable, two windscreens, a stereo boom with holders and a pair of DPA 

4041 mics. The latter are large-diameter tube condensers designed for soloist record-

ings, particularly vocals, strings and wind instruments, and the mics, preamps and 

1-inch omnidirectional cartridges all fit snugly into a foam-lined briefcase. 

LAWSON MICROPHONES L251 

The L251 ($2,495 direct) from Lawson Microphones is based on the vintage Tele-

funken ELAM 251, but employs a NASA-approved tube socket with gold-plated 
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beryllium copper contacts and infinitely variable cardioid pattern control locat-

ed on the power supply. A two-position, low-frequency contour control offers 

a "251" position, which reproduces the original ELAM 251's low-frequency re-

sponse with its built-in 6dB/octave, 100Hz roll-off. Cardioid, omnidirectional, fig-

ure-8 and many variable patterns in between are selectable from the power sup-

ply, and the 1-inch, gold vacuum-deposited diaphragm is protected by an inter-

nal shock-mount system; a 30-foot Mogami cable with gold-plated Neutrik con-

nectors is standard. 

MARSHALL ELECTRONIC V69 

Marshall Electronic's line of MXL mics includes the V69 Tube Condenser Micro-

phone, finished in gold and black. This affordable ($379) large-diaphragm con-

denser mic with a set cardioid pattern uses selected 5718 tubes, is internally wired 

with Mogami Hi-Definition cable and features a 20-20k Hz frequency range, ded-

icated power supply and a shock-mount. 

MICROTECH GEFELL M 990 

Microtech Gefell's M 990 ($ 1,595) is a single-pattern (cardioid) condenser using an 

EF86 pentode tube operating as a triode, along with a separate power supply. The 

capsule uses a large, gold-sputtered diaphragm. The AC supply is switchable be-

tween 115 and 230 volts at 50 or 60 Hz, and the M 990 can drive cables longer 

than 50 meters. The system includes the M 990 mic in a wooden case, power sup-

ply, mic cable, an elastic suspension assembly and a dark bronze finish. 

NEUMANN M150 

Now shipping, Neumann's M150 ($5,300, with power supply) incorporates many 

features from the company's M50, such as a sphere-mounted, omnidirectional 

capsule. Not just another reissue, the M150 uses a titanium diaphragm, the same 

transformerless tube electronics used in its popular M149, and boasts a low 

15(.1BA self-noise for practically noise-free operation, with a low end that's on-

ly -3 dB at 16 Hz. 

RODE NTK 

The Iac,t horn RODE out of Australia is the NTK ($999), a 1-inch large-capsule 

model. Featuring a gold-plated membrane and low noise specs, the NTK sports 

hand-graded twin-triode tubes and comes with a power supply, 30-foot multi-

core cable and a standmount with thread adapter; options include an externally 

polarized, 1-inch, pressure-gradient condenser and a special-design shock-

mount. This cardioid mic features a 147dBA dynamic range and a maximum SPL 

of 158 dB, and its external power supply has user-selectable settings. 

RTT MLK100, 101, 102 

RTT (Russian Transducer Technology) makes "vintage re-creations" with new parts 

from St. Petersburg, Tula and Moscow. The company's hand-built mics include 

the MKL101 Valve (Tube) Bottle Microphone ($1,499), the MKL100 ($829), and the 

MKL102 "Mini Brute" ($749). A re-creation based on Telefunken's 1949 EF12, the 

RU MKL101 Bottle mic features a tube amp, cardioid polar pattern, 18dB self-

noise, and a 40-16k Hz bandwidth. The MKL100 "Lens Head" tube mic has a large-

diaphragm, cardioid capsule and a 30-18k Hz frequency range; RU's MKL102 "Mi-

ni Brute" uses the miniature 6C6B military triode used in post war-era Russian 

mics. RU provides downloadable MP3 samples of tracks recorded on RU mics 

on its Website. 

SCHOEPS M 222 DC 

The M 222 DC 'tube Microphone and power supply ($1,885 for body/power, 

plus one or more capsules from $570 to $ 1,400 each) from Schoeps offers 20 

capsules in all, beginning with its MK4 classic cardioid version up to the $ 1,400 

MK6 3-Pattern Capsule with omni, cardioid and figure-8 patterns. The M 222 

DC's model number was named as a continuation of the company's M 221 B 

tube mic, with improved specs and performance, including the ability to use any 

of the company's Colette Series capsules. The M 222's power supply has a "tube 

direct" switch setting to eliminate all semiconductors from the signal path, and 

a "harmonics" switch to alter the tube's performance and emphasize more of the 

typical tube sound. 
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COMPLETE THE MIX 
WITH STORCASE 

W HEN IT COMES TO EDITING, YOU CAN DEPEND ON 

Data Express® removable drive enclosures. More entertainment industry 

professionals count on Data Express to "complete the mix:' whether 

mounted into a workstation, a TASCAM hard disk recorder, or into a StorCase® Data Silo® 

two-bay (shown) or four-bay rack mount chassis. 

Data Express has been the enclosure of choice by the entertainment industry for years, 

and we can prove it. Just call a Kingston/StorCase representative at (800) 435-0068 

today and ask for our testimonial pamphlet. Or, request an evaluation unit so that you 

can experience the reliable, worry-free removable storage that prestigious companies 

such as Sony, Kodak and Liberty Livewire do when they "mix-it-up7 

torCase® 
TECHNOLOGY 

A Kingston Technology Company 

Providing rugged, upgradable 
storage products worldwide 

[ www.storcase.comijump/mixi 

02001 StorCase Technalog>. Int. A K rr,gston I i., 11 nology 
Company. 17600 Newhone Street. Fountain Valley. CA 92708, 
USA ( 714) 438-1850. Fa:, ( 714) 438-1847. All trademarks and 
registered trademarks are the property of their respective owners. 



Not, Not Not??? 

UIEE NCR PH NE 
It should be noted that—unlike software and digital products—tube 

mics tend to stay in production for years, and there are many older 

models not included in this article (yet still in production) that are al-

so excellent choices for the tube devotee. For more information about 

current offerings, here are some manufacturers of tube-based mics 

for studio applications. 

ADK 

AKG 

Alesis 

Audio-Technica 

B.L.U.E.  

Brauner www.transaudiogroup.com 

CAD/CTI Audio www.cadmics.com 

Carvin www.carvin.com 

Curtis Technology www.curtis-technology.com 

DPA Microphones www.dpamicrophones.com 

Lawson www.lawsonmicrophones.com 

Manley www.manleylabs.com 

Marshall Electronic www.mxlmics.com 

Microtech Gefell www.gprime.com 

Neumann www.neumannusa.com 

RODE www.rodemicrophones.com 

RU www.sound-room.com 

Schoeps www.reddingaudio.com 

Soundelux www.soundelux.com/mics 

Studio Projects www.pmiaudio.com 

Yorkville www.yorkville.com 

www.adk.cc 

www.akg-acoustics.com 

www.alesis.com 

www.audiotechnica.com 

www.bluemic.com 

SOUNDELUX ELUX 251 

Another dedicated—yet innovative—tribute to the Telefunken 251 is the 

Soundelux ELUX 251 ($5,000), which features a hand-built, hand-tuned European 

capsule and cardioid, omnidirectional and figure-8 polar patterns. Also sporting 

a 20-20k Hz frequency range, a 1-inch, dual-membrane condenser and a maxi-

mum SPL of 132 dB (0.5% THD @ 1 kHz), the ELUX 251 uses a 6072A vacu-

um tube and weighs just 1.5 pounds. 

STUDIO PROJECTS T3 

Studio Projects T3 (> 1,099) incorporates a special hand-selected 6072 "dual-tri-
ode" vacuum tube for improved consistency in matched pairs. The T3 is pow-

ered by a dedicated AC power supply with a completely variable polar pattern 

selector, and has a dual 1-inch mylar capsule that's designed for vocals and over-

head choir, strings, piano and percussion recordings. A foam windscreen and 

elastic suspension shock-mount are included, as are a 7-pin interface cable and 

a combination-locked aluminum carrying case. 

YORKVILLE APEX450 

Yorkville's Apex450 Tube Condenser Microphone ($899) features nine selec-

table polar patterns, and its high-SPL handling capability (125 dB) makes it a 

good choice for live sound reinforcement or live recording, too. Other ameni-

ties include an aluminum flight case, windsock, a 7-pin XLR cable, external 

power supply, heavy-duty, "cat's cradle"-style shock-mount assembly, and a 

1-inch, dual-diaphragm, gold-sputtered capsule. 

Musician, engineer and writer Randy Alberts explores music and audio 

technology in a turn-of-the-century farm house with a built-in studio in 

Pacifica, Cale 

o  
1  
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The manufacturing quality on the Mouse is the best I've seen 
in 30 years. Just once, you should hold in your hands something 
that's as well made as human hands can craft. Lend it your ears. 

, 

NOMINEE 

4 te  

Dragonfly 

Point. Click. 
Record. 

—Paul J. Stamler, Recording Magazine 

Blueberry 

Microphones 

111 

Mouse 

Turn any studio 
into a mouse pad. 

With its unique rotating capsule, the BLUE Mouse 

is one of the most versatile and snazzy-looking 
mics you'll ever lay eyes on. And beneath the 
handsome exterior, you'll find that the Mouse is a 
precision recording tool, providing the commanding, 

intimate presence associated with the world's best 

(and most expensive) legendary vintage vocal micro-
phones. With its shimmering, detailed highs and 

smooth mid-range, the Mouse excels at delivering 
a vocal right to the front of the mix where it 

belongs, while acoustic guitar, hand percussion, 

drums, and other critical high-end sources shine. 

The Mouse is a pressure-gradient cardioid 

condenser microphone, employing the 

BLUE hand-built single-membrane, large 

diaphragm capsule, coated with a 6-micron 
mylar film of pure gold and aluminum. 
Enclosed within a rotating spherical grille, 

the capsule can be positioned and adjusted 

in the smallest of spaces, offering fine-
tuning and precise placement to please the 

most discerning recordist. With its Class A, 
fully discrete circuit, the Mouse utilizes hand-

selected electronic components of the highest 

quality and is available with either transformer or 

transformerless output circuitries. 

So, catch a Mouse and release it in your studio — 

and discover how well its amazing sound and superb 

quality clicks with you. 

Kiwi Cactus Bottle 

766 Lakefield Road, Suite D, Westlake Village, CA 91361 • 805.370.1599 • www.bluemic.com 
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DVD Pichr 
Kwaidan 

The rapid ascent of DVD as a consumer format has been a boon 
just about any way you look at it. Manufacturers get to sell a lot 

more home theater gear, studios get to re-release catalog material, 

engineers get more work, and consumers... well, besides the flood 
of bonus features, consumers have a chance to revisit classic films 

and hear them as they were meant to be heard. 
Mix will be "reviewing" a number of DVD titles on a montbi5, 

basis. The intent is not to "review" in the traditional sense—plen-

EDWARD SCISSORHANDS 

Of all of Tim Burton's films, Edward 

Scissorhands (1990) most successfully 

synthesizes the elements of compassion, 

humor and wildly creative fanciful vision 

to create an experience that is touching 
one moment and very funny the next. 

semedee."1 • 

While the DVD doesn't feature 5.1, the 
LCRS provides excellent full-range sound. 

One of the major elements that elevates 
the movie in its most magical moments is 

Danny Elfman's wondrous score. Ten 
years after the release, Elfman's work on 

Edward Scissorhands ranks among his 

very best efforts. It certainly has been 

incredibly influential, as evidenced by the 

numerous TV and film pieces that have 
borrowed blatantly from the score. 

As for special features? Well, you can 

listen to Tim Burton, which is always 

entertaining, but even better is Elfman's 
insight—you can watch the entire film 
with music only, plus Elfman's narration. 

20th Century Fox. Directed by Tim 
Burton. Music by Danny Elfman. Supervising 

Sound Editor: Richard Anderson. Re-

ty of consumer titles will do that, technically and critically. Rather; 

we'd like to point readers toward films that use sound in creative 
ways, because, after all, whenever you talk to sound designers, 

they don't want to talk about bit rates and transfers;  they want to 

talk about the "use" of sound in a film. 

Toward that end, thisfirst installment by Rick Clark points out 
a few re-released films that use music particularly well. Go back, 

rent the DVD and listen! 

Recording Mixera Steve Maslow, Stanley 
Kastner. Score Mixer: Shawn Murphy. 

GLORY 

Sony/TriStar's two-disc Special Edition of 
Glory, winner of three 1989 Academy 

Awards, is first-rate from beginning to 
end. Though Donald O. Mitchell, Gregg 

C. Rudloff, Elliot Tyson and Russell 

Williams II deservedly won the Oscar for 

Best Sound, it was James Homer's stirring 
score, featuring The Boys Choir of 
Harlem, that wonderfully supported the 

emotional thrust of this powerful story 
about a tragically suicidal attack on a 

Confederate fort. 
A SoneriStar Film. Directed by Edward 

Zwick. Music by James Homer. Supervising 

Sound Editor: Lon Bender. Re-Recording 

Mixers: Donald O. Mitchell, Gregg Rudloff, 
Elliot Tyson. Scoring Mixer: Shawn Murphy. 
Dolby Digital 5.1 and Stereo. 

KWAIDAN 

This amazing collection of four supernat-
ural fantasies, released in 1965, is one of 

cinema's unique achievements. Each tale 

possesses an eerily quiet power that 

draws the viewer into a somber nether-

world of ghosts and shadows. 

Tom Takemitsu's soundtrack is star-

tling with its sparse punctuations and 

haunting, trance-like ambience. There isn't 

a wasted note or visual throughout. But 

this is also a film where silence is used to 
full effect, often augmenting the surreal 

sets that are striking in their rich colors 
and lighting. While Hollywood has 
increasingly followed the idea that visual 

and sonic overldll is required to scare an 
audience, Kwaidan rewards the intellect 

and attention span of the viewer with its 

thoughtful dimensionality. It won't make 
you jump out of your seat, but the spell 

of Kwaidan will stay with you. This is a 

first-rate job by Criterion. 
The Criterion Collection. Directed by 

Masaki Kobayashi. Re-released by 
Criterion. Monaural. 

BEASTIE BOYS VIDEO ANTHOLOGY 

Often pop artist video collections are just 

that—no-frills anthologies and not much 
more. The Beastie Boys Video Anthology is 

a major exception. Just as the Beasties 

smartly push the boundaries of hip hop 

and rap, this two-disc set is loaded with 

everything the format is touted to offer. 

Besides the usual stereo/5.1 audio 

options and commentaries, Video Anthology 

offers more than 100 multi-angles and 

remixes that are switchable at any time of 
playback. There are even a cappella ver-

sions of the tracks. The level of visual, 
musical creativity and humor displayed 

throughout this set offers new rewards 
with each viewing. 

The Criterion Collection. Dolby Digital 
and Stereo. 
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fingapore Port 
OPUZ Grows Along With Asia's New Media Hub 

by Dan Daley 

Singapore is the quintessence of mod-
ern Asia: a gleaming forest of glass-
and-steel highrises towering over the 
two- and three-story shop buildings 
that still make up the majority of this 
city's commercial infrastructure. Inside 
two of those low-rises, the evolution 
of Asia's audio post-production busi-
ness can be seen. 

OPUZ first opened in 1995, a two-
room studio intended as the tool for 
a trio of remixers/engineers/musicians 
whose local reputation for contribut-
ing to regional music hits had pushed 
them into audio post, as well. Both 
Paul G. Tan and his brother, Paul T.. 
had learned the DJ trade in Singapore 
clubs, collaborating with keyboardisti 
programmer Case Woo. Paul G. attend-

ed the University of Oregon and later 
entered the audio recording and pro-
duction program at Loyola Maryrnount 
University in Southern California, pick-
ing up some real-world experience at 
Skip Saylor Studios in Los Angeles. He 
returned to Singapore in 1990 and, 
with his brother and Woo, began a 
remixing career. 

OPUZ followed five years later, on 
the second floor of a shop building 
on Circular Quay, alongside one of 
Singapore's canals. It was a propitious 
point in time. Singapore's government 
was fostering local commercial arts ven-
tures, including music and film; the 

Singapore outposts of global advertising 
companies, such as Leo Burnett, were 
becoming more active as Asia's eco-
nomic "tigers"—particularly Singapore— 
were flexing their financial muscles; and 
U.S. cable companies, such as The 
Discovery Channel and HBO, were tar-
geting Asia, as well, making Singapore 
their regional base. 

"Everything seemed to come togeth-
er at the right time," Paul G. Tan says of 
that moment. "But if I'd learned any-
thing from working in the States, it was 

that in post, it was results that counted, 

L-R: Ashley Low, Min Gen, Paul G. Tan, Amelia 

Lee, Case Woo. At right, the vocal booth for 

ADR sessions. 

that things had to be done as perfectly 
as passible and the client had to be 
catered to." 

Sam Toyashima was contacted to 

design the original facility, which has 
two control rooms facing onto a shared 
recording space. The spaces are rela-
tively small, using a lot of trapping to 
moderate the acoustics, and were 
intended to accommodate both music 
and post, with an accent on MIDI gear 
in the smaller of the two control rooms. 
Music recording and mixing, however, 
quickly took a bacicseat to post as 
Singapore's studio business, like that of 
the rest of the world, began to feel the 

effects of project studios. "They call 
them 'jam' studios here," Tan explains. 

"And some of them go for as little as 
$18 [Singapore, about U.S. $101 an hour. 
It was no business to be in anymore." 

The post business, though, was 
poised to take off, and the facility was 
positioned to ride that wave, with a 
strategy of implementing leading-edge 
technologies at the time, such as APT 
and CDQ ISDN capability. Local ad 
agencies appreciated the link, allowing 
them to bring in voices from Sydney to 

Chicago. The strategy worked, and the 
facility picked up a steady stream of 
regional and international commercial 
awards, which now fill trophy cases in 
the foyer of the first facility. There was 
also some ADR work for films coming 
in from the U.S., including Miramax's 
That's the Way I Like It. 

BUILT FOR POST 
By 2000, that first facility's limitations 
had become dear. It would be aug-
mented that year with a new set of stu-
dios in a nearby building. Toyashima 
also designed this new facility, but 

—CONTINUED ON PAGE 112 
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Taming the filver fpoon 

By Larry Blake 

Sixteen years ago, I collected my first pay-
checks in pro sound by doing playback on 
rock videos. This was in an era when the 
video format of choice was 1-inch Type C, 
and the audio master was on Y2-inch 4-
track tape with timecode on track 4. 

If you go 16 years before that, in the 
late '60s, you would find a completely 
different world where playback was 
from acetate discs on a turnable that was 
locked to the sanie distributor as the 
camera motors. This technique had been 
in use for 40 yews at that point! 

To those who have only known 
sound on hard drives, and to whom 2-
inch 24-track tape seems antiquated, wax 
discs seem positively prehistoric and 

cumbersome. However, two points should 
be emphasized here: Compare the lip-
sync accuracy between a musical film 
from the '60s and one from this new mil-
lennium, and I dare you to tell me that 
sync is better today. (I'm not even going 
to get into the sync that can be found in 
rock videos today.) 

The reason for this is clear and has 

to 
4 

nothing to do with technology, but 
instead concerns the skill and sense of 
craft that the performers and sound crew 
brought to the table. They didn't view the 
physical limitations as such; they simply 
did what was necessary given the tools at 
their disposal. And maybe because they 
had to work harder, their work was better. 

With this perspective, it's actually pos-
sible to view today's sample-accurate edit-
ing precision and cheap hard drives as a 
hindrance—the film sound equivalent of 
growing up with a silver spoon. (You 

were wondering how I would work this 
title in, huh?) Clearly, a large part of the 
credit or blame for lip-sync will be with 
the artist, and in that spirit, this month I'll 
focus on the parts of the music depart-

ment that you have direct control over. 

THE MUSK MASTER 
Create a "god" playback master. This pro-
cedure requires that you end up with a 
digital track that matches the digital sam-

ple rate and timecode frame of the final 
edited film. You can't assume anything, 

GLOSSARY 

PLAYBACK: When pre-recorded music is 
played on a film set to allow camera 
takes to use the same music master. 
Sometimes a minus-vocal music mix 
will be the playback source, with live 
vocals recorded for each take. In these 
instances, singers and musicians will 
listen to the music tracks via in-ear 
monitoring. 

“NTSC SPEED": Standard films are photo-

graphed at 24.0 frames per second, 
with recorders referenced to 60 Hz or, 
in the case of timecode and sample 
rate, 30 fps/48.000 kHz (or 44.1 kHz). 
When this material is transferred to 
NTSC video, the linear speed of the 
film is reduced 0.1% to an effective 

speed of 23.97 fps, and this integer rela-
tionship occurs both to the timecode 
(reduced to 29.97 fps) and sample rate 
(to 47.952 kHz or 44.056 kHz). 
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"I just plug in and 
it sounds incredible!" 
says mega-hit songwriter 
Steve Kipner. 

Steve Kipner in his hillside studio with the AD-80005E and Trak2. 
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AYBE you haven't heard of 
Steve Kipner. But you've 
certainly heard his hit 

songs. For 30 years, he's penned 
hits for and co-produced some of 
the world's best-selling artists, 
from Olivia Newton-John to 
Christina Aguilera. And for many 
of those years, he's relied on 
Apogee. 

Steve chose Apogee's Trak2 
both for its mic preamps and for 
its superb quality 24/96 analog to 
digital conversion. 

But first, he listened. 
"We were in London working 

with Victoria Beckham — Posh 
Spice. We had the Trak2 and other 
well-known mic preamps, including 
some tube models, and held a 
shootout right there. The Trak2 
won hands down," he says 
enthusiastically. 

'It's so easy: I just plug a guitar 
into the front panel or use the rear 
panel mic inputs — hardly any EQ 
or anything — and it just sounds 
incredible. I don't need to do a lot 
of stuff, or use much outboard 
gear." 

One for the record: Steve Kipner produced, 
recorded and arranged, with David Frank, 
Christina Aguilera's 10-million-selling hit, Genie 
a Bottle. And it was all done with Apogee. 

Apogee's Trak2 simplifies 
Steve's life. " Before I had the 
Trak2, I was always trying hard to 
make things sound better. Now it 
sounds great straight away," he 
says. "I record straight into Logic, 
so the Trak2's built in mic pre, 8-
channel routing and direct Pro 
Tools connection make it an ideal 
solution." 

Today, Steve Kipner uses the 
Trak2 on virtually all his projects. 
You'll find it's the same for you. 

Hear Apogee's Trak2 for your-
self — at your authorized Apogee 
dealer. 

DIGITAL 

APOGEE ELECTRONICS CORPORATION, Tel: +1 310.915.1000. Web: www.apogeedigital.com/tk2/. 
Apogee & Trak2 are trademarks of Apogee Electronics Corporation. Other trademarks are the property of their re-;pective owners. Photo: David Blattel. 
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and you need to find out what your rate 
will be—that is, if you're not deciding the 
rate yourself, in which case my recom-
mendation today is a pulled-down 48 kHz, 
or 47.952 at NTSC speed. (This will be the 
subject of a future column that is certain to 
put a large number of you to sleep.) 

Playback sources can come in two 
forms, from pre-existing music and from 
newly recorded material. If you have to 
regard a pre-existing CD as a playback 
master, then do not rely on the digital-
ness of the source as a substitute for cre-
ating a proper master. Don't be lulled into 
thinking that a CD will play back at the 
same speed every time. Maybe it will, on 
location, but you then have to edit the 
film (speaking here both of picture edit-
ing and music editing) against a master of 
a given rate, so that what you cut to will 

match what will show up at the mix. 
Therefore, there's no downside to starting 
the chain at the first stage. Preparing said 
master is a breeze. 

First, you need to load the CD into the 
workstation that will be used at the final 
mix, if this is known. If the chosen sam-
ple rate is 44.056 at NTSC speed, then you 
can load in digitally. If it's some flavor of 
48 kHz, thenyou can either load in via 
high-quality DA/AD conversion or via 
sample rate conversion, which is my usual 
choice. Regardless of the path that you 
take, you have to take the approach that 
the source ceases to exist once the new 
god master has been made. 

The only exception to this nile would 
be if you later track down a better-genera-
tion 2-track mix (see below) or if you are 
able to go back to the multitrack master to 

make a mix for the filin. In these instances, 
you might have to do some very careful 
and precise time compression/expansion 
to make the new master match the one that 
the film was cut to, but be very careful 
about introducing any artifacts. If tight sync 
(lip or otherwise) is not involved, then you 
might get lucky. The best approach would 
be to have your "current" master in the 
same workstation that is recording the new 
mix and to compare the length right there. 
If you're playing back from an analog multi-
track master, then you have the chance to 
do minute varispeecling to make up the dif-
ference in a more "organic" fashion. 

In some instances when making a new 
recording for the film, the individual 
tracks can go directly to the final mix. A 
common example of this is when a live 

performance will be pre-recorded in situ 
for eventual use in playback on the set 

and for use in the final mix. The challenge 
in these situations is to make sure to 
include room mks to allow you to "rub-
ber band" the mix from a close-up, 

onstage perspective to the back of the hall 
to a side room. 

The next step is to take these tracks and 

transfer them into your edit system on a 

It's actually 
possible to view 
today's sample-
accurate editing 
precision and 

cheap hard drives 
as a hindrance— 
the film sound 
equivalent of 

growing up with 
a silver spoon. 

track-for-track basis; there's really no rea-
son to do a multitrack premix unless a 
minus-vocal version needs to be prepared 
in order to record a live vocal over a pre-
recorded band. If you've gone to town 
with room mks, though, then this tech-
nique might render them useless, because 
the original vocal will be all over them. 
However, the dramatic value of a live vocal 
would far outweigh any downside to hav-
ing to create a loom sound from scratch. 

Multitrack location recording is almost 
always on some linear medium, and I 
would recommend putting these tracks in 
the workstation of choice as soon as pos-
sible to give you maximum flexibility and 
accuracy in preparing the playback mas-
ters. You should load in the "print" take of 
each cue into the workstation and prep it 
for playback. First of all, talk with the 
director to make sure that you are using 
the correct take. In a recent film, I had 
been told that the last takes were the 
selects, which made sense to me. When I 
got on the set, I found out that the second-
to-last take of one cue was the master, 
because it trailed off in a haphazard fash-

ion as would be required for the film. The 

last take was a complete take that was 
done (smartly) for eventual inclusion on 

the soundtrack album. Of course, had I 

known in time, I could have used the flu-
idity of the workstation to combine the 
best parts of takes to create a "comped" 
multitrack master. 

Adjust each take in the workstation to 
have the start exactly on the hour, with dif-
ferent songs on different hours, naturally. 
The playback mix should be a bit drier 

than you might otherwise like, with the 
bass and snare goosed up a tiny bit for 
obvious reasons. Make a 2-track bounce of 
this in the workstation so that it retains the 
same timecode stamping as the master. 
This 2-track mix becomes the reference 
master for playback on the set and during 
the picture editing and temp mix phase. 

When bouncing the 2-track mixes, 
keep whatever count-in the musicians 
gave during recording (raising this as nec-
essary), not only because they will need 
to start in tempo, but also because the 
director might want to actually shoot the 
musician counting in. For this reason, you 
should prepare another measure of clicks 
that lead into the vocal count-in. 

KNOW YOUR RATES 
Keep your sample rate hygiene clean! 

Once you have bounced the mix, you 
then need to transfer it to the playback 
tapes (or discs!). In the case of any digi-
tal medium, such as timecoded DAT, you 

should lock the workstation to the pre-
striped timecode on the DAT and trans-
fer across digitally. Remember to keep 

your sample and frame rates properly 
aligned: If you will be doing your sound 

work at 44.056 at NTSC speed, and you 
will be shooting film at 24 frames per 
second, then your workstation should be 
set up at 30 fps timecode and the word-
clock output should measure to a sample 
rate of 44.100 kHz. In this manner, when 
you get to editing against NTSC picture, 
the sample rate will be 44.056 and the 
frame rate will be 29.97. The same inte-
ger relationship would be preserved with 
48 kHz: 48.000 kHz and 30 fps timecode 
at 24 film speed. And, of course, if you're 
working on a feature film, then only use 
non-drop timecode. 

You should always realize that with 
digital audio, the determining sync factor 
is the sample rate, not the timecode rate, 
as was the case with analog recordings. 
With digital audio, a given sample rate can 
be carved into any number of frame rates 
and still play back at the same speed. 
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SOURCE CONSIDERATIONS 
Use reissue CDs with great caution and 
detective work. One question that I fre-
quently get from music supervisors is, 
"Can you use the CD"? Yes, I can, but I 
would rather go to the multitrack masters 
if at all technically, creatively and politi-
cally possible. If you are forced to use a 
CD, and the song in question is a "classic," 
then be sure to get your hands on every 
version you can. A few years ago, I had 
the pleasure of handling a bona-fide rock 
classic in a film, and at the mix I did a 
bake off of the various editions that we 

had assembled. We had been using a 
compilation from the mid-'80s for our 
temp mixes, and I was eager to compare 
that version to the recent reissue that the 
record company sent us. Ten years of 
improvements in A/D converter technolo-
gy and general handling of digital sound 
would clearly result in a better CD, right? 

Not in this instance. The earlier version 
was night and day better, and I looked at 
the liner notes to find out why. The 
answer was that the recent one had uti-

lized the No Noise process to little suc-
cess. And on another lesser-known song 
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for the same film, No Noise was also the 
apparent partner in crime, as indicated by 
the liner notes. This song had been 
recorded at Abbey Road in 1967, and 
everyone in my generation has a sonic 
footprint of the quality emanating from 
those studios at that time; the only CD 
version of this song that we could find just 
sounded like crap. 

Okay, before I get letters, I know that in 
the hands of talented mastering engineers 
No Noise is a valuable and powerful tool, 
but sometimes restraint or abstinence is the 
order of the day. Let's also be clear that I 
am not pointing fingers at mastering engi-
neers exclusively. Certainly the most egre-
gious examples of over-processing in the 
name of noise reduction can be found in 
the dialog stems of feature films. It's a dan-
gerous thing to get locked into the eyes of 
the cobra of camera noise or HMI ballast 
whine, only to discover that the drama of 
the movie is going bye-bye. But I digress. 

The other option in resurrecting songs 

for films is to go back to the original multi-
track masters. This, of course, raises all 
sorts of sticky issues of control and of us 

film types messing with someone else's 
music. My answer to this is that I am sim-

ply interested in presenting their music as 
closely as possible given the 5.1 or 7.1 for-
mat of the film. This means that you have 
to take into account the fact that only a 
handful of viewers will be seated in the 
exact phantom center between the left 
and right speakers. 

For Erin Brockovich, we were able to 
get a mixer of Sheryl Crow's choice to go 

back to the multitracks and remix her two 
songs used in the film, which worked out 
really well. The spread across the discrete 
channels in the theater was much cleaner 
than I could ever have extracted from a 2-
track CD. 

MORE TRACKS, ANY TIME 
.1d\ antages of mixing iittially, part 39. If 
you are mixing down from a multitrack 
master, more probably if it's new material, 
then you have to consider how wide your 

mixdown should be and on what medi-
um. When I wrote of film music issues in 

these pages four years ago, I recommend-

ed that songs be delivered to the stage on 
a single DTRS (then only a 16-bit medi-
um) tape. This spec was based on a then-
necessary attempt at practicality, a goal 

whose needs have been relaxed in the 
past two years as I have changed over to 
Pro Tools for both editing and mixing. 

One of the advantages of virtual mixing 
that I didn't get around to mentioning in 
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my recent three-column series is that one 
can add channels at any time. No longer 
am I confronted with looking at fixed 
groups of faders devoted to dialog, music 
and effects. Adding another eight or 16 
tracks to accommodate the music needs of 
one reel was just out of the question. 

Nowadays, the only consideration I 
need to deal with are my DSP and TDM 
time slot limitations. However, because I 
design my session templates "wide" as a 
matter of course, these proverbial extra 
tracks are already accounted for and are 
usually just sitting there empty. This abili-
ty of virtual mixing to add tracks is a first 

cousin of the way one spreads great-
sounding plug-ins across dozens of tracks: 
You get a lot out of your investment. 

Send your music stories to PO Box 
24609, New Orleans, IA 70184, or via e-mail 
at: swelltone@aol.com. U 

Larry Blake is a sound editor/re-

recording mixer who lives in New 
Orleans for reasons too numerous to 
mention, although one of them would 
have to be that a world of great music 
was created there. 

—FROM PAGE 105, OPUZ 

where the first design had been quite 
utilitarian, in this instance the Tans 
stressed the need to create an aesthetic 
that would appeal to a global advertising 
industry. In fact, the second studio facili-
ty would be instantly familiar to anyone 
who frequents the post-production lofts 
of London's SoHo district: electric colors, 
sleek lines, and lots of hardwood floors 
and frosted glass. 

While both studio facilities remain in 
operation, the new facility was an evolu-
tionary extension of the first. The original 
building uses a Soundtracs Topaz in the 
larger of the two control rooms, and a 

combination of a Yamaha 02R and 01V 
digital mixers in the other. The two new 
studios are completely digital, with the 
main room sporting a Soundtracs DS-3 
digital console and the second a Mackie 
D8B mixer. All studios in the building are 
tielined, using both RJ45 and AES/EBU 

protocol, as well as analog mic lines. All 
studios use Digidesign Pro Tools as the 
main recording medium, and all those 
systems are networked via Ethernet. 

Though the newer studios are signifi-

candy larger, the acoustical designs are sim-
ilar to the original Toyashima plans at the 
first facility, with gentle compression ceil-
ings and extensive bass trapping. The 
largest control room is fitted for 5.1 sur-
round mixing and features what has to be 
the most unique rear-channel speaker 
setup yet devised. The Genelec 1030 mon-
itors are suspended, attached to sliding 
poles that drop from the ceiling with the 
use of a clever counterweight device that 

Tan says took the construction crew three 
months to perfect, getting the suspension 
mechanism to balance just right while 
keeping the 110° angle constant. The result 

is ingenious, and many first-time visitors to 
the studio—including this writer—spend 
the first five minutes pushing and pulling 
the monitors up and down and marveling 
at them as though they were a clockwork 
from a Medieval church tower. 

A BASIS FOR BUSINESS 

As one of Asia's main commercial hubs, 
Singapore has a deeply entrenched 
advertising industry. With more than 3 
billion potential consumers throughout 

the continent, and the impending entry 
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of China into the World Trade Organization, 
the role of advertising in projecting 
brands into this massive market can't be 
understated. That intensive ad blitz goes 
hand in hand with the proliferation of 
new video outlets, both terrestrial broad-
casting and cable. Tan set OPUZ's sights 
on advertising from the beginning, but 
also cultivated relationships with the nas-
cent cable industry in Singapore. 

"The advertising agencies have 
always had the budgets, but even though 
cable didn't have the same level of budg-

eting, I felt that they would be good 
long-term prospects," he explains of his 
strategic thinking. 

It paid off, particularly with OPUZ's 
ISDN services. Shiamala Kathirvayloo, a 
senior producer for the Animal Planet 
Asia cable channel, a joint venture 
between The Discovery Channel and the 
BBC, which launched in October of last 
year, says that OPUZ's ISDN capability 
and its expertise has been critical in the 
channel's expansion. Despite the budget 
pressures endemic to cable production 
everywhere, she's been loyal to OPUZ for 
that and other audio post services, such 
as scoring and sound effects, and is will-
ing to pay a slight rate premium to feel 
confident about meeting deadlines, get-
ting reliable creative input and maintain-
ing quality. 

"The budget issues are always there," 
she explains. "But we've got to be com-
petitive— our biggest competitor is the 
National Geographic channel, and they 
work hard at it, too. So I need to be able 
to know that I can juggle multiple scripts 
and have these guys working on the post 
without me always there for each project 

and confident that it's going to sound 
good and be what I want it to be. In 

that regard, there's really no difference 
between Singapore or New York, from 
the point of view of a producer." 

One of those projects, a promo for 
World Animal Day, won Best Sound Mix 
at the New York Festivals Awards (for-
merly the New York Media Festival) ear-
lier this year. "It had a lot of sounds, and 
it was also fun to do," she recalls. "We 
used a lot of library animal sounds, but 
we also had Paul out there on the micro-
phone making up some of his own 
sounds. That's the kind of creativity I can 
appreciate." 

ISDN is virtually a 24/7 proposition 
when you're 13 hours ahead of the U.S. 
East Coast. During one dinner, around 
10:30 p.m., at a restaurant on Singapore's 
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bustling Clark Quay, Tan excused himself 
to walk over to the studio to check on the 
progress of a remote voice-over session 
being done with voice talent in a Detroit 
studio. 

It's not as though there's a shortage of 
English speakers in Singapore—English is 
the lingua franca of this multiracial, multi-
cultural country, and it's mandatory for 
school children from grade school 
onward. Plus, like Hong Kong, the city 

teems with American, Australian and UK 
expats working in the financial and 
tech sectors. But accent is everything. 
Kathirvayloo notes that Australian viewers 
naturally respond to Australian accents, 
and that goes for the dozens of other 
regional and national linguistic variations 
that Asian broadcasters have to address. 

Animal Planet, like other cable opera-
tions, has to do multiple feeds to address 
the myriad languages and cultures in the 
region. The Discovery Channel already 
does feeds in English (American and 
Australian, considered quite distinct from 
one another), Mandarin, Hindi, Thai, 
Korean and Japanese. Plus, Shiamala adds, 
certain channels need obviously American 

accents even in Asia to maintain brand 
identity. "I used to work at HBO here, and 
that is perceived as an American entertain-
ment product," she says. "So you definite-
ly need American voice talent, sometimes 
a very specific person. ISDN is the only 
way to do that." 

OPUZ has also increased its efforts to 
seek new markets, particularly Internet-
based ones. For instance, the studio now 
does the file-format conversions and some 
of the mastering for Planet MG.com, a 
fast-growing Asian music portal. 

ISDN, digital consoles, hard disk 
recording and other technology enhance-
ments, plus a heightened sense of cus-
tomer service, underscore how much 
Southeast Asia's audio post industry has 
progressed in a relatively short time. Five 
years ago, when Synchrosound in neigh-
boring Kuala Lumpur opened, the facility 
made a point of recruiting American and 
UK engineers, reflecting the shallowness 
of the technological talent pool in the 
region at the time and to reassure clients 
that the necessary technical prowess 
would be there. Tan, on the other hand, 
says that the pool has grown to the point 

where a certain amount of headhunting 
now goes on for engineering talent, 
though he prefers to develop his engi-
neering crew (six staffers, three of whom, 
including him, are engineers) from within. 

OPUZ's experience also indicates that 
issues facing audio post facilities, such as 
the proliferation of project studios and 

the need to diversify services and client 
bases, are universal. That will only 
become more true as media companies, 

such as the BBC, AOL/Time Warner, Star 
Network and others, continue to become 

increasingly global in reach, yet need 
locally based post services. 

But what sets Asia apart is the growth 
potential implicit in the region. Rapidly 
increasing affluence in China, Singapore, 
India and other countries has made the 

area a prime target for media and adver-
tising. "And those companies coming here 

from the U.S. and Europe are already very 
savvy and sophisticated in terms of 
audio," says Tan. "What we're doing is 
giving them a technology infrastructure 
that's just as sophisticated, as well as one 
that understands the cultures of the areas 
they're working in." 
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GRINDING THE AXE 
SOLVING ELECTRIC GUITAR NOISE PROBLEMS 
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Figure 1: The basic internal components of a guitar pickup. The drawing of two coils wired in reverse polarity represents a "humbucker"; a 
single-coil pickup is, well, self-explanatory. Some humbuckers are shielded so that only the primary coil is exposed to the strings. 

A
fter exploring the concepts 
of resistance and impedance 
the past couple of months, I 

am ready to enjoy some guitar 
sounds. That is, provided no noises 
get in the way. And, as electric gui-
tar pickups require gobs of gain, it's 
easy to understand how any noise— 
hum, buzz, hiss or nearby radio sta-
tion signals—gets amplified along 
with the more musical and desirable 
string vibrations. 

Unfortunately, electric guitar and 
bass pickups are ideally suited to 
"find" hums and buzzes. The fast fix 
is simply repositioning the instru-
ment to minimize noise reception, 
demonstrating how directional elec-
tromagnetic fields can be. Power-
related noises radiate from cabling 
and power transformers; more 
noise is radiated as power con-
sumpt ion increases. 

Induction is the process of radiat-
ing or receiving electromagnetic 
waves. (We are still very much in the 
age of "wireless.") Inductors consist of 
a coil of wire that can be wrapped 
around air, a piece of iron or a mag-
netized pole piece. Air-core and iron-
core inductors are used to create com-
plex filters for equalizers—such as 
Pultec and subsequent clones—as 
well as passive crossover networks for 

loudspeakers. Power and audio trans-
formers also fall into this category. 

Add magnetism to the equation 
and you get transducers, such as a 
dynamic microphone (a very small 
generator), a loudspeaker, a phono-
graph pickup, a tape head and, you 
guessed it, a guitar pickup. 

Coll 
adjustable 

pole plece 
fixed" e'e e e 

Secondary Coil 

Figure 2: A humbucker pickup detailing the 
adjustable and fixed pole pieces. Raising 
the pole pieces increases pickup sensitivity, 
but proximity to the magnetic field can 
over-damp the strings. 

This month, our quest is for 
better guitar sounds, sans noise. 
Because high-impedance instru-
ment pickups are cable-sensitive, 
exploring the interface between 
axe and amp should open some 
eyes and ears. I'll also offer some 
tips for minimizing hiss in amplifi-
er circuitry. 

BY EDDIE CILETTI 

THIS MORTAL COIL 
Let begin with a few basics. A pick-
up consists of a permanent magnet, 
a coil of wire (the bobbin) and a 
magnetically conductive pole piece— 
typically, one for each string. The 
guitar string is primarily steel, a fer-
ro-magnetic substance, and heavier 
strings have an additional nickel 
winding. The movement of the string 
within the magnetic field changes the 
flux in the coil, generating an AC 
voltage. Congratulations, you have 
now been inducted! 

Pickups for guitar and bass gen-
erate a small and vulnerable signal 
easily 20 dB below the nominal line-
level of +4 dBu. Signal level varies 
with the style of playing, of course, 
but wire length (of the pickup coil), 
magnet strength, and the efficiency 
and focus of the magnetic field all 
make their contribution. Magnets are 
"permanent," but their strength di-
minishes over time, contributing to 
infinite variations in sound, by de-
sign or accident. 

The two basic pickup styles— 
single-coil and the dual-coil hum-
bucker—are linked (but not exclu-
sively) to the popular guitar manu-
facturers, Fender and Gibson, re-
spectively. The primary coil in Fig. 1 
represents either the single-coil pick-
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up or half of a humbucker. A single-coil 
pickup can very easily "find" a hum field. 

A second coil can be added to counter-
act this natural tendency (the right half of 
Fig. 1), and when wired 180° out of phase 
(reverse polarity), reception of the in-
coming field is minimized. 

Humbucking pickup designs are in-
credibly varied. Figure 2 shows one style 
with adjustable pole pieces on the primary 
coil and fixed pole pieces on the second-
ary coil. Sometimes a cover visibly shields 
the secondary coil as represented in Fig. 
1. In order to achieve maximum hum, 
cancellation of the two coils must be as 
closely matched as possible. Still, nothing 
is perfect; a humbucker (HB) doesn't 
sound like a single-coil pickup. Some 
pickup manufacturers bring out both 
windings so that the user can flip polarity 
for more sound-palette options. 

If you encounter an instrument that is 
more hum- and buzz-prone than you think 
it should be, then check for broken wires 
and tons& nuts on the pots, switches or out-
put jack. 

HIGH-WIRE ACT 

High-impedance pickups are cable-sen-
sitive. Power noises aside, if a cable 
"crackles" when flexed, then it is not 
necessarily defective, but it is definitely 
inappropriate for the application. A 
high-quality instrument cable is not just 
about the type of center conductor or 
shield, but it is about the insulation be-
tween them. Flexing that deforms the in-
sulation changes the capacitance and 
generates noise. Insulation material also 
affects cable capacitance. A capacitor by 
any other name is still two conductors 
separated by an insulator. 

Low-capacitance cables improve high-
frequency response, or at least allow 

longer cable runs without signal degrada-
tion. Capacitance is not an advertised spec 
but is one of the easier ways of quantify-
ing cable performance. When in doubt, 
short cables help maintain a full-frequen-
cy transfer from pickup to preamp. 
Whether or not all that bandwidth is nec-
essary, it is always better to start out with 
more, rolling off what is not needed. 

Table 1 shows a few typical capaci-
tance values for both guitar and balanced 
line cables. I have only one off-the-shelf 

guitar cable of the "warm and fuzzy" va-
riety. (Spectraflex claims to be the first to 
popularize the cloth-covered guitar cable. 
This is not my field of expertise.) The 
generic cable I tested has a capacitance-
per-foot rating of 35 pico-Farads (pF), 
which is not shabby. Note the B.L.U.E. 
"Cranberry" cable specs. This is balanced 
cable, so two measurements are made— 
signal-to-signal (22 pF/foot), as well as sig-
nal wires-to-shield (39 pf/foot). B.L.U.E.'s 
signal-to-signal spec is quite good. The 
best I've seen is computer video cable at 
17 pF/foot. 

As discussed in my last two columns, 
all devices have source/output imped-
ance and destination/input impedance. 
For most analog gear, that's low-Z and 

medium-Z, respectively. This is not the 
case with digital audio and analog video 
devices; both ports are 75 ohms each. 
Understanding impedance helps the user 
optimize the interface (cabling) for the 
application. You wouldn't use speaker 
wire to interface a guitar with an amp. 
Conversely, splurging on esoteric cable 
might only help 5% of the gear. It would 
be helpful if all cable manufacturers pub-
lished full specs (capacitance, resistance 
and inductance). 

HELLO-I 
file term impedance implies frequency-
sensitivity. In this case, a hi-Z pickup 

wants to "see" high-input impedance (if 
not higher) at the amplifier or direct box. 
Low frequencies have a clear shot to the 
amp, but high-cable capacitance creates 
an uphill battle for high frequencies—the 
impedance becomes lower as frequency 
increases, effectively shorting them out. 

Pickup impedance is primarily deter-
mined by the length of wire (the number 
of turns) in the coil. The DC resistance of 
the coil can vary between 6,000 ohms and 
12,000 ohms, depending on pickup type. 
Volume control resistance can be 250,000 
ohms to 2 meg-ohms, so you can already 
see the "local" relationship between 
source and destination. An optimized in-
terface—source, cabling and destination— 
moves all impedance variations outside of 
the band of interest, be it analog audio, 
digital audio, data, video, etc. 

PSYCHO KILLER 
Most professional microphones have a 
source impedance around 200 ohms, so 
cable capacitance isn't a major issue. A 
mic would still be useable after a 1,000-
foot run, but not a guitar. You can, how-
ever, lower the guitar's impedance simply 
by lowering its volume control(s). Al-
though it's psychologically challenging to 
turn anything down, it may reduce the 
negative sonic effect of cable length/ca-
pacitance, though destination impedance 
is also a contributing factor. 

Any guitarist who perceives less treble 
when turning down a volume control 
(amp or axe) unknowingly has experi-
enced stray capacitance that has mucked 
things up. This is why SCSI and video 
devices match source and destination 
impedance, often by using a terminator. 
It is also the reason for "Bright" switch-
es on a guitar amp. I believe one of the 
reasons vintage and Tweed-era amps are 
more popular is because the EQ net-
works are less aggressive. Overdriving 

Cable 

BLUE. 
"Cranberry" 

'Warm and 
Fuzzy" 

Mogami 2534 

Intended Purpose 

Mic/line 

Guitar 

Mic/line 

Conductors 

Balanced 

Unbalanced 

Balanced 

pF/Foot 
Shield-to-
Signal 

39 

35 

51.6 

pF/Foot 
Signal-to-
Signal 

22 

35 

35.8 

Table I: Typical cable capacitance values. Only "Warm and Fuzzy" is a guitar cable. Low "pF" values are better. 
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Digital Audio Essentials 
from the digital audio interface experts 

NEW! ADAT -› S/PDIF conversion 
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z-8.8a Lightpipe Detangler is a Lightpipe patch bay and also converts 
bidirectionally between ADAT Lightpipe format and S/PDIF (AES/EBU 
optional). S/PDIF inputs also feature defeatable sample rate conversion, 
allowing four asynchronous stereo digital sources to feed an eight-channel 
Lightpipe destination. 

Digital Detangler automated digital audio patchbay 
Available with 8x8 or 16x16 inputs and outputs. Supports AES/EBU, 
S/PDIF optical & coaxial, ADAT Lightpipe optical (no format conversion 
to and from ADAT format). Mix and match port configurations to build the 
perfect solution for your studio (standard configurations also available). 

Rack-mount sample rate converters 

With a full range of input and output formats, input and output wordwidths 
up to 24 bits at sample rates up to 96 kHz. Available in two-channel (z-3src) 
and eight-channel (z-8src) packages. 

Digital Detangler Pro automated digital audio patchbay 
Available in 8x8, 16x16, 32x32, and 64x64 configurations. Can be controlled from 
dedicated remote controller, Mac, or PC software (network versions available). 

NEW! 24/96 miniature sample rate converters 
z-link96 and z-link96+ support up to 24 bits at 96 kHz with user-selectable 
16- or 24-bit output 

Lightpipe and ADAT are trademarks of Alesis Corporation 

ZWS. 
Z-Systems Audio Engineering 

Tel: 352.371.0990 > Fax: 352.371.0093 

z-sys@z-sys.com > www.z-sys.com 
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the fundamental to create brighter-
sounding harmonics sounds better to me 
than boosting the treble and expecting 
that to "distort well." 

GAIN: SET TO "11" 
No parody was more on the money than 
Spinal Tap's amp modification. As every-
one knows, volume controls that go to 11 
are one position louder than 10. This is 
not taught in Electrical Engineering class, 
yet it seems so simple that I should have 
opened a knob engraving shop. 

Next on the unwanted list is "hiss," a 
sonic contribution also known as "thermal 
noise." Just as pop music recording en-
thusiasts currently seem obsessed with 
compression, guitarists are obsessed with 
gain in search of more sustain. Tradition-
al vacuum-tube guitar circuitry is based on 
a minimalist approach. Each tube is in a 
circuit designed to squeeze out every last 
drop of gain, a feat that brings out the best 
and worst idiosyncrasies of every compo-
nent. The results are less than predictable 

from amp to amp, prompting designers to 
raise the question, "Do you want to re-

produce the sound of the pickup or amp 
when new or the sound now after so 

many of the components have aged?" 

In contrast, recording equipment de-
signers will use a few extra gain stages, 
each running more conservatively, both 
in terms of the tube's capabilities as well 
as dynamic headroom. In pro gear, the 
tubes could be tired and the product 
would still deliver. There are more tran-
sistors in a discrete op amp than there 
are tubes in a single channel of a guitar 
amp. Op amps are clean until they clip, 
but single-ended, Class-A designs—using 
tubes (Fender Champ) or transistors 
(Neve 1066/1073/1272)—allow a wide 
range of "expression," that magical win-
dow of non-linearity between clean and 
hard clipping. This non-linearity creates 
even-order distortion, mostly of the sec-

ond-harmonic type, one octave above 
the fundamental. (Hard op amp clipping 
generates odd harmonics, which are not 
as cool or trendy unless you are a drum-
mer or a speed metal head.) 

REAUTY CZECH 
Overdriving guitar electronics adds sus-
tain, the additional harmonics increase 
the perceived loudness and brighten the 
sound—as a technician, it almost makes 
me wonder why no one has thought of 
using a tweeter! Okay, laugh if you want, 

Tube Type 

Sovtek 
12AX7-LPS 
EH 12AX7 

12AX7 
12AX7 

12AX7 

12A17 / 12AZ7 
12AT7 

12AY7 
1ZAY7 

12AU7 
12AU7 

12AU7 

12AU7 

6V6 

JAN/Military, five-star 
and premium types 

7,025 
6,681 

5,751 

6,679 
6,201 

5,965 
6,072 

5,963 
6,189 

5,814 

6,680 

7,408 

Amplification 
Factor 

100 
100 

70 

60 
57-60 

47 
44 

21 
17-19.5 

17-19.5 

17-20 

Table 2: Standard tube numbers and Industrial/Military equivalents. All but the 6V6 are dual-triode types. 

Amplification factor shown for comparative purposes. Items in bold are direct replacements. 

but many recording engineers have ex-
perienced complaints about excess bright-

ness when a mic is too close to the speak-
er. I think some guitarists would benefit by 
having the speaker at ear level to better 
know in advance what a close mic hears. 
That's why I choose mics with a "thick-
er" sound—the AKG D-12 and Senn-
heiser M-409/E-609—emphasizing the 
warmth of proximity while de-emphasiz-
ing irritating treble. 

SNAKE CHARMER 
Guitarists know that some tubes can be 
noisy, a problem exacerbated by high-
gain circuits. There are two solutions. 
One is to replace the plate resistors in a 
consistently noisy circuit. My geek buds 
tell me that new carbon resistors are bet-
ter than tired old carbons. While that may 
be true, Metal Film resistors deliver less 
noise over the long haul. The noise is 
spectrally more pleasing, as well as being 
smoother and less rocky. 

TUBULAR DUDES AND DUDS 
If you want less noise, then the other 
option is to buy better tubes. New Old 
Stock (NOS) tubes, in the form of five-
star (GE) and military (JAN) versions of 
popular 12AX7 types, are still available. 
See Table 2. I recently purchased a half-
dozen each of 5751, 6072, 6189 and 
5814, and found them to be particular-
ly well-matched, both internally and to 
each other. Noise performance and mi-
crophonics were consistently low. On-
ly one tube in five was noisier but still 
acceptable. 

The good tube price window varies 
from five bucks to $25, depending on 
popularity and supplier. Audiophile 
sources, for example, will charge $50 to 

$100 for "selected" and/or "specially 
treated" versions of 12AX7. I am not an 
audiophile, but I like the idea of having 
my pins dipped and plated. Some of the 
new Russian tubes are pretty good, pro-
vided you pay the extra money to have 
them pre-tested. Out of five Sovtek 
tubes, one 12AX7 LPS was as good as 
all of these premium types. While I have 
not yet tested the Electro-Harmonix EH 
Series, they are also Russian-made and 
reported to be more consistent out of 
the box. 

Every tube I buy starts with an elec-
tron emissions test to confirm its func-

tionality. As the popular audio tubes are 
often dual-triodes, each triode should 
have the same or very similar emission, a 
minimum numeric value defined in the 
Tube Tester documentation. After doing 
the numbers, each tube is then in-circuit 
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www.yamaha.com/proaudio 

SREV1 Remote 
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17. 

SREV1 

Time :o reflect on reverberation. 

In the past, reverbs used IIR ( Infinite Impulse Response) algorithms to recreate acoustic 

environments. They had limited memory and processing power and some did a pretty good job. 

But using a FIR ( Finite Impulse Response) filter algorithm can more accurately reproduce all 

the complexities of natural reverberation. The concept is not new but an enormous amount 

of processing power is required to manage the impulse ( sampled) data. 

Yamana has decades of experience with the development of proprietary custom DSP LSI 

chips specifically for audio applications. Our new "convolver" LSI technology enabled us to 

create the SREV1 Sampling Reverberator. 

Roominate. 

YAMAHA 
e r 

The SREV1 uses up to 64 of our new convolver LSIs to deliver a 

remarkable 520,000-step convolution processing ( up to 10.92 

seconds per channel of convolution time). 

This nas enabled Yamaha to accurately sample some of the great environments around the 

world (Concertgebow, Budokan, Avatar and Cello Studios, etc.) as well as churches, rooms, 

plates and other environments and provide them to you in 79 superb presets to cover 

virtually any need. 

In case we missed something, SREV1 includes measurement and impulse response editing 

software so you can sample your own environments. Capture your favorite space. 

SREV1 can function in stereo, dual 2-channel aid 4-channel surround mode. 

Add 4-band parametric EQ for every channel, instant program switching, selectable 

I/O formats, built-in CD-ROM drive, PC card loading and storage and a full function remote 

and you have the state of the art in reverberation, SREV1. 

Space Available. 

Join the revolution. 

Yamaha Corporation of America • P.O. Box 6600, Buena Park, CA 90622 

For additional information, please call ( 714)522-9000 • www.yamaha.com/proaudio 

The Yamaha SREV1 is only available through Yamaha Commercial Audio cealers. For the dealer nearest you. check our web site dealer locator. 

02001 Yamaha Corporation of America. All rights reserved. Yamaha is a registered trademark of Yamaha Corporation. 
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The one computer control surface for now and the future  MOTU Digital Performe-, 

Steinberg VST and Nuendo, Emagic Logic and Sound Diver, Digidesign Pro Toots 

from Mpi Plus . 001 to Pro Tools Free,Creamware,SEKD aid many more. For all 

synthmizer p-ogrammers, you can program any virtual cr hardware MIDI instrument 

with total parameter names and amounts laid out the way you always wanted it! 
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Look for :he nev'tellia_lleansion and our new surround 

RadukalTednicRover matrix far the total professional eivironment! 
1119 North Wison Avenue 
Teaneck, New Jersey 07666 
201-836-5116 phone 
201-836-0661 fax 
radtek@idtnet 
www.ndikaitechnologies.com gIvrILOGIES 

SIMPLY THE BEST! 

Simon Systems four-channel RDB-400 Integrated Direct Box is simply the best direct box you can buy. 

This AC powered unit boasts a totally active (transformerless) audio path design with no insertion loss. 

With features like variable line level output, variable attenuation trim, unbelievable headroom, speaker-
level input pad. active unbalancedibalanced outputs, front/rear inputs and output connectors, and much 
more, it's easy to see why so many professionals insist on it in the studio as well as on the road. 

The portable single channel version DB-1A Active Direct Box 

also features line-level output with no insertion loss. A three-
way independent power scheme facilitates rechargeable battery 

capability and automatic system power check (optional PS-1 

Power Supply is recommended). 

For the ultimate in headphone distribution systems there is the 

CB-4 Headphone Cue Box. The CB-4 features four headphone outputs 

independently controlled by conductive plastic stereo power controls. Tne XLR 
input/output connectors allow numerous boxes and headphones to be connected to 

the same amplifier with headroom, clarity, and flexibility that cannot be achieved wfth active headphone 
cue amplifiers A three-position switch selects left mono, right mono, or stereo mix, allowing for additional 

cue mixes. Whenever you think signal processing, think like the pros; Simon Systems - Simply the Best! 
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Manufactured by: Simon-Kaloi Engineering, Ltd. 
2985 East Hil'crest Drive • Thousand Oaks, CA 91362 

Phone: (805) 777-1084 fax: (805) 777-1186 
Website: twm.skeng.com Email: saleeskeng.com 
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RECOMMEND RHINO 
To learn more about guitars from the 

inside out, check out these useful re-

sources. 

ON THE WEB... 

• www.wsu.edu/—aappel/guitarpick 

ups/theory.html 

•www.provide.net/-cfh/pickups 

.html 

•www.till.com/articles/Pickup 
ResponseDemo/ 

•www.kinman.com/html/toneWork 

shop/tone.hun 
•www.chariot.net.au/-gmarts/pick 

ups.htm 

•www.guitar-parts.com/pickups.htm 

BOOKS... 
'Electronic Musical Instruments by 

Norman H. Crowhurst, Tab Books, 

1971 

*Electric Music: A Practical Manual 
by John Jenkins and Jon Smith, Indi-

ana University Press, 1976 
'Electronics in Music by F.C. Judd, 

checked for noise (level and character) 

as well as microphonics. Pre-testing for 
balance seems to weed out potentially 

problematic tubes. Some circuit designs 

tax one triode section more than the oth-

er, unevenly accelerating the aging 

process. I keep track of tube aging by 

logging the emission numbers when put 
into service. 

DISCHARGE 

There is much to be said about meeting 
the needs of both guitarists and hard-
core audio enthusiasts. I am no guitar 

expert, just a geek who likes to tweak. 

While some listeners are capable of 

detecting microscopically subtle sonic 

variations, I think musical perform-

ance—with emphasis on arrangement 

and dynamics—transcends all gear idio-

syncrasies. The equipment should just 

work! • 

By the time you read this, Eddie will be a 
daddy for the second time. Visit tvww. 

tangible-technology.com for pictures. 
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MANLEY LABORATORIES, INC. 
13880 MAGNOLIA AVF,. 
CHINO, CA. 91710 USA. 

TEL: ( 909) 627-4256 
FAX: ( 909) 628-2482 

email: emanleyee_manleylabs.com 

hi t p://m w.manleylabs.com 
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Manley Laboratories, Inc. in recent years 
has expanded and thrived under 

EveAnna Manley's leadership. Our 
11,000 sq. ft. building houses our own 
machine-shop, printed circuit board 
manufacture, audio transformer 
winding, engraving, and silk-
screening facilities. All custom 
design, R&D, assembly, testing, 

and quality control processes are 

performed with precision and 
pride at the Manley factory, 

located just 35 miles east 
of Los Angeles. 

NEO-

CLASSIC: 

MANLEY 

ALL-TUBE GEAR 

We take a 

purist approach 

to everything we 

build; refining, 

executing, and 

expanding upon 

Manley's legacy of 

vacuum tube design 

philosophies proven 

over years of real-world 

., experience, using high 

quality modern 

components, many of which 

are fabricated in-house. 

This attention to detail 

delivers the rich, present, and 

natural sound our vacuum 

tube designs are renowned for. 

Never small, sterile, or boring. 

Beyond this, Manley means 

reliability, real technical support, 

and a company attitude that 

professionals depend on. 

We believe that good music and those 

who create it deserve the finest gear. 

The choice is yours. 



Mac 
or 

PC? 
WHY NOT TRY BOTH? 

Technology options for the project studio owner have multiplied in the past sev-

eral years. Control surfaces from Digidesign, Mackie and others can be used as 

powerful front ends to any number of hard disk recording platforms, and, in 

most cases, these control surfacee,,have made mixing on the computer much 

easier. But working this way requireia careful planning of horsepower require-

ments and a reassessment of the visu*aspect of mixing. Can you live with a 

single computer monitor, or even two? 

Regardless, most engineers feel that they have to make a choice: Mac or PC? 

But as platforms have become more stable and manufacturers purposely engi-

neer for both, the question has really become one of personal preference. More 

and more, the savvy engineer is fluent in both and can make the two talk. 

If you take this approach, as I have, then the question of how best to lock 

multiple computers together comes into play. The potential for problems increas-

es exponentially as more devices are added. To a studio that already included a 

qgts, Macintosh computer running a card-based recording system and a di' • l con-

sole, I added a PC as a station for a software-based sampler and some soft s s. 

How difficult was it to integrate this computer and the add-on hardware it 

uired? And what is the most rational formula to use when comparing the cost 

ft synths (and the hardware they require) and the equipment they a 

to replace? Let's break the process down into distinct stages, 

by Gary Eskow 

A ie 

n\ 
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Mac or DP r) 

Prior to the acquisition of a PC, my 
studio consisted of a Power Tower Pro 
Mac clone running a Neweffechnology 
500MHz G3 upgrade. Digital recording is 
executed using a 32-track E-mu PARIS 
hard disk recording system. I achieve 
lockup between the board, PARIS and the 
Mac by running a SMPTE stripe from an 
edge track of PARIS into my MOTU MIDI 
Time Piece A/V. The MTP splits the signal 
and sends it to my Mackie D8B (which 
I've set up as a MIDI device) and back to 
the computer itself. Eight channels of dig-
ital information can be exchanged at one 
time between PARIS and the D8B via a 
Lightpipe connection. A BNC connection 
between the two ensures proper sync. 

For my new PC, I purchased a Wave-
runner computer from the Eastcoast Music 
Mall, a Connecticut store that attracted my 
attention because of the heavy emphasis 
it gives to training seminars. This 900MHz 
Pentium PC is designed by Pete Leoni for 
Q Performance, a division of the Eastcoast 
Music Mall. The computer came loaded 
with Nemesys GigaStudio 160, Cubase 
VST/32 and several soft synths, including 
the Native Instruments B4 organ, Pro-52 
(a software emulation of the Prophet 5) 
and the Waldorf PPG. 

The basic concept is quite simple. The 
Waverunner computer serves as a station 
that includes both GigaStudio and Cubase, 
which serves as a shell for the VST instru-
ments. Pivotal to understanding how this 
game works is the realization that Giga-
Studio (GigaSampler on steroids, with mix-
ing capability and effects augmenting the 
sampler functions) and VST instruments, 
loaded into the PC, are seen by MOTU's 
Digital Performer (which is loaded into my 
Mac and used as a MIDI sequencer only) 
as independent MIDI devices. Morgan Pet-
tinato, owner of the Eastcoast Music Mall, 
and Pete Leoni suggested that I incorpo-
rate a Frontier Design Group Dakota digi-
tal I/O card and a daughter card from the 
same manufacturer, the Montana card. 

Setting the computer up and integrating 
it into my studio was surprisingly easy. 
Once GigaStudio and Cubase were con-
firmed as operational, I opened up my 
basic Digital Performer template and 
added both GigaStudio and Native Instru-
ments as FreeMidi devices. MIDI connec-

tions were made between the Dakota card 
and my MIDI Time Piece for GigaStudio, 
and the Montana card and MTP for Native 
Instruments. Leoni says that all computer 
devices used to shuttle digital audio should 
be worddocked from a single master, so I 
routed a BNC cable from the Lightpipe 
card in my D8B, which is used to accept 
the first eight channels of the Dakota card. 
Because the Montana is a daughter card 
that extends the functionality of the Dako-
ta, giving me another eight channels of 
Lightpipe, which I use for GigaStudio, it 
need not be given separate wordclock 
connections. 

ineers 

have 

choice: 

Mac 

Ivore /:t el more, 
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I is fluent in both 

I
and can make 

le the two talk. 

Imp 
Having to purchase a sequencer to act 

as a shell for VST instruments seemed 
redundant at first (you don't have to pur-
chase the full-blown version of Cubase to 
get this functionality, by the way), but as 
I got deeper, I realized that the funda-
mental issue in building a multiplatform 
studio is being aware that it's necessary to 
restructure the way the craft of mixing is 
addressed. No longer a line that leads mul-
tiple devices to a single destination, the 
board, where they are mixed and bused 
out, the new modality requires a rethink-
ing of the process and treating sounds at 
different points of the system. If this is 
done intelligently, then the result will be a 
maximum use of horsepower (for tracks 
and effects), physical inputs and outputs, 
and outboard gear. Having the flexibility 
to mix all of the VST instruments within 
Cubase, at least for monitoring purposes 
while working a piece, is, I came to real-
ize, a distinct plus. 

Becoming comfortable with the PC 
came next. Not having owned a PC for 

over 10 years, I was initially reticent about 
diving back in. Things have changed, 
though, and Windows 98 presented me 
with no great difficulties, though I still sad-
dle up to the Mac with greater authority. 
I had been using an Akai S2000 as my 

main sampler, along with a pair of Sample 
Cell cards. What a switch! Using a 2x CD-
ROM unit with the S2000 was tediously 
slow, whereas loading 16 banks of sounds 
into GigaStudio on the Waverunner takes 
only a snap of the fingers. I did notice that 
the Nemesys conversion utility was ques-
tionable at best (Nemesys knows it has lim-
itations and is working to improve the util-
ity, offering it as a courtesy feature at this 
time) and looked for options. There are 
several utilities that can help here. I settled 
on CDxtract, which can be purchased for 
$44 as a download only (www.cdxtract 
.com). I've had 100% success converting 
my entire Akai library to disk using this util-
ity. By the way, I ordered my Waverunner 
with 40 gigs of space on the disk used to 
store audio. Get as much memory and disk 
space as you can! 

Reviews of the Native Instruments soft 
synths are easily found these days. Let me 
simply say that the B4 blew me away. Sim-
ulated Hammonds live or die by the way 
they re-create Leslie effects, and you've got 
to hear the way Native Instruments handles 
this task. You'll save your back and your 
pocketbook's health by checking out the 
NI version. Same goes for the Pro-52. 

Up to this point, things had been cool. 
My entire library was on hard drive. Mix-
ing and adding effects within Cubase and 
GigaStudio, and porting out individual 
tracks of each to the D8B via Lightpipe, 
had been achieved with minimum blood-
shed. Ditto all clocking and MIDI issues. 
But... 

During my initial setup, I spoke to tech 
support at both Nemesys and Steinberg. I 
kept hearing that a computer like the 
Waverunner, if properly set up, would be 
able to run both applications simultane-
ously without any problems. Wrong! At this 
time, I have concluded that it is impossible 
to run GigaStudio and VST instruments on 
a single computer—even if you're already 
using a separate computer to house MIDI 
and digital audio recording hardware and 
software. A drag, I agree. However, Giga-
Studio, in particular, pulls too hard on the 
system to allow for VST instruments to run 
properly. I reduced things all the way 
down, dividing a two-line musical per-
formance between single MIDI channels 
on both applications. The result? Digital 
clicks and pops. We even tried swapping 
out the Montana card with a Hammerfall 
I/O card, an excellent performer. 

128 MIX, July 2001 • www.mixonline.com 



Everything audio pros 

need from equipment 

and software reviews 

to project profiles 

and expert tutorials 

delivered FREE to your 

email box. 

Sign up for FREE weekly news! 

www.loudnewsletter.com 

Digital Media NET n 
Where the Creative Community Meets 

www.digitalmedianet.com 



Therefore, when it comes time to budg-
et your new system, if you've fallen in love 
with the GigaStudio/soft synth paradigm, 
then you may want to think about buying 
a pair of new computers. Strange, isn't it? 
No one thinks twice about spending a cou-
ple grand on a synth module or sample 
playback device that comes as a discrete 
hardware device. But we resist buying 
computers, no matter how low the cost, to 
execute individual or limited tasks. 

The good news, with respect to the 
let's-keep-both-platforms-in-one-computer 
model, is that there's a workaround that 
will help you out, provided you can live 
with the annoyance of intermittent digital 
hash while laying down MIDI perform-
ances. The key here is to understand that 
limiting latency—the time it takes a MIDI 
command to pass through a computer like 
the Waverunner—draws heavily on the 
host processor. If you want to hear those 
mondo cool drum parts you laid down in 
GigaStudio using Bashiri Johnson's new 
Ethno Techno collection, for example, 
while MIDI tracking your Gregg Allman-
like B4 performance, then you have to lim-
it your latency to 12 ms or so. The result? 
C,orrectomundo: pops and clicks. Bumping 
up the latency to a degree that eliminates 
the digital noise results in a delay between 
the time a note is struck and when it is 
heard that makes tracking impossible. 

Playback is altogether another matter. 
In playback, the Waverunner is not 
required to simultaneously receive a MIDI 
performance and send it out to a VST 
instrument, so it can buffer the audio. 
Increase the latency setting in your audio 
card's control panel and away go the trou-
bles down the drain. Use low-latency set-
tings when recording MIDI data, live with 
the clicks and pops and bump up the 
latency for clean playback—that's the for-
mula. If you can live with it, then both 
programs can be used on a single com-
puter. Be aware that there are still a finite 
number of voices that the computer can 
play at one time. I have found that three 
or four VST instruments and a handful of 
GigaStudio instruments, with no effects 
processing (in this scenario, I leave that to 
my D8B) can play at one time. If I need 
to add more parts, I begin to drop tracks, 
via Lightpipe, into PARIS. 

Calculating the relative costs of the var-
ious technical scenarios can be confusing. 
Why? Because direct one-for-one feature 
set comparisons are never passible. The 
computer-plus-applications paradigm gen-

erally offers a lot more than the stand-alone 
devices they're meant to replace, although 
there are exceptions to this rule; for exam-
ple, the editing capabilities of an E4 are far 
more powerful than those found in Giga-
Studio. If you want to edit your sounds, 
and who doesn't, then you're going to 
have to cough up some extra dough for a 
program like Steinberg's Wave Lab. 

But think of the advantages of using a 
19-inch monitor to view all of the Giga-

into your studio. You could reduce the fig-
ure a bit by scouring around for the fastest 
components and troubleshooting them 
within one computer to make sure noth-
ing conflicts, like Pete Leoni of Q Perfor-
mance does, but why? They'll take the 
heat if things don't work. 

The four beans you're about to let 
go of buys an extraordinary amount of 
power, measured in available voices and 
mixing capabilities, and you'll be working 
in a 24-bit world. (Provided you haven't 
skimped out and gone for Cubasis.) Most 
likely, you'll be able to sell some old synth 
hardware and recoup a portion of your 
investment to boot. However, many peo-

eeper, I realized that 

issue in buildirfig 

tform studio is becoming aware 

t its necessary to restructure 

ay the craft of inixing is ressed. 

• 

Studio mix parameters. How much value 
do you place on that ease-of-use factor? 
And we're not even talking about the 
power of the GigaSampler engine itself, or 
the quality of the EQ (quite acceptable in 
my book) and effects (serviceable reverbs). 

The bottom line is that the Waverunner 
p900 I bought costs $995. It includes a 50x 
CD-ROM drive. Throw in another couple 
hundred bucks for the rackmounting, add 
on a monitor and you're still way under 
$2,000. But we're not done yet. 

You'll need I/O. I was really impressed 
with both the Frontier Designs and Ham-
medal' cards I tested. Let's figure you spend 
another $550 getting 32 channels of Light-
pipe from Frontier Designs, and several 
hundred dollars more if you choose to go 
with the Hammerfall 9652. Adding Cubase 
VST 5.0 software to act as a shell for your 
VST instruments adds another $295. If you 
can live with 16-bit resolution, a cheaper 
option is Steinberg's Cubasis. And for $75, 
you'll get a stripped-down version of 
Cubase that will work as a shell for your 
VST instruments. Then there's the roughly 
$200 you'll cough up for the B4, Pro-52 and 
maybe another pair of soft synths. And 
you'll drop about $550 on GigaStudio 160. 

Run the numbers, and you'll find that 
it costs about $4,000 to get all this stuff 

pie seem reticent to give up hardware, and 
part of the reason, I'm convinced, is the 
comfort that derives from looking at a 
piece of gear and knowing instantly what 
it does. Software doesn't offer the same tac-
tile and visual experience, so things can get 
confusing, particularly when you're trying 
to allocate outputs. Remember, in the mod-
el we've constructed, you've essentially 
bought more voices than I/O. A new 
thought process is required. Are the EQ 
and effects in Cubase good enough to use 
to create a two-mix on the seven tracks of 
drums you created with the LM4 soft synth 
kit? If not, can you live with a two-mix, plus 
one or two tracks independently bused out 
to your console for processing? 

Tackling these kinds of questions 
represents the greatest challenge, I 
believe, to the player/engineer who is 
considering creating a multiple-station 
mix environment. 

Gary Eskow is a composer and producer 
who lives in central New Jersey. His 
recently recorded chamber music CD, 
Many Streams, One River, will be 
released this year. Eskow is currently 
producing an album of smooth jazz, 
Before the Memory Fades, for the saxo-
phonist Barry Raymonde. 
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THE BITSTREAM 

GET T Ti) OFFA THAT THANG! 
A STANDARD BY ANY OTHER NAME... 

1
 've just returned from yet anoth-
er NAB convention and, boy, am 

I sick of Vegas. I was shopping, 
among other things, for DAWs for 
one of my clients. This quest brought 

home the fact that there's very little 
interoperability among vendors' sys-

tems, except at the most basic level. 

What's up with that? 

This month, I'm taking aim at Our 
Illustrious Engineering Society, the 

DAW vendors and you, the Bubba 

who writes a check for gear that 

can't play with the kids next door. 
Now, before I go off, I'd like to 

thank the few vendors, such as Stu-

dio Audio & Video Ltd., that actual-
ly deliver what other dweebs prom-
ise. The SADiE kids have been the 

standard bearers of interoperability, 

handling disparate sound and EDL 
file formats effortlessly, something 
few other vendors can demonstrate. 

So, what about other vendors' han-

dling of project and session level file 
exchange? Ha! Few have a lock on 

that capability because, "Ye just can't 
do it, laddier 

Okay. I'm being reactionary... 

(and exaggerating even). If you've fol-
lowed my past rants, then you know 

I like interoperability among hetero-

geneous products. It means you can 

buy just the right tool for your job. At 
present, it's difficult or impossible to 

move complete projects from one 

DAW environment to another, while 
retaining complex fades, plug-in state 
and other aspects of the process. Dig-

ital automation is to blame for this in-
creasing lack of standards, and only 

your loud and persistent screams of 
protest, as well as the ceremonial 

Withholding of the Checkbook, will 
move vendors to adopt the meager 

standards we have available. 

BY OLIVER MASClAROTTE 

What are these standards? You 

got two: AES31-3-1999 and MPEG-7. 

The AES31 standard began life way 
back in 1997 to provide "...a con-
vention for expressing edit data in 

text form in a manner that enables 

simple and accurate computer pars-

ing while retaining human readabil-

ity." Sound familiar? AES31 is basi-

cally an improved version of the old 
avLX EDL interchange format, with 

such modem features as rudimenta-

ry nonlinear fade shape definitions 
and an assumption that BWAV on 

FAT32 is the de facto sound file for-
mat. You, too, can spend $40 for an 

illegible copy of the spec, if you're 
highly motivated. 

AES31 has support from iZ, Eu-

phonics and Waveframe. The AES, as 

part of this unification effort, also has 

several initiatives slated for stan-
dardization one is cross-compatibil-

ity between AES31 and AAF. More 
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WKWW.— THE BITSTREAM 

on AAF later, but the AES has more work 
ongoing: 
• AES-X66, a file format for transfer-

ring digital audio data between systems 
of different type and manufacture. 
• AES-X68, a format for passing edit-

ed digital audio between systems of dif-
ferent type and manufacture that is based 
on object-oriented computer techniques. 
• AES-X69, an interchange format for 

digital audio file transport. 
These projects are slated for comple-

tion in a one- to three-year time frame. 
Hello? How long have we suffered with 
OMF, the laughing stock of interchange 
-standards"? 
We can thank Avid for providing 

OMF, a nonstandard "standard" that not 
even Avid fully supports. However, with 
enough sweat, swearing, prayer beads 
and a very cooperative video editing 
colleague, you can make an OMF work-
flow actually work! As an industry wag 
recently observed, "You know you're in 
trouble when you have to write a pro-
gram to unify a 'standard' file type!" DSP 
Media has come to the rescue with such 
a program. Its AVtransfer utility, the 
Rosetta Stone of project file translation, 
does all of the heavy lifting for OMF 
conversion, and the company plans to 
add many more formats as the product 
¡natures. 

Back to AAF for a moment. Microsoft, 
along with Adobe, Matrox, Avid/Soft-
image, Pinnacle Systems/Truevision and 
Sonic Foundry, proffered the Advanced 
Authoring Format (AAF), which pro-
vides file interchange for content cre-
ation and authoring tools. Me-too ac-
ceptance from Sonic Solutions and Sony 
means it's sure to live in the hearts of 
corporate spin doctors for years to 
come, while we continue to flail in want 
of a real solution. I dropped in on the 
AAF home page at the time of writing 

and found only a bunch of dead links, 
indicative of AAF's true level of impor-
tance in the grand scheme of things. 

Microsoft, as the founder of the Mul-
timedia Task Force, hopes to promote the 
AAF format, along with ASF (Advanced 
Streaming Format), as an industry stan-
dard. In other words, there is an old for-
mat, AVI, that needs replacing, so there is 
yet another proposed standard "... tuned 
to the needs of the production commu-
nity." AAF is based largely on OMIF 
(Open Media Interchange Format), thus 
guaranteeing its lack of interoperability 
on any platform not controlled by the 
member interests. As mentioned earlier, 

the task force is promoting both ASF and 
AAF to standards bodies, including the 
SMPTE* and the AES. 

And now, on to MPEG-7...Let's start 
by quoting the MPEG-7 home page: "In 
October 1996, MPEG (Moving Picture Ex-
perts Group) started a new work item to 
provide a solution for the urging [sic] 
problem of generally recognized descrip-
tions for audio-visual content, which ex-
tend the limited capabilities of propri-
etary solutions in identifying content that 
exist today. The new member of the 
MPEG family is called 'Multimedia Con-
tent Description Interface,' or, in short, 
MPEG-7." MPEG-7 is concerned with cre-
ating a set of description schemes and de-
scriptors, along with a language to spec-
ify those schemes and a framework for 
coding that description. In a word, meta-
data. Metadata describing multimedia 
content. MPEG-7 will attempt to stan-
dardize the interchange of data essence, 
as the SMPTE calls payload, by allowing 
disparate systems to grok each others da-
ta types. Who will benefit from this far-
reaching vision? Most everyone in elec-
tronic content creation, management and 
delivery, that's who. But only if we fol-
low recommended standards. 

What's the difference between the 
audio and video production communi-
ties? The audio people are too compla-
cent (lazy?) to follow recommended 
practices. Adhering to a standard makes 
for shorter work days for the operator 
and happy customers for the vendor. 
The SMPTE has created an Engineering 
Committee on Wrappers and Metadata. 
Their coding scheme and metadata dic-
tionary have been submitted in MPEG-7 
as a Description Scheme. This work, 
characteristic of SMPTE's knack for 
bringing about industry consensus, is 
important today and especially tomor-
row. Come on AES, apply some persua-
sion! I beseech all AES members and 
DAW manufacturers to get up off their 
good intentions and support and pro-
mote, not special interests such as AAF, 
but open industry standards exemplified 
by AES31 and MPEG-7. Now where's my 
bulletproof vest... 

0Mas prefers the trenches to the hilltops 
when it comes to day-to-day work and the 
mountain tops to the valley when it's time 
to play. This column was created while 
under the influence of OS X and McCoy 
Tyner's new SACD recording on Tekirc. 
Links and occasional commentary at 
he://seneschal.net. (For more info on 
lobbying standards bodies, see the April 
2000 "Bitstream.') 
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o 00 000 0000 00 00 00 
SADIENET 00 
SADiE (www.sadie.com) has 
announced the introduction 
of the SADiEnet high-speed 
audio networking system. 
SADiEnet links SADiE work-
stations via Cat 5 (electrical) 
or 0C3 fiber-optic connec-
tions and allows for the shar-
ing of audio data among 
multiple projects. SADiEnet 
offers real-time multitrack 
performance across the net-
work (files can be transferred 
faster than real time), so a 
project can be opened from 
any workstation and replayed 
directly over the network. 
(Projects may also be stored 
on local SCSI hard drives.) 
The networking system also 
allows assets to be shared 
permanently, enabling them 
to be stored centrally and 
picked up and played in real 
time. Central storage of user 
access information means 
that users can access their 
own projects and prefer-
ences from any station on 
the network, while batch 
processing allows backup 
over the network to and 

from designated machines. 

ZNEW PRODUCTS  
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Each SADiE station on the 
network is fitted with a 
SADiEnet unit, which is 
attached via SCSI. 

DIGIGRAM NETWORKING 
Digigram (www.digigram 
.com) has introduced the 
NCX Server software for dis-
tributing digital audio files 
over Ethernet networks, 
using Digigram NCX 
Network Audio 
Terminals. 
Each NCX ter-
minal acts as a 
remote sound 
card connected to 
the host platform 
running NCX 
Server, which 
enables users to 
program playlists 
via a Windows-
style, drag-and-
drop graphic interface. 
Audio selections can be 
quickly sequenced for each 
NCX on the Ethernet net-
work, and a variety of file 
formats are supported, in-
cluding MP3, MPEG Audio 
Layers I and II, and 16- and 
8-bit PCM .WAV files. NCX 
oo Server runs on PCs 00 00 00 00 0000 000 00 o 

under Windows NT, 
with a standard 100 
Base-T PCI network 
interface. In other 
Digigram news, 
Digigram and Peak 
Audio announced 
that the two compa-
nies have formed an 
alliance to develop 

audio networking products. 
Under the agreement, Peak 
Audio's CobraNet technology 
for distributing uncompres-
sed real-time digital audio 

MIDDLE ATLANTIC 
EDIT CENTER 
Middle Atlantic Products 
(www.middleatlantic.com) 
recently debuted its Edit 
Center line of multimedia 
modular studio furniture, 
including 60- and 84-inch 
desk designs. Each Edit 
Center system ships with one 
of two styles of attached 
over-bridge—either with two 

over Fast Ethernet networks 
will be implemented into 
Digigram products, and 
Digigram will offer Cobra-
Net OEM developer mod-
ules for integration into c?0 
third-party products. 00 00 

oo 00 00 

under-bridge rackbays or 
with an under-bridge open 
span—and rotating speaker 
monitor platforms. Other fea-
tures include built-in cable 
pass-throughs and a cable 
manager that accommodates 
Middle Atlantic power strips, 
side-bay racks with gasketed 
Plexiglas front doors for 
noise control, and cooling 
fans and filters on gasketed 
rear doors. All system corn-

ponents are available in a 
choice of cherry or graphite 
laminate finish. 

NEW CREAMWARE 
PLUG-INS 
Two new third-party plug-
ins for the CreamWare DSP 
platform include zplane. 
development's z.matrix 
(www.zmatrix.de), a sur-
round tool that can pan up 
to 16 sound sources 
between up to 16 loud-
speakers via a mouse or 
MIDI (using any MIDI con-
troller or sequencer). Other 
features include a Grouping 
function, a Doppler effect 
and distance-dependent vol-
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NEW PRODUCTS 

urne automation. z.matrix is 
now available as a plug-in 

for SCOPE/SP and Pulsar II. 

Zarg Music (www.zargmu 

sic.com) has introduced the 

Red Dwarf, a virtual semi-

modular synthesizer. De-
veloped by John Bowen 

developer of the Prophet 5 

and the Korg Wavestation), 
the Red Dwarf is based 

around a "synthesizer frame-
work," into which oscilla-

tors, filters and effects mod-

ules can be placed to create 
custom sound designs. More 
than 70 sound presets and 

55 modules are provided. 
Both plug-ins are available 

online in the Creamware 

UPGIIIIDES 
I, HIM ROUTES 
HHB is now distributing the 

Lynx0NE and LynxTWO 
audio reference sound cards 

in North America. For more 

information, visit www.hhb 

usa.com...McDSP's Analog 
Channel for Pro Tools emu-
lates the sound of analog mix-

ing consoles, analog channel 

amplifiers, and analog tape 

machines including models 
from Studer, Ampex, Otani 
and MCI. Check wvvw.mcdsp 

.com for more info. In other 

McDSP news, FilterBank and 

CompressorBank Version 2.0 
are shipping, now with both 

slider-based (original) and 
knob-based interfaces...Bit-

Online Shop at www. 
crearnware.com. 

BENCHMARK DAC-104 
Benchmark (www.bench 

markmedia.com) introduces 

the DAC-104, a 4-channel, 
24-bit. 96kHz Di"A audio 

converter module for the 
System 1000 audio distribu-

tion system. Benchmark dig-
ital converters have a repu-

tation for high-end perform-
ance without a high-end 

price tag, and Benchmark's 
UltraLock technology pro-

vides total jitter immunity 

(-100 dB at 1 kHz, - 160 dB 

at 10 kHz). The DAC-104 
has a stated THD+N of 

Heath (www.bitheadz.com) 

released an upgrade to Unity 

DS-1 software. Unity Version 
2.1.2 now supports VST and 

R'rAS, and supports Apple-

script for multimedia devel-
opers. Importing and editing 
samples have also been sim-

plified; users can now direct-
ly play and link .AIFF, .WAV 
and Sound Designer II sam-

ples. In addition, Version 

2.1.2 can convert installed 

libraries into text files with 
library and bank number 

information. BitHeadz also 
announced Version 2.1.2 of 

Retro AS-1 for Macintosh, 

which now also supports 

VST and RTAS in addition to 
ReWire and Direct Connect 

...New from Digital Audio 
Labs (www.digitalaudio 
.com), the UX1 24/96 

0.00079% at -3 dBFS, at any 

sample rate and test fre-
quency, and an input sam-

ple rate range of 28-108k 
Hz. Features include auto-

detection and processing of 
pre-emphasized digital 

audio, jumper selection of 

discrete stereo, matrix stereo 

(L+R and L-12), polarity 
inversion and Mono sum on 
all outputs. A 12-card frame 
will house 48 channels with 

96 analog outputs. Output 
level controls are at the 

front card edge and provide 
an output adjustment range 

of +7.5 (.1Bu to +27.5 (.1Bu at 
o dBFS. Additional modules 
in development are the 
ADC- 104, a 4-channel A/D 
audio converter, and the 

DDA-108, a digital audio 
distribution amplifier. The 

SRC-104, a 4-channel sample 
rate converter, is also 

planned. Retail price of the 

DAC-104 is $ 1,295. 

Analog+Digital USB Interface 

provides all of the I/O 

options on the CardDeluxe 

in a compact (8x5x1.5 inch-

es), external enclosure with 
a USB interface. The unit 

features fully balanced ana-

log and S/PDIF I/O and 
works at 44.1, 48, 88.2 and 
96kHz rates from 8- to 24-bit 

resolution. The unit can also 

operate in Stand-Alone mode 

with the supplied AC trans-
former.. Recorded Media 

Supply (www.blankmedia 
.com) offers a line of remov-
able hard drive shipper cases 

featuring an anti-static mold-

ed foam insert to hold either 
one, three or six removable 

hard drives. All of the cases 

use double-skinned con-
struction, include a label set, 
and are airtight, waterproof 

MEDEA AUDIORACK 

AudioRack LP systems from 

Medea (www.meclea.com) 
are 1U-rackmount storage 

systems designed to support 
digital audio workstations. 

Up to 300 GB of audio can 
be stored in a single enclo-
sure requiring only 1.75 
inches of rackspace, and a 7-
inch enclosure stores more 

than a terabyte of data. Two-

drive versions support simul-
taneous playback of up to 24 

tracks of audio; 4-drive ver-

sions support 64 tracks of 

24/96 audio. AuclioRack fea-
tures Medea's proprietary 

Audio Stripe Technology, 

which supports 64 tracks on 
a single SCSI ID and dynam-

ically distributes audio 
tracks among the drives. 

The system attaches to any 
SCSI-equipped DAW, and 

systems can be daisy-
chained for up to 4.5 tera-

bytes of storage. 

and lockable.. Universal 

Audio (www.uaudio.com) 

and Antares Audio Tech-
nologies (www.antarestech 

.com) have entered into an 
agreement to bring the 

Antares AutoTune 3 and 
Microphone Modeler plug-ins 
to the Universal Audio UAD-1 

DSP card, the heart of UA's 

new Powered Plug-Ins prod-
uct line...Digidesign (www. 

digidesign.com) is now ship-

ping the new Pro Tools Cus-

tom Keyboard. A USB key-
board offering custom Pro 

Tools key commands on a 

dedicated, clearly labeled, 
color-coded keyboard. Sug-
gested retail is $250.. Emagic 

announced that the EVP88 
Emagic Vintage Piano 88 is 

shipping. Visit www.emagic 

.de for more information. • 
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RAVEN LABS 

TRUE BLUE EQ 

Raven Labs (www.raven-
labs.com) offers the True 

Blue EQ, a 5-band semi-para-
metric equalizer. Each of the 

five bands has its own level 
and frequency control, and 

the unit can provide up to 15 
dB of cut or boost between 

30-10k Hz. The bandwidths 
for Boost mode were chosen 

for "musicality" and are a 
function of frequency, while 

the Cut mode bandwidths 
are narrower and create a 

notch filter effect. Additional 

features include an EQ in/out 
switch, balanced 'FRS input 

and output jacks, and unbal-
anced i'-inch input and out-

put jacks. The True Blue op-

erates on two 9-volt batteries 
(over 100 hours of battery 

life) or optional A/C adapter. 
The unit is covered by a 

three-year warranty. Price 

is $349. 

TRIDENT AUDIO 

520 MIC PRE 

I lie $20 Irom "Indent Audio 

(www.tridentaudio.co.uk) is a 

dual-input mic pre that pro-
vides two inputs per channel 

and a front panel input selec-

tor, allowing users to instantly 
compare two mics (or a mic 

and line source) on each 
channel. Each low-noise, 
wide-bandwidth mic pm can 

handle a gain swing from 

true unity to +60 dB without 

a pad. Separate front panel 
rotary pots and 12 LED me-

ters aid in accurate gain ad-
justment, and a variable-

sweep, low-cut control rolls 
off lows from 5-200 Hz. The 

anoprinted front panel also 

features individual polarity re-

verse and +48-volt phantom 
power switches. Designed by 

John Oram and made in Eng-
land, the S20 is covered by a 

two-year limited warranty. 

MBHO SERIES 400 MICS 

German microphone manu-

facturer MBHO (www.mbho 

.com) now offers the Series 
400 line of small-diaphragm 
condenser mics in the U.S. 

Both the MBNM 440 cardioid 
and the MBNM 410 omnidi-

rectional models feature the 

Lompany's propriety SMD 
technology, which offers im-

proved on- and off-axis re-
sponse, shorter signal routing 

and low current consumption. 
Each mic retails for $341. 

AMPHONY DIGITAL 

WIRELESS HEADPHONES 
Amphony (www.amphony 

.com) has introduced its 

Model 1000 2.4GHz Digital 
Wireless Headphones, which 

can transmit sound over a 

range of 200 feet at true CD 

quality. Using proprietary 

technology, the Amphony 

1000 operates without using 
audio com-

pression and 
can transmit 
over 3 million 
bits per sec-

ond (3 Mbps, 

64x oversam-
pling). The 

maximum 
transmitter op-

erating range 

is 200 feet 
(line of sight) 

or 50 feet 
(through walls 
and ceilings), 
though transmitter range can 

be extended indefinitely with 

optional RangeBooster mod-

ules. The system includes a 
stationary transmitter with 
dual-RCA inputs (cable sup-

plied), data output and AC 

power adapter. The compan-

ion headphones, which in-
clude a volume control and 

an on/off switch, are capable 
of a maximum SPL of 113 dB 
and can operate for up to 

100 hours on two AA batter-
ies. An error-correction 

mechanism ensures error-free 
reception, even under diffi-
cult conditions. Price is $ 129. 

YAMAHA RS7000 

REMIX STUDIO 

Yamaha Corporation 
(www.yamaha.com) has in-
troduced the RS7000, a com-

plete desktop studio that 
seamlessly integrates audio 

and MIDI data. The unit fea-

tures 4 MB of onboard sam-

pling memory (expandable to 

64 MB), a 64-voice tone gen-

erator containing more than 
[1,000 onboard ROM-based 

rsynth voices, 63 drum kit 
sounds and six types of filters. 

An intuitive interface (includ-
ing 18 assignable knobs and 

two pads) allows for real-time 

manipulation of sounds, sam-

ples and MIDI sequences. 
The RS7000 samples sounds 
from external sources, imports 

samples in a variety of for-

mats, and re-samples internal-

ly sequenced sounds to create 

new audio loops and phrases. 
The Integrated Sampling Se-

quencer (ISS) features 16 

MIDI or stereo audio tracks, 

200,000 notes and up to 8,192 
individual audio samples. The 
ISS can automatically break 

samples into discrete parts 

and generate a corresponding 
MIDI sequence, allowing au-
dio beats of differing tempos 
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PREVIEW 
to be synched together and 

processed under MIDI con-
trol. The RS7000 also offers 
three system effects, a sepa-
rate Master effect with a 
multiband compressor, Slicer, 
Isolator and other DJ-style ef-

fects. The unit also features 
MIDI In, Out and Thru func-

tions, a SCSI interface and 

SmartMedia card for conven-
ient sample memory storage. 

Price is $ 1,795. 

el E. The new Model E is 

made of EPS plastic and is 

based on the original Model 
W wood version. The diffuser 

is now manufactured with el-

ements cut from discrete 
strips, a process that produces 

a solid unit and eliminates the 
internal cavity found in the 
earlier version. This provides 

performance characteristics 

that closely match those of 
the wood models. with no in-

Additional processing pro-
grams include Tremolo, Ro-

tary, Chorus, Flange, Pitch, 
Detune, 5.5-second Delay 

and Echo. The MPX-200's 
front panel features all key 
function controls, including 
Input Level, Program Load, 

Program Edit, Compressor, 
Store, Multifunction Adjust, 

Bypass and Tempo Tap. LED 
displays indicate compression 
gain, input levels, and rout-

in the broadcast and post-pro-
duction markets. The console 

features Supertrue'" V4 auto-

mation and is equipped to 
handle 5.1, 7.1, LCRS, LCRSS 

and stereo formats. The 
Galileo 360V is a multiformat 
production console intended 

to address the multichannel 
needs of post-production, film 
dubbing, music recording and 

broadcast. 

.• 11.1 

MUMMER 
" porrERCA-r 

•••••• • '" 
. • 

DRAWMER POWER GATE 

Drawmer (www.drawmer 

.com) has introduced the new 

DS501 Power Gate. Offering 

the first substantial refinement 
in gate technology for over a 
decade, the DS501 includes a 

new quick-release system that 

helps preserve percussion 
transients. Whereas older gates 
commonly employ slow attack 

times to prevent clicking and 
artifacts, the DS501 couples a 
frequency-tunable "high ex-
pander" to the same threshold 
as the gate, allowing for re-

lease times in the low millise( 
onds. The unit also employs 
many of the same features as 
its forerunner, the DS201, in-

cluding two stereo-linkable or 

independent channels of fre-

quency-conscious gating, and 
individual controls for attack 
speed, decay time, hold time, 

release time and downward 

gain range. Price is $900. 

ACOUSTICS FIRST 

ART DIFFUSOR 
Acoustics First (www. 
acousticsfirst.com) has re-
designed its Art Diffusor Mod-

temal resonance, at a signifi-
cantly less cost. The new 

models are available in paint-
ed "MultiSpec" finish and are 
also available in a range of 
colors. In addition to the new 

models, Acoustics First mar-
kets a full line of acoustical 
foams, wall fabrics, Fiberglas 

panels and barriers. 

ing and edit parameters. The 
digital compressor is avail-

able in all 240 programs, in-
cluding dual-path programs. 

MIDI control features include 

program change, MIDI bulk 
dump and a Learn mode that 

allows MIDI patching of the 
front panel controls. Other 

features include Bypass 

E-MU UPGRADES 

PARIS PRO 

SOFTWARE 

E-mu (www.eniu 
paris.com) has un-

veiled Version 3.0 

,,oftware for its PARIS Pro dig-
ital audio workstation. Version 

3.0 software features include 
24-bit OMF file import/export, 

integrated MIDI support, a 

dedicated waveform editor 
and an intuitive user interface. 
The base PARIS Pro system 

includes a 16-channel control 

surface, modular expansion 

• • 

LEXICON MPX-200 
DUAL-CHANNEL PROCESSOR 

Lexiccm (www.lexicon.com) 

has introduced the MPX-200, 
a stereo 24-bit digital rack-

mount processor that in-

cludes a newly designed dig-

ital compressor in addition to 
Reverb and Effects Processing 
functions. Powered by Lexi-
con's proprietary Lexichip'", 

the dual-channel MPX-200 

features 24-bit AD/DA and 
offers 240 presets for reverb 
programs such as Ambience, 

Plate, Chamber and Inverse. 

mode, musical instrument in-

puts, headphone output and 

a built-in power supply. Digi-
tal inputs and outputs are via 

S/PDIF connections (44.1 

kHz). Price is $399. 

AMEK ADDS 

TWO CONSOLE LINES 

Amek (www.amek.com) has 

introduced two new console 
lines, the Media 51 and the 

Galileo 360V. The 60-channel 
Media 51 is a large-frame, 

mid-priced analog console de-
signed for recording facilities 

chassis, PCI card and true 
cross-platform Mac/PC soft-

ware. Version 3.0 software 
adds full MIDI integration, 

and PARIS Pro also supports 

all VST" and Direcœ plug-

ins, in addition to hardware-
based effects. PARIS Pro is ex-

pandable to up to 128 real-

time tracks; users can add 

tracks to the base 16-channel 
system by installing additional 

PCI cards. In addition to hard-
ware tracks, PARIS Pro 3.0 

also gives the user unlimited 

native tracks. 
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F POLAR FOCUS 
WALL MOUNT 

Polar Focus (www.polar 

focus.com) offers the all-steel 

WM-2226-250 Zbeam Wall 
Mount. Intended as a com-

panion to the Zbearn, the 
WM-2226-250 can be used to 

mount almost any speaker to 

- Sheetroce walls reinforced 

HOT OFF THE SHELF 
QSC Audio Products has 
gained THX certification for 

two models in the ISA Installed 

System Amplifier Series. In ad-
dition to the THX-certified ISA 

450 and 750 low-impedance 

models, the ISA Series in-
cludes three 'T' versions with 

25-, 70- and 100-volt outputs 
for distributed audio systems. 

For more information, visit 
www.qscauclio.com...Tascam 

announces that the MX-2424 

24-track, 24-bit hard disk 
recorder will now support 
the Sony P-2 9-pin protocol. A 
Version 2.0 software update 
allows users to record 12 

tracks of 24-bit/961cHz audio 

on the MX-2424, in addition 
to the currently available 24 
tracks of 24-bit/48IcHz. The 

V.2.0 release also provides 
compatibility with the HFS+ 

Macintosh drive format. Visit 
www.tascam.com...Lexicon 

Pomp 
with plywood, as well as 
concrete or cinder block 

walls. The WM-2226-250 also 

works in an inverted position, 

providing a wide range of in-
stallation options. Available in 

black and white, the WM-2226-
250 can also be used as a 

mounting bracket for large 
video screens. Price is $490. 

EXACTPOWER 2000 
AC POWER REGENERATOR 
The ExactPower 2000 pro-

vides clean AC power for up 

to eight voltage-sensitive com-
ponents via eight individual, 

rear panel, hospital-grade AC 

has announced a new soft-

ware upgrade kit for the MPX-
500. Available through Lexi-

con's authorized dealer net-
work or online at www.lexi-
constore.com, Version 2 soft-

ware can be purchased for 

$119. The upgrade includes 

a dedicated compressor, im-
proved input-level meters, 

250 factory presets and an 
expanded user bank. Visit 

wwwlexicon.com...Sound & 
Video Contractor has pub-

lished the Residential Con-

tractor's Product Source 
Guide 2001, a 28-page list-

ing of audio and video com-

ponents and systems aimed 

at the fast-growing residential 
market. Call 800/441-0294 or 

visit www.svconline.com... 

Eventide is now shipping a 

new and improved version of 

its DSP4000B Ultra-Harmoniz-

er. The DSP4000B+ includes 
all of the previous model's 

presets plus several new fea-

tures, including 24-bit A/D 
conversion at 96 kHz. Call 

outlets. By means of a sophis-
ticated differential comparator 

that monitors incoming AC 

power and compares it to an 

internal, amplitude-stabilized 

AC reference source, the 
ExactPower 2000 provides sta-

ble 120-volt output with up to 

40 amps of peak current capa-

bility. With an operating effi-

ciency of more than 90%, the 

ExactPower 2000 produces lit-
tle heat, allowing for conven-

ient placement. The shelf- or 
rackmountable unit weighs 40 

pounds, measures 17x5.25x13.2 

inches (WxHxD) and is priced 
direct at $2,495. 

..01.1711,1 
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201/641-1200 or visit www. 
eventide.com...Solid State 
Logic has published its latest 

"Directory," a listing of SSL-
equipped facilities worldwide. 
Containing over 1,000 entries, 

"The Directory" is regularly 

updated online at www.solid-
state-logic.com and is also 
available from SSL; contact 

jodykesolid-state-logic.com... 
Genex has introduced two 

new 8-channel AD/DA convert-

ers, the GXA8 and GXD8, 
which support 16, 20 and 24-

bit depths at sampling rates of 

up to 192 kHz, including the 
standard 44.1 and 481cliz 

rates. Additionally, the GXA8 
and GXD8 can be equipped 
to support DSD, and optional 

cards configure the converters 
for AFS, SDIF-2, ADAT, TDIF 

and workstation digital audio 

formats. Call 310/319-1111 or 
surf to www.hhbusa.com... 
Radio Design Labs has re-

leased its 2001 catalog. Con-
taining over 80 pages of ap-

plication-specific audio, video 

and control modules, the cat-
alog is published in both 
booklet and CD-ROM form. 

Call 800/281-2683 or visit 
www.rdlnet.com...Dolby Lab-
oratories has introduced Ver-
sion 2.0 software for the 

DP569 Dolby Digital Encoder. 

Free to existing DP569 users, 
the software may be request-

ed from www.dolby.com/ 

tvaudio...Audio-Technica has 
debuted a new range of RF ca-

bles, UHF antennas and UHF 
distribution systems for A-T 

and other manufacturers' 
wireless systems operating in 
the 600 or 700MHz ranges. 
A-T has also expanded its 

U100 Series UHF wireless sys-
tems to include systems with 

100 frequencies in the 600MHz 

range. Call 330/686-2600 or vis-
it www.audiotechnica.com... 

Martinsound has reduced the 

price of its MultiMAX EX mul-

tifonnat monitor controller by 
approximately 10% to $2,795. 

Call 800/582-3555 or visit 
www.martin sound.com. 
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Richzrd, Rammstein's guitarist, is currently discussin I  . _ 
the p.jrotechnics with their stage manager. 

Definitely Distinctive 

ogic audio 
Music Production Software 

s 

Huge guitars, oher-worldly synths and nard-edged sequencer tracks — that's the 

distinctive sound of Rammstein. The band relies on Emagic music production 

software to transiate this sound from the studio to the stage. For a long time now, 

Rammstein have appreciated the creative possibilities, superb usability and 

razor-sharp timing of Logic Audio Platinum. But there's one distinctive feature 

that they consider to be of overall importance when using Logic Audio live on their 

current tour: reliability. This is another reason why, wherever music is profession-

ally produced, you'll increasingly find software and hardware from Emagic. 

Logic Audio — definitely the right choice. 
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TECHNOLOGY SPOTLIGHT 

DIGIDESIGN DIGISTUDIO 
PRO TOOLS 

COLLABORATION VIA 

ROCKET NETWORK 

The dotcom shakeout has popped the 
balloon of a host of enterprises—from 

  obscure startups to heavily promoted 
big names—whose eager backers had bet big 
on the World Wide Web. But while the hot air 
of e-mania has largely dissipated, the Internet 
itself has survived intact. So too (so far) have 
a number of Internet-centric companies whose 
focus is on facilitating advances in productivi-
ty and collaboration across a vast range of 

business, educational and creative activities. 
Among those still flying is San Francisco's 

Rocket Network. While other startups come 
crashing to earth, Rocket is boosting itself 
into higher orbits with a mission into the post-pro-
duction universe of Digidesign's Pro Tools. 

Founded in 1995, Rocket Network originated as 
the solution to a vexing problem in music and sound 
production. On the one hand, talent is both dispersed 
(musicians, singers, voice-over talent, arrangers and 
producers live all over the planet) and mobile, often 
touring or en route to sessions far from home. On the 
other hand, creative types tend to be unique, not eas-
ily interchangeable with whomever happens to be on 
hand. Ideally, you could work with whomever you 
wanted, at their convenience and regardless of their 
physical location. Perhaps, thought Will Henshall 
(now chairman) and co-founders Matt Moller, Tim 
Bran and Canton Becker, it would be possible to use 
the Internet to turn this ideal into reality, with an 
exchange of digital sound and MIDI data allowing 
collaboration in a sort of virtual session. 

Henshall and his colleagues initially saw this idea 

in terms of their own focus on the production of 
music with remote collaborators. But it soon became 

evident that other areas of audio could benefit, as 
well. Whether in film, video post, advertising, broad-
cast or multimedia, there could be remote Foley or 
voice-over sessions, along with remote approvals of 
material including station IDs, jingles and effects. 

Taken together, these activities seemed to present a 
viable opportunity for a business. The company at-
tracted the attention of Vulcan Ventures, the invest-

ment vehicle of Microsoft co-founder Paul Allen, as 
well as former Microsoft executive Pam Miller, now 
Rocket's president and CEO. In March of 2000, Vulcan 
and other investors were joined by   
Avid, which took a nearly 20% equi-
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ty stake (diluted to somewhere above 15% by subse-

quent rounds of funding), as well as a seat on the 
board of directors. 

Bringing Avid into the loop marked a major mile-
stone for Rocket Network. The company already had 
companies such as Steinberg and Emagic integrating 
its system into their products. But it was missing 
Avid-owned Digidesign, which meant that the poten-
tial user base was skewed toward the sequencer-
based music composition market and missed the pro-
fessional post-production markets dominated by Pro 
Tools. With Pro Tools, Rocket would be viable for 

production tasks such as dialog and effects editing, 
allowing such team efforts to move ahead without 

requiring that everyone be in the same facility at the 
same time. 

Digidesign business development manager Heidi 
Elgaard describes the relationship between Avid/ 
Digidesign and Rocket Network as a strategic partner-
ship. "The two companies have been collaborating on 
DigiStudio, a key service planned for DigiProNet.com," 

she says. "The DigiStudio service offers rich Pro Tools-
to-Pro Tools interchange and is supported behind the 
scenes by the Rocket Network infrastructure." 
However, in a significant departure from Rocket's 
practice with other audio tools, the current Pro Tools 
implementation is unique to Digidesign and does not 
use standard Rocket data models. 

Only Macintosh TOM systems will be able to take 
advantage of DigiStudio capabilities, which will be 
incorporated into Pro Tools 5.2, slated for release 
late summer 2001. The upgrade is free, though to 

use it, you'll need to rent a 
BY PHILIP DI LANCIM DigiStudio (virtual studio) from 
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Capture The High Notes 
We mean the really high notes. 

Modern digital audio formats, such as 

Super Audio CD and DVD-Audio, permit 

recording with a much wider frequency 

response than ever before. It's proven 

that frequencies above 20khz have 

a measurable effect on sound in the 

audible range. That's why you always 

hear the difference between a recording 

and a live performance. To get totally 

convincing recordings, you need a 

microphone that can "hear" all the way 

to 50kHz. Get the new MKH800 from 

Sennheiser. 

IVIKEI 800 
NE WORLD'S FIRST HIGH DEFINMON MICROPHONE 

IZISENNHEISER. www.sennheiserusa.com 
Sennheiser Electronic Corporation • 1 Enterprise Drive, Old Lyme, Connecticut 06371 USA • Tel: 860-434-9190 • Fax: 860-434-1759 
Mexico: lei : 15251539-0956 • Fax. 15251639-9482 • Goalie Tel: 514-426-3013. Fax: 514-426-3953 • Mfg: Am Labor 1,30900 Wedemark, Germany 



TECHNOLOGY SPOTLIGHT 

DigiProNet.com. Elgaard says an 
"entry-level" studio starts at $33 for 
three months or $99 for a year. Prices 
for "professional" studios, which are 
expected to demand significantly more 
storage and bandwidth, are still being 
defined in preparation for the DigiPro 
Net.com launch at the end of May. 

VIRTUAL SESSIONS 
While the Rocket Network infrastruc-

ture doesn't give remote collaborators 
the real-time listening experience they 
would have together in an actual stu-
dio, it offers a lot more than simply e-
mailing audio files from one worksta-
tion to another. 

"What we do," says Henshall, "is to 
provide multi-user access to dynamical-
ly updated files over a secure TCP/IP 
connection—Internet or dedicated— 
using an interface integrated into every-
day audio applications." The result 
is that a group of collaborators can 
work together on a project from any 
Internet-connected location, while the 
system handles the headaches of ver-
sion control, differing connection 
speeds, and interchange between dif-
ferent audio formats and applications. 

Collaborators work on their projects 
in "sessions" created by the holders of 
"accounts," which are available through 
third-party resellers called Rocket Net-
work Studio Centers. The Centers cur-
rently include Cubase.net, Emagic 
Pro.com, Futurehit.com, Musician.com, 
and Sorinetwork.com. (Rocket also sells 
services directly to high-volume users 

such as major audio facilities that are 
not covered by other partners.) 

Access to a session is governed by 
"permissions" granted by the account 
holder, which determine whether an 
individual is present as an observer or 
as a participant, whether a given par-
ticipant can grant permission to others 
to enter the session and who has 
access to the session archives stored 
on Rocket Network's server. 

The server is at the core of Rocket's 
system. It's the server—rather than the 
local hard drive of any individual sys-
tem logged into a session—that is the 
repository of a session's master data, 
and the facilitator of exchange between 
participants. The current server version 
is 2.3, but Henshall says that Version 
2.5, due to begin running in August, has 
undergone a thorough redesign that not 
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only makes it operate faster, but also 
brings security and reliability equivalent 
to the core computing systems of major 
financial institutions. 

The participants in a session create 
and edit audio or MIDI on their local 
systems, then "post" their tracks to the 
Rocket server. The first time a track is 
posted, its audio data is uploaded to 
the server; for subsequent edits to that 

track, only the edit information is trans-
mitted. When tracks are posted, the 

server updates the master files, then 
forwards the revisions on to others in 
the session. When a new participant is 
granted access to the session, the cur-
rent arrangement is automatically 
downloaded from the server to the 
participant's local computer. 

Each participant can set up three 
different levels at which data is posted 
to and received from the server, and 
can define the situations in which each 
level is used. For each level, the user 
defines the codec (compression algo-
rithm) and the amount of data com-
pression (if any). The level at which it 

makes sense for a given participant to 
work depends on their Internet con-
nection speed. If you're connecting via 
a 56k dial-up, then you might choose 
to speed up interchange by posting and 
receiving in a fairly compressed format 
until the end of the session, at which 
time all parts can be posted to the serv-

er at full fidelity in the background 
while you move on to other tasks. 

As with any server application, 
Rocket's server works hand-in-hand 
with a "client" on the end-user's ma-
chine. Rocket's client, called Rocket 
Control, also provides the interface for 

chat capabilities, allowing participants 
to communicate with one another dur-
ing the session via typed instant mes-
sages. However. lienshall says, the 

ladfni 

Sessions (projects) are 

created and managed 

by account holders. 

speaker phone has proven a popular 
alternative to the chat approach. 

To work with RocketControl, devices 
posting and receiving data use the 
Rocket API (Application Program-
ming Interface). The API is integrated 
directly into third-party audio products 

using the company's Software Develo-
per's Kit (SDK). It's this integration that 
allows data to be received from the 
server not simply as a file downloaded 
to the client's hard drive, but rather as 
a track (new or updated) directly with-
in the client's open audio application. 
Rocket refers to products supporting 
the API as "RocketPower" applications 

OBJECTS AND INTERCHANGE 
In programming terminology, the 
pieces of audio and session data 
passed back and forth through Rocket 
Network are referred to as "objects." 
The system actually works with two 
basic categories of objects: common 
and custom. Common objects involve 
data that can be interpreted and uti-
lized by any audio application, includ-
ing such information as raw audio and 
video data, track names, regions and 
hard edits. Every RocketPower applica-
tion has the ability to generate and 
receive common objects. 

Custom objects, on the other hand, 
involve data—level, crossfades, EQ, 
dynamics—related to parameters that 
are implemented differently in each 
application. Such objects are inher-
ently application-specific, because 
their data wouldn't translate into any-
thing meaningful in any application 

other than the one that generated it. To 
maximize the richness of exchange 
between collaborators working in iden-
tical production environments, Rocket 
allows RocketPower applications to 
generate custom objects adding a layer 
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TECHNOLOGY SPOTLIGHT 

of exchange beyond what is possible 
between different applications. 

If every manufacturer of a Rocket-
Power application supported all the 
available common objects—and only 
used custom objects for data that is 
inherently application-specific—then 
Rocket Network would be a long way 
toward its stated goal of "providing a 
seamless data bridge between audio 
products, allowing multiple applications 
to be used on a single session at the 
same time." It turns out, however, that 

in some applications the data types for 
which Rocket offers common objects 
may actually be easier to implement as 
custom objects. The extent to which this 
is true in a given application depends 
on the internal data structures the appli-
cation uses. As Henshall explains, the 
Rocket model itself is open, but it's up 
to each manufacturer to decide what 
resources to devote toward ensuring 
that the implementation in their own 
products is open as well. 

Steinberg's Cubase VST was the first 
RocketPower application; it currently 
allows collaboration only between 

"The warm, even sound was far superior 

to any DI box - tube or solid state - 

that I had tried before." 

"Everything I patched through its all-tube 

audio path sounded big and fat, while 

retaining clarity and a smooth tone." 

1 AGUILAR DB 900 TUBE DIRECT BOX 

SONIC EXCELLENCE 
L  800-304-1875 www.asuilarame.com  

Cubase users. On the other hand, both 
Emagic's Logic Audio and the Euphonix 
System 5 console (through eDeck 
software) take full advantage of com-
mon objects. As for RocketPower 
implementations that are currently in 
progress, Henshall says that both 
Mark of the Unicorn's Digital Per-
former and Steinberg's Nuendo will 
be as open as possible. (Additional 
developers currently working on 
RocketPower integration include dsp 
Media and WaveFrame.) 

DIGI'S DESIGN 
DigiStudio supports what Elgaard calls 
"all key aspects of Pro Tools software 
as a full production environment." The 
implementation adds a new set of 
functions to Pro Tools, grouped in a 
"Collaborate via DigiStudio" sub-menu 
on the File menu. 

"You can work locally or connect to 
DigiStudio," Elgaard explains. "When 
you are connected, you have interac-
tive chat capabilities and discrete con-
trol over whether each track is shared 
or private. If you share a track, you can 
post it by clicking on a discrete up 
arrow to the left of the track, or click-
ing on a global upload arrow at the top 
of the Session window. Posting sends 
both the media—the first time—and 
any accompanying metadata, including 
edit info, mix parameters, automation 
and plug-in data. The initial implemen-
tation will also include video support, 
most likely QuickTime and AVOption." 

Pro Tools 5.2 won't work in a virtu-
al session on an account leased from a 
regular Rocket Studio Center, only in a 
DigiStudio leased from DigiProNet 
.com. On the other hand, although 
Digidesign won't be providing support 
or testing for the use of other manufac-
turers' products in a DigiStudio, there 
are theoretically no obstacles to using a 
DigiStudio for non-Pro Tools collabora-
tion (interchange between Logic Audio 
and Euphonix System 5, for instance). 
However, Version 5.2 definitely will not 
allow co-mingling of tracks from Pro 
Tools and non-Pro Tools systems in the 
same session. 

According to the Rocket Website, 
the Rocket API is designed so that only 
"a few weeks of work" are required 
for a developer to implement "Core 
Services," which include the ability to 
"communicate in a limited, function-
al, standard way with applications of 
other vendors." And the two compa-
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nies had originally envisioned Pro 
Tools users to be able to receive 
tracks posted by other applications, 
though such data would have cut off 
at the end of the first edit segment. (A 
workaround for this would have been 
for the originator of the track to write 
it to disk as a new, continuous track 
before posting.) 

Elgaard says, however, that it would 
have taken "considerable extra devel-
opment to offer exchange between 
RocketPower applications and Pro 
Tools. So we decided to concentrate on 
getting very rich Pro Tools exchange 
into this release and to get it out soon-
er rather than later. We still hope to 
incorporate basic media exchange with 
other apps into a future release." 

One factor that could well influence 
when Digidesign devotes its resources 
to enabling interchange with other 
applications is the fact that it doesn't yet 
have DigiStudio capabilities in the 
Windows version of Pro Tools TDM. 
"Obviously, we'd like to support every 
level and platform of Pro Tools with 
every new feature," Elgaard says. "But 
as it turns out, it would take us consid-

erably longer to roll Windows support 
into the 5.2 release. In this case, Rocket 
was pushing for a release as soon as 
possible, even if it meant more limited 
support, and we agreed with this strat-
egy. This will allow us to test-market 
adoption with a very new kind of 
workflow and to prioritize additional 
development accordingly." 

As for Pro Tools LE on both 
Windows and Macintosh, Elgaard says, 
"We hope to include LE support in 
future DigiStudio-compatible releases. I 
can't say exactly when this will be. As 
always, we have to prioritize additional 
development against all the other Pro 
Tools features we'd also like to have." 

Digidesign expects Pro Tools-based 
Internet collaboration to be used for 
both music and post-production. "We 
expect all of our high-end music users 
who have any need or desire to do 
work remotely to be very interested in 
this service," Elgaard says. "A singer, 
for instance, will be able to lay down a 
harmony track that the producer 
decides is needed when the band is on 
the road instead of in the studio. Or 

you'll be able to hire an African tribal 

rhythm section—in Africa!—for a frac-
tion of the cost of bringing them to San 
Francisco. Likewise, there will be post-
production work where the voice-over 
artist you just have to have for the 
commercial is in New York and you 
are in L.A. and the deadline is tomor-
row." 

Despite these and similar applica-
tions for DigiStudio, there will likely be 
many Pro Tools users who initially see 
Internet-based collaboration and ex-
change as largely irrelevant to their 
everyday work. But so it was with e-
mail and the World Wide Web a few 
short years ago. If Rocket and Digi-
design get it right, then distance and 
time will be minimized as barriers to 
creative production, and collaboration 
with talent around the globe may 
someday be commonplace. The quick-
est route toward that goal is probably 
to both extend DigiStudio within the 
Pro Tools line and open interchange 
beyond it. But Pro Tools 5.2 is already 
a big step in the right direction. 

Philip De Lande is the new-technolo-
gies editor of Mix. 
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FIELD TEST 

TL AUDIO VTC 
TUBE CONSOLE 

azor-blade editing, 1-inch, 8-
track tape decks and real echo 
chambers have already gone 

the way of the dodo bird, yet British 
tube specialist TL Audio is now buck-
ing the trend with the VTC Tube Con-
sole. Most American engineers, even 
a woolen-eared old vet like me, have 
never used a tube console, so I want-
ed to test-pilot the VTC to see what I 
have missed, if anything. It turns out 
that, just like using an outboard tube-
based mic preamp, compressor or 
EQ, the Vit gives you that certain 
"tube something"—on every input 
channel, on every recording bus and 
at the stereo output. 

The VTC is based around multiple 

8-channel, steel-framed sections, each 
carrying its own power regulators, 
and is available in 16- to 56-channel 
configurations. Each section gets pow-
er and fully balanced audio signals 
from two multipin connectors on a 
large motherboard. All consoles have 
8-bus outputs (not expandable) that 
can feed any number of recorder in-
puts, channel direct outputs and a 
separate stereo mixing bus. All exter-
nal connections are by XLR or TRS 
jacks on the back of the console. 

The VTC I reviewed at Westlake 
Audio, Los Angeles, is a 24-channel 
version measuring 11.8x46.5x50.4 
inches wide (I-IxbrW) and was set up 
in a demo room, making it impracti-
cal to plug in a microphone and eval-

uate the mic preamps. The VTC is re-
portedly a popular recording console 
in several European Pro Tools stu-
dios, but, so far, no L.A. studios have 
installed this new console. 

TL Audio refers to the Vit as a 
"hybrid," because both tubes and in-
tegrated circuit chips are used through-
out. ECC83/12AX7A tube amplifier 
stages are used in the channel strip, 
the Mix B preamp, tape return am-
plifier and the group (bus), as well as 

both the Mix B and stereo master mix 
paths. So when recording, the audio 
signal will pass through at least two 
tube stages and when mixing, up to 
three more tube stages. 

The VTC uses the familiar "in-line" 
channel strip design. Starting at the 
top of the channel strip is the micro-
phone input preamp consisting of an 
SSM 2017 chip feeding a 12AX7 stage 
with gain adjustable from 16 to 60 dB. 

BY BARRY RUDOLPH 

There is a 90Hz/12dB-per-octave 
highpass filter next to a phase Flip 
button and +48-volt phantom power 
on/off. Another tube stage is used for 
the tape return preamp for its ±20dB 
trim control, and the channel strip's 
routing can be changed with the 
channel/monitor Flip button. 

Next are the six mono auxiliary 
send controls. Aux 1/2 have their 
own control, while 3/4 and 5/6 share 
a single switch-selectable knob. The 
stereo aux 7/8 send offers pre/post-
switching, useful for both cue mixing 
and feeding stereo effects. Sends 3/4, 
5/6 and 7/8 can be assigned to op-
erate with the Mix B mixer if desired. 
I found the VTC equalizer very 

good and musical with a wide selec-
tion of Q values and up to 15 dB of 
boost/cut. The equalizer is divided 
into a LF/HF section and two fully 
parametric midrange sections. Either 
sections (or both) can be assigned to 
the Mix B path. The LF/HF sections 
offer Baxendale shelving-type filters 
capable of ±15 dB at 12 kHz and 80 
Hz. This section reminded me of the 
bass and treble tone controls on my 
dad's old tube Magnavox hi-fi--very 
sweet. Also offering ±15 dB of 
boost/cut, the two midrange sections 
have variable Q control with a range 
of 0.8 to 7. LM (lower-mid) frequen-
cy range is 50 to 2k Hz, while the HM 
(high-mid) range is 500 to 18k Hz. 

Right below the equalizer is the 
Mix B or Monitor Channel fader, a 
60mm Alps model that provides an 
additional 10 dB of gain if necessary. 
There are Solo, Mute and center-de-
tented Pan controls and two au-
tomation buttons called Auto, a local 
channel automation bypass, and Sta-
tus, a local status on/off switch. Third-
party automation systems can be 
retrofitted later. The Srce-Ch switch 
routes, in place of the tape return 
monitor signal, the main channel's 
fader signal to the Mix B fader to cre-
ate a separate monitor mix. When the 
"Assign L+R" button is pushed, the 
Mix B faders become part of the mas-
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ter stereo mix, a useful feature if you want 

to mix in additional line input channels. 

Because you can also monitor Mix B with-
out adding it to the stereo mix bus, you 

can run two mixes side-by-side! 
The lower main channel uses a 100mm 

Alps fader with eight bus assigns, a large 

lighted Mute button, L/R stereo mix assign, 

center-detented, odd-even bus pan pot 

and a direct output called "Bus." Both the 
main channel path and the Mix B path can 
be flipped with individual Flip buttons on 

each input strip—there is no master Flip 
button. Both the Auto and Stat buttons are 

also here along with signal present (-30dfl 
level) and peak LEDs (+18 dB or above). 

The master section is well laid out and 

easy to understand. There are six stereo 
effect returns with 60mm faders, along 

with AFL, Mute switches and stereo bal-

ance controls. On all returns, an extra + 10 

dB of gain is available above the default 
+4dBu input sensitivity. (Internal jumpers 

can be moved to make the board com-
patible with -10dBy systems.) 
A headphone matrix allows for very 

flexible routing, and any audio signal in 
the console or external sources can be 

sent to the cans. Both the Control Room 
and Studio Output switches let you route 

audio to the monitor speakers from L/R 

Mix, Mix B, 2Trk A, 2Trk B or External 
sources. The Studio Output switch has its 
own level pot, and the "Follow CR" mode 

allows it to mirror the control room feed. 

The VTC has two solo modes: PFL (Pre-
Fader Listen) with its own level control; 

and Mixdown Solo mode, which operates 
as a "Solo In Place." 

The eight groups, or submasters buses, 
use 100n-1m faders and can be routed back 

to the L/R mix for true analog subgroup-
ing. To test the accuracy of the gain struc-
ture in this console, I put a channel fader 
to 0 dB and bused it to the L/R stereo mix. 

I also put one of the submasters to 0 dB 

and routed it to the L/R mix. There was no 

level difference when changing the main 

fader from submaster routing to the stereo 

bus directly. I was impressed. 
The Assign Left+Right Switching, Os-

cillator, Master Volume Level controls for 

the control room and studio, full talkback 

facilities, alternate monitor speaker switch-

ing, 2-track switching, mono check and 
PFL trim leave little to be desired for this 

"ready to work" console. 
In use, the VTC is no different from 

any other straight-ahead analog console. I 

did wonder: "Hmm, tube console? Work-
ing over it may be like a short-order cook 

sweating over a hot stove!" I was pleas-

antly surprised to find that the amount of 

heat coming out of the VTC is less than 

from a Neve V or an SSL 9000 J console. 

For a listening test, I used a digital safety 

copy of a recent rock project that I had 

recorded—I liked how the guitars and 

drums sounded through the VTC. I tried 
overdriving the channel strips and found 

that the Mic/Line Gain control and the 

Monitor Trim Level controls let you do just 

that; when the peak LEDs were just lit, I 
got a good amount of "hair" around most 
things, especially in the low frequencies, 
for a very wicked sound. As the console's 

maximum output level is +26 dB, you 

have to pull-down the faders way down 
for this trick. 

I was impressed by the exact level 

match around the board. For example, if 
you have a specific fader position dialed-

in and then want to "flip" it up to the Mix 

B fader, then you just copy the physical 
position to the Mix B fader and you'll 

have the exact same level. Similarly, 

when re-routing an equalizer from main 
mix to Mix B signal chain, I detected no 

changes in sound. 
A channel insert point appears after 

the Flip switch but pre EQ, so outboard 

gear inserted to process the main channel 
fader when tracking through the micro-

phone input can be used again to process 
on playback with a simple Flip switch on 

the channel. I liked that everything seems 
to be in the right place with little need to 
walk around or reach too far. I would 

have preferred the Send controls further 

down the channel strip and closer to the 

main fader—the benefit is less standing 
up to adjust effect levels or cue mixes 

when tracking. I also had some trouble 
knowing when a button was pushed or 

not, because depressed buttons sink into 
the panel only slightly lower than when 
not depressed—perhaps some bright col-
oring on the button shaft would have 
helped. I especially liked the retro-style 

VU bus meters, but also found the op-

tional PPM metering helpful. 

A unique-sounding console that seems 

to hearken back to more primitive times 

but is engineered and designed for today 

and tomorrow, the U Audio VTC 16-

channel version sells for $24,995. As well 

as more channels, options include a wired 

patchbay, optional meter bridge and con-
sole floor stands. Thanks to Don Hannah 

at HHB, West L.A. and John Canard at 
Westlake Audio for their assistance. 

Audio, dist. by HHB Communica-
tions USA LLC, 1410 Centinela Ave., Los 
Angeles, CA 90025-2501; 310/319-1111; fax 

310/319-1311; www.hhbusa.com; www. 
tlaudio.co.uk. 
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TRIDENT-MTA A RANGE 
RACKMOUNT 2-CHANNEL PREAMP/EQ 

Ir he story of the Trident A  
Range is an interesting one. 

Initially designed for London's 
Trident Studios by Malcolm Toft and 
Barry Porter in the early '70s, the A 

Range console was also produced 
for sale, though only 13 were actual-

ly built. But the A Range spawned an 

entire generation of consoles, and 
many hit records were tracked and 

mixed on its direct descendant, the 

Trident Series 80. Today, Toft is still 
building consoles based on the Series 

80, including the Series 980, which 

was used to record the last three Ra-
c.liohead releases. Another Sedes 80 
derivative is the Trident-MTA Series 
80B module, a rackrnount version of 
the Series 80 channel strip. [Note Toft 

recentlyformed an alliance with JOE-
MEEK manufacturer Fletcher Elec-

troAcoustics, to form Trident-MTA to 
offer products formerly sold under the 
M7A' (Malcolm Toft Audio) name, 

such as the 980, the 80B and the A 

Range. Meanwhile, former Trident de-
signerjohn Oram bought the original 
Trident Audio Developments name 

and is marketing his own line of Tri-
dent-branded modules and consoles, 

but there is no connection between the 

two companies.—Ed.I 

Though it had a very limited run, 
the Trident A Range console gained a 

reputation for its very distinct and 
pleasant sound with a very "musical" 
EQ section. Along with channel strips 

from early Neve and Helios consoles, 

original Trident A Range modules 

have kept a healthy resale value and 
are much sought after by engineers 

who like to combine old-school ana-
log gear with bleeding-edge digital 

recording technology. With this in 

mind, Toft unearthed the original 

blueprints for the Trident A Range 
console and created a 2-channel rack-

mount preamp and EQ combo based 

on the A Range, with key compo-
nents updated to allow for less noise. 

After putting the unit through its 
paces, I'm happy to report that the 

near-mythical status accorded the A 
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Range is indeed based on fact. 
The new A Range mic pre ampli-

fier section has an 11-position Gain 

switch with a transformer-coupled in-

put. The unit is switchable between 

mic/line and has an LED indicator. 

There is also a 48V Phantom switch, 
a Phase Reverse switch and a red 
overload indicator at the input stage. 

Except for the addition of an 

in/out LED light, the layout of the fil-
ters and EQ is identical to those in the 
original A Range modules. The filters 

consist of a set of three highpass and 

three lowpass filters that are all dis-
crete, Class-A amplifier second-order 

filters. The lowpass filters are fixed at 
9, 12 and 15 kHz, while the highpass 

filters are fixed at 25. 50 and 100 Hz. 
The filters are always in circuit and are 
not affected by the EQ in/out switch. 

All EQ sections are authentic, in-
ductive-type with 15dB lift/cut ap-

plied with 70mm linear faders. The 
EQ frequency is selected by means 

of a 4-position switch per band. The 

low frequencies are 50, 80, 100 and 
150 Hz. The low-mid frequencies are 
250 Hz, 500 Hz, 1 kHz and 2 kHz. 
The high-mid frequencies are 3, 5, 7 

and 9 kHz. The high frequencies are 
8, 10, 12 and 15 kHz. 

One significant difference from the 

original A Series module is in the out-

put gain control, which allows the 
output gain to range from off to a 

peak output of +28 dB, enough to 

drive any professional equipment. 

The mic preamp is very warm and 
wide-open sounding, especially on 

the lower and upper mids. I used the 
unit on a wide variety of instruments 

and voices, induding male and fe-
male voices, electric and acoustic gui-
tar, bass, acoustic piano and Wurlitzer 

BY WALT SZALVA 

piano, drums, drum overheads and 

room mics. I used all microphone 

types, ranging from condensers to 
ribbons to dynamic, and found that 

the unit's overall coloration is similar 
to a set of racked Neve 1073s, with 

maybe a bit more emphasis on the 
upper-mids than the Neves. 

Overall, the EQ is extremely pleas-

ant sounding (okay, I'll say it: very 
"musical" sounding). It definitely has 
a unique sound that recommended it 

over quite a few other processors in 

mix situations. As is the case on the 
original A Range, the "Q" value on the 

EQ section is fixed and quite wide by 
today's standards. (The manual lists a 
value of " 1.2, varying slightly with fre-

quency.") So if you're looking for a 
precision carving tool, the A Range 

unit is not going to fill that need. 

However, the frequency options 
available were more than enough to 

work in a wide range of mixing situ-

ations. I had a blast seeing just how 
much I could tweak various types of 

program material before the sound 
quality began to be a bit harsh. 

With 20- to 30-year-old racked 
Neve preamp/EQ combo packages 

going for around $6,000, the ap-
pearance of the updated A Range 
module as an additional "vintage" 

tool for under $3,699 is sure to make 

a lot of engineers very happy. Rein-
venting the past can be a good thing, 

and in this case, Malcolm Toft and 
Ted Fletcher should be congratulat-

ed on a job well done. 

Trident-MTA, distributed in the USA 

by PMI Audio, 23773 Madison St., Tor-

rance, CA 90505; 310/373-9129; fax 

310/373-4714; www.pmiaudio.com.• 

Composer/producer Walt Szalva 

owns Planet 3 Productions in San 
Francisco. 
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The Rode NTK Launches With Rave Reviews 
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"...mellow tube tone, but 

with ultra low noise." 

are 
"These microphones  
standard-setters that the 

entire industry would do 

well to study." 

- Bruce Richardson 
Bruce Richardson - ProRec Recording Magazine 
The complete review is available at vena.prorec.com 

RODE® 
MICROPHONES 

• 

"In every situation, both the 

NT1000 and NTK had lower 
self noise than either 087." 

"With these mics, RODE 

has beaten the low-cost Sino-capsule market at their 

own game." 

Tv Fold - Mir Magazine 

7'Ite complete test report is available at "mn. corn 
and in *he lune 2001 issue of MIX magazine. 

USA - Ph: 310 328 7456. INTERNATIONAL - Ph: 61 2 8765 9333 Fax: 61 2 8765 9444 

info@rodemicrophones.com www.rodemicrophones.com/ NTK 



FIELD TEST 

NEMESYS GIGASTUDIO 160 V. 2.2 
PC-BASED SAMPLER WORKSTATION 

S
ynth manufacturers are finally 
beginning to get it! Many users 
have never been interested in 

incredibly expensive stand-alone 
workstation/sequencers that, too of-
ten, trade sound quality and ex-
pandability for bloated feature sets 
and endless banks of presets. Many 
of us have dreamed of a time when 
focused, purpose-built products that 
do one thing really, really well would 
become the rule rather than the ex-
ception. And in this spirit, the past 
five years have yielded more must-
have products than I care to count. 
Two particularly cool trends in 

synth/sampler designs have clearly 
emerged. On one side of the spec-
trum, you have products from Nord, 
Virus and others that deliver to the 
Brian Enos of the world what they've 
always wanted—fat analog sounds 
and more knobs per-square-inch 
than you can shake a stick at. On the 
other side, you have the NemeSys 
GigaStudio/GigaSampler family of 
host-based PC sampler/workstations, 
a line of products that really were not 
even possible a few years ago. 

Surprisingly, there a great many 
people, especially Mac purists (and, 
yes, my own hand would have been 
raised a year ago), who don't fully un-
derstand what GigaStudio does. Basi-
cally, GigaStudio is one of the first ful-
ly emancipated sampler/workstations. 
When I say emancipated, I mean that 
GigaStudio samples don't reside in 
traditional RAM- or ROM-based stor-
age/playback media. The samples, in-
stead, are stored on and streamed 
from the host computer's hard drive, 
leaving the computer's RAM largely 
untouched and available for process-
ing duties; the sky is the limit. 

GigaStudio delivers a set of huge, 
intricately sampled and nearly per-
fect-sounding acoustic instrument li-
braries with all the import, export 
and keymapping options afforded 
by traditional hardware samplers. 
And with PC processor speeds 
quickly heading toward the 2GHz 

GigaStudio's main mixer screen, with NFX chorus 

mark and hard drive prices heading 
toward the basement, the time has 
come for products like GigaStudio. 

A QUICK OVERVIEW 
The system supports up to 64 MIDI 
channels and 32 discrete audio chan-
nels, depending, of course, on the 
available hardware, and has the abil-
ity to stream a staggering 160 indi-
vidual voices. GigaStudio also offers 
full support for GSIF-compatible, 
24/96 hardware. All internal pro-
cessing is 32-bit, and the system in-
cludes a healthy helping of propri-
etary 32-bit, zero-latency NFX ef-
fects. The effects can be used as in-
serts or sends and can be easily au-
ditioned from within the DSP screen. 
GigaStudio 160 ships with NFX re-
verb, multi-effects, chorus/Manger 
and tap delay, and these effects are 
available separately for owners of 
GigaStudio 96. Playing to the 32-bit 
internal processing, there is also a 
feature called "Capture-to-Wave" 
that does just that. An entire multi-
timbral performance, including ef-
fects and other controllers, can be 
condensed to a single .WAV file with-
out the material ever leaving the 32-
bit environment. The system also in-
cludes high- and lowpass filters, 

BY ROBERT MANSON 

band-reject and bandpass filters, and 
three pairs of envelope filters and 
LF0s, which are assignable to pitch, 
amplitude and filter cut-off. 
A new feature that was included 

with the original 2.0 release and is 
greatly improved in the new version 
is the QuickSound database system. 
QuickSound allows users to do key-
word searches to locate specific files 
on their local hard drives and then 
quickly audition them. (The Holly-
wood Edge recently announced new 
versions of Premiere Edition III, Pre-
mier Edition IV and The Edge Edition, 
all engineered to work specifically 
with QuickSound.) Both simple and 
complex nested searches produce in-
stantaneous results from hundreds of 
Gigabytes or even Terabytes of files. 
The results can then be selected by 
group and dragged into the Distrib-
uted Wave window, where they are 
automatically keyrnapped for inter-
active auditioning against the scene. 
Selections can then be saved as ei-
ther a distributed wave collection or 
as a .Gig sampler file. 

The system also supports a fairly 
wide variety of file formats including 
Akai S1000/3000, SoundFont and, of 
course, .\X'AV. A dedicated CD audio 
"ripper" is also included to save you 
a step when "borrowing" sounds. And 
a number of inexpensive third-party 
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"Full Sail gave me the confidence and 

know-how to make it in the 

entertainment industry." 

-Carlton Lynn 

- 
Credits include: . 

TLC • 
Monica 
Sammie 
Stevie Nicks 
Brandy 
Collective Soul 
Joi 

44' 

Full Sail grads and winners 
of five GRAMMY awards 
Carlton Lynn and 
Leslie Brathwaite. 

- run ball gave us trie cnance to nave our 

hands on the latest studio equipment  

Now, we've got our hands on some 

GRANIMYs'. We got the education we 

needed to succeed tremendously and in a 

relatively short period of time." 

-Leslie Brathwaite 

Credits include: 
TLC 

OUTKAST 
Micheal Jackson 

Monica 
Toni Braxton 

Aretha Franklin 
Boyz II Men 

LL JI IL 
Real World Education 

School of: 

Audio • Show Production & Touring 

Film/Video • Computer Animation 

Digital Media • Game Design 

800.226.7625 
Tune into webstationzero, at www.fullsail.com 

3300 University Boulevard • Winter Park, FL 32792 • Financial aid available to those who qualify • Job placement assistance • Accredited by ACCSCT 
2000 Full Sail Recorders, Inc All nghts reserved The tenis Full Sad', Full Sail Real World Education", and the Full Sail and WebStationZeio logos are either registered service mark, or service marks of Full Sail Recorder_ In< 

Other product and company names mentioned herein may be the trademarks of their respective owners. The appearance of if marks does not necessarily indicate a fomialized sponsorship or affiliation with other such companies 
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programs are available at NemeSys' Web-
site, such as Translator, which provides E-

mu, Roland, SoundFont, Ensoniq, .AIFF, 
Kurzweil and SampleCell compatibility. 

HARDWARE: WHAT YOU 
ACTUALLY NEED 
It le a bedroom hobbyist with only 

one PC to handle everything from Cake-
walk to Wavebumer, then the number of 
GigaStudio voices that you're going to be 

able to use will be limited. In fact, the sys-
tem defaults to a maximum polyphony of 
96 when it senses a sequencer installed 
on the same rig. NemeSys recommends a 
Pentium III or Athlon processor running 
at 800 MHz or better with 128 MB of RAM. 
If you're intending to run GigaStudio with 
a separate sequencer on the same ma-
chine (which works quite well and is 
something that the program was specifi-
cally engineered to do), then I'd recom-
mend at least 256 MB of RAM. Pro users 
should just cough up the cash for a ded-
icated machine. Including the PC, the 

hard drives and an appropriate interface, 
an almost limitless sampler can be pur-
chased for just under $2,000. Many stu-
dios will already have a number of the 

AMA MERGING 

/  ReTcohrisd imight be the 
n and Masten') coin aniesarebwitchingto 

e care about two things: 
0 Customers and Sound Quality! 

MIX PY 

hardware elements already on-hand, 
possibly wasting space in closets. 

One point that should be stressed to 
both the hobbyist and the pro user is the 
importance of hard drive speed. With 
most host-based DAWs, you can cheat a 
little in this respect and opt for a run-of-
the-mill IDE or ATA drive and really nev-
er look back. But because the hard drive 
is effectively acting as RAM and stream-
ing huge samples within acceptable 
amounts of latency, NemeSys' recom-
mendation of an Ultra DMA or Ultra2/Ul-
tra Wide SCSI shouldn't be taken lightly; 
seek times that are 9 ms or better with a 
disk cache of 512k or larger are essential 
to proper operation. 

GigaStudio runs on Windows '95, '98 
and Me with XP support expected in the 
near future. A GSIF soundcard is also a 

necessity, and there are literally dozens 
available now, including Soundscape 
Mixtreme, Echo Layla/Gina/Darla, EgoSys 
Waveterminal, M-Audio Delta 1010/66/44, 
and a host of others with multichannel, 
24-bit support. The system will run at less 
than optimal capacity with a generic PC 

soundcard, supporting two channels of 
16-bit audio. A multiport MIDI interface 
(at least a 4x4) is also something users 
might want to consider purchasing if they 

intend to really push the system to its the-
oretical limits. The test unit I used was a 
SoundChaser PC DAW with an 850MHz 
Athlon processor, 256 MB of RAM and a 
secondary internal 30-Gig Ultra2 SCSI 
drive for audio. 

SOME COOL REFINEMENTS 
Version 2.2 otters a number of fixes and 
extra/improved features. For example, 
the QuickSound database now boasts 
improved seek time, file/directory filters 
for creating databases and improved 
progress meters. Instrument-wise, patch 
numbers are now preserved with the as-
sociated performances, and all mapped 
instruments can be unloaded. Gig files 
can now be constructed from a collection 
of pre-edited .WAV files without having to 
first use the instrument editor, and the 
synthesizer engine now allows for far 
more flexibility with regard to external 
controllers and a variety of Envelope/Ve-
locity/Aftertouch functions. GigaEditor in-
cludes more comprehensive import/ex-

port functionality, allowing, for instance, 
an entire file folder to be exported with 
a single click, as opposed to moving in-
dividual files. A number of bugs that led 
to crashes with Cakewalk and Logic Au-
dio have also been cleared up. 

The fast track from CD to DVD and SACO 

_ 
VIRTUA 

A 

What Everett Porter of Polyhymnia International says: 

Speed! Editing, particularly multitrack editing, goes much 
faster than any other system we know 

Quality! The quality of cross fades and general audio 
quality is great. 

Flexibility! The system is usable for just about all projects, 
and at every phase,from recording to producing 
the finished inishecl masters. 

User friendly! We can get an editor doing productive work 
during the first day on the system. 

Support! Lots of things we've requested have already been 
addressed. Direct communication we have with you 
is also very good. 

www.merging.com 

Powered by MYKERINOS 
the most powerful PCI audio board 

 on the market! 

- 
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Easy Plug & play system 

inclui.s optional LS400 sLb, 
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It used to be that bigger was better. But these days many of the most advanced products 

we use are smaller and more efficient than ever before, thanks to modern technology. 

The PS8 loudspeaker system skillfully combines new proprietary Neodymium drivers with 

the practical engineering and features of Nexo's renowned PS Series, creating a versatile 

performer with astonishing power and amazing clarity. At levels that even much larger 

speakers can't match. 

Small wonder that the PS8, in less than a year since its release, has earned a reputation 

worldwide as a truly indispensable solution for PA, NV and installed sound projects large 

and small. But the proof is in the hearing with the PS8. And once you hear it, you'll know. 

The PS8 is one Small Wonder. 

To experience the surprising PS8 for yourself, contact your nearest Nexo dealer. 

NEXO S.A. 
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GETTING UNDER THE HOOD 
The first screen that boots up in GigaStudio 

is the main instrument/mixer screen that 
corresponds to the first of four MIDI 
ports. A set of MIDI port icons to the left 
of the mixer allow the user to quickly 

toggle between ports, and additional 
icons correspond to the DSP screen, sys-
tern performance screen and the Help 
function. Along the bottom of the screen 
is the QuickSound file locator with the 
keyword search box and displays show-
ing available drives, folders and files. 

Loading instruments/files isn't too tricky. 

1111111111111111 
"EMTEC has the only 

pe that gives me 

STUDIO MASTER 

You can either use the keyword Search 
function (which I started using almost ex-
clusively) or browse through one of the 
pre-installed files and click away. The file 
loads into the first available instrument 
bank (in this case, instrument 1 on MIDI 
port 1) and, assuming your audio hard-
ware is correctly set up, it's ready to be 
auditioned. Below the mixer but above 
the QuickSound portion of the screen is 
a piano-key display; the keys that have 
sounds mapped to them will be illumi-
nated, and those that don't remain shad-
ed. This isn't terribly necessary when 
dealing with chromatic instruments like 
pianos, but it's awfully helpful when au-

milmou 
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ditioning percussion or sound FX files. 
From here, tweaking possibilities 

abound. The next important screen is the 
DSP mixer that allows access to the NFX 
Series effects. Each instrument comes up 
as a separate stereo pair and corresponds 
to the same position assignments as the 

main mixer. For each instrument, there are 
four available inserts and eight aux sends 
per MIDI port. Every fader, pan, aux send, 
aux return and NFX control can be auto-
mated via right mouse button access to a 
menu of port, channel and MIDI controller 
choices. The effects interfaces are another 
demonstration in simplicity. Each include 
a generous complement of presets and a 
logical layout of different parameters on 
easy-to-use faders; the low/mid/high con-
tour control is particularly slick. To get re-
ally tweaky, you have to move onto the 
instrument editor, which launches as if it 
were a separate application; however, 
everything works together seamlessly. You 
can either dig into any of the preformat-
ted sound libraries and adjust filter cut-
offs, LF0s, etc., or begin building your 
own instrument files from any collection 
of edited .WAV files. Dragging and drop-
ping files into place is a snap, and from 
there it's a few simple clicks to get things 
properly panned and normalized. 

IN ACTION 
So liow does the thing sound? I'm as skep-
tical as the next guy, and I wasn't imme-
diately sold on GigaStudio when I began 
to audition some sounds. You've heard 
one grand piano patch, you've heard 
them all, right? But in the name of science, 
I went through the sounds on the pro-lev-
el workstation synth that I've been using 
for some time now and tried my best to 
match the sounds stored there against the 
files on GigaStudio. It was here that I no-
ticed that the program really began to per-
form. The realistic nature of the sounds 
that the program reproduces is downright 
scary. I was especially impressed with the 
stringed instruments, like the new Scarbee 
Fingered Bass selections. There are, of 

course, intrinsic limitations to reproducing 
stringed instruments like bass, guitar and 
violin though a keyboard interface. 

Anyone who has ever picked up a 
guitar knows, for instance, that the A you 
play on your low E string has a totally dif-
ferent quality and resonance than the A 
you play on the D string. Normally, to 
save space in RAM-based workstation/ 

samples, you have a couple (at best) of 
key samples per instrument that are 
pitched up and down across the key-
board to fill out the usable octaves. Not 

—CONTINUED ON PAGE 225 
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ALESIS AIRFX 
INFRARED MULTI-EFFECTS CONTROLLER 

II
think we can safely assume that 
the space age is officially here. 
Sure, there are obvious clues like 

the fact that buildings and cars look a 
lot zippier, and once-unimaginable 
wireless gizmos seem as common-
place as running water. However, for 
musicians, the advent of the Alesis 
airFX, the now-famous grandson of 
the Theremin, drives this idea home. 

MINIMALISM VS. VERSATILITY 
The airFX v, a 2-i-bit effects proces-

sor that enables the user to control 
effect parameters with a wave of his 
or her hand. This type of interface 
was first utilized on the Theremin, a 
monophonic instrument of old that 
uses proximity of the hands to de-
termine pitch and volume. Instead of 
electromagnetic fields, the airFX 
uses an infrared field. A 3-D infrared 
beam detects motion within six inch-
es of the sensor and translates the 
movement into parameter changes. 
Each of the 50 presets has up to 
three parameters assigned to various 
axes of the beam. For example, the 
Fazed Out program uses the x-axis 
to control phase delay, the y-axis for 
flange frequency changes, and the z-
axis to vary the mix between the dry 
and wet signals. 

The program number is indicated 
by an LED display, and the partially 
hemispherical beam emitter is known 
as the Axyz'" Controller. On the bot-
tom of the unit, among a list of num-
bered programs, is a threaded socket 
for a standard microphone stand. 

The controls are minimal, as is 
the I/O. A single knob on the top se-
lects program number (00 to 49). 
Pressing the knob while your hand 
is held still in the beam will hold the 
selected effect in its current parame-
ter selection. Bypass is achieved by 
pressing the knob with your hand 
clear of the beam. On the back 
panel are four RCA jacks—two for 
in, two for out. 

The unit's lack of knobs and but-
tons is offset by its minimalist, toy-like 

appearance. Picture, if you will, a 
club DJ hovering over turntables 
and the airFX, quick-reference 
card in hand, altering the sound 
with a movement that is 
visible to the crowd. This 
is the key of its desir-
ability: It takes adjust-
ments normally made 
below decks by an engi-
neer and showcases them. 

The range of effects in-
cludes many filters, phasing and 
flanging programs, control of 
panning and pitch, and a few 
patches that can add sounds, such as 
record scratching, percussion and 
synth tones. 

The manual simply repeats the in-
formation on the quick-reference 
card, adding examples of how to 
hook it up in different situations. In-
variably, it requests using the unit in 
series, such as directly between the 
synth and mixer, or between the mix-
er and amp, stating: "When the effect 
is off, the airFX still sends the 'dry' sig-
nal to its outputs. This may cause 
phase cancellation or other unwant-
ed effects if the aux return is mixed 
back with the original." Consequent-
ly, the manual recommends patching 
the airFX in by inserting the channel 
that needs processing, precluding its 
use on other elements in the mix. 

BIG FUN 
I first played DATs through the 
processor; running through all the 
programs revealed more special ef-
fects than simple ones. I also tried it 
out in live broadcast situations for 
both live bands and avant-garde 
noise collages. I really enjoyed the 
Pitch Out program, which slows the 
music down and stops it as if you had 
used your thumb to stop a record. 
The filter programs are also a lot of 
fun, like the simple but effective Tele-
phone patch. There are a few tradi-
tional-sounding programs, mostly in 

BY DAVID OGILVY 

the flange/phase department. There 
are no programs for reverb, delay and 
chorusing. 

After I used the airFX in a variety 
of situations, it became apparent that 
the reference card is an essential ac-
cessory, especially for checking 
which axis controls which parame-
ter. It takes quite a bit of practice to 
use the unit for subtle effects, espe-
cially without the reference card. 

ALL IN ALL 
This is an excellent tool for live 
DJ/mixers, guaranteeing ear candy 
and a wowed audience. The sound 
quality is very good, and I found 
some versatility by streamlining the 
controls (I would have added a sen-
sitivity knob, at least), but the sim-
plicity of the unit will be attractive to 
first-time effect users. With an MSRP 
of $249, one can see it as a pricey toy 
or as an inexpensive 24-bit processor. 

Alesis Studio Electronics Inc., 1633 
26th Street Santa Monica, CA 90404; 
800/5-ALESIS; www.alesis.com. 

David Ogilvy started in radio in 
1977. He later branched out to 
studio management, A&R, engi-
neering and producing. 
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FIELD 'FIST 

MILLENNIA MEDIA SU -1 ORIGIN 
RACKMOUNT RECORDING CHANNEL 

I
l he SU-1 Origin is a single-
channel recording chain that 
combines all of the functions of 

Millennia Media's best products in a 
single two-racicspace unit. The Origin 
includes the highly acclaimed HV-3 
discrete hybrid transistor microphone 
preamp, the M-2b all-tube mk pre, a 
single channel of the NSEQ 4-band 
parametric equalizer and the TCL 
Twincom optocompressor. Two Ori-
gins can be linked for stereo dynam-
ics control via a rear panel RCA jack. 

The SU-1 (Straight-To-Track) Ori-
gin also includes Millennia's unique 
Twin Topology feature, providing 
users with the choice of either tube-
based or solid-state-based amplifiers 
for the NSEQ equalizer, the TCL Twin-
corn and De-esser circuits. A new twist 
is a choice between transformerless in-
put (available on all Millennia gear) 
and the new MIT-01 input transformer. 
The comprehensive user manual dis-
cusses the pros and cons of trans-
formers in audio circuits, and, as Mil-
lennia acknowledges in its description 

man-made TIT pushbutton switches 
on the Origin's front panel are LED-
lit; with so many options available, it 
is just as well that every switch is well 
marked and illuminated. In general, 
all switches push in to engage; the 
same button switches between tube 
amps (button out position) to solid-
state when depressed. In most cases, 
pushing a switch toggles an Aromat 
TQ-2E sealed relay with gold con-
tacts; no audio runs through the front 
panel switches. 

The first front panel switch in the 
audio chain is a Grayhill mil-spec 
and gold-plated rotary Source switch 
that selects among the rear XLR mi-
crophone input and the XLR line in-
put (which are both Neutrik Galva-
tronic gold-plated connectors), and 
the 'Á-inch front panel DI input 
(Switchcraft). The DI input passes 
through a 12AT7 tube impedance 
converter/amp to keep the DI input 
impedance greater than 1 meg-ohm. 
Whatever source is selected, the next 
step in the chain is a passive Phase 

phantom power, so there is no switch-
ing noise, a great feature. If you have 
not matched levels sonically (not just 
the knob positions) of the separate 
Vacuum Tube and Solid State Gain 
controls, then there may be level 
changes in A/B comparisons. The gain 
in either of the prearnps can be meas-
ured at the balanced XLR direct output 
connector on the back panel. This 
output is essi-ntially the same mono-
lithic, solid-state output amp as is used 
in the stand-alone HV-3 unit. When se-
lected, the M-2b tube preamp shares 
this output amp. 

The gain range for the M-2b tube 
preamp at the direct output is 18 dB, 
from +22 to +40 dB. The HV-3 ranges 
from +10 to +50 dB, or a total of 40 
dB at the direct output. You can cus-
tom order an Origin with an addi-
tional 20 dB of solid-state gain if nec-
essary. The variable glowing OL LED, 
a clear indicator when to stop push-
ing level, and especially useful when 
using an all-tube path, indicates any 
overload starting at +18 dBu up to 

eE'Crr 

Millennia 
etlustc & Medta Systems 

ORIGIN 
1.1 STT- I 

Recording System 
fwle 

of the MIT-01's "euphonic coloration 
and pleasing distortion," the pop mu-
sic recording aesthetic often eschews 
sonic purity. Ranging in sound from 
the extremely transparent to many lev-
els of tube and transformer coloration, 
the SU-1 offers a total of 134 possible 
processor configurations. Whichever 
combination is chosen, the audio path 
is 100%, Class-A and all discrete from 
input to main output. 

The Origin has a thick front pan-
el (nearly X-inch) with a platinum-
crackle finish and a 16-gauge, cold-
rolled, steel chassis. The large Ger-

Reversal switch and then a choice of 
either the MIT-01 transformer or 
transformerless circuit. The user 
manual points out that the trans-
former "will likely be most sonically 
pronounced when used with micro-
phones...and offers more of a sonic 
signature when driven hard." 

The Input IT switch selects be-
tween the HV-3 and the M-2b tube 
preamps. The output is momentarily 
muted when switching back and forth 
between pre's and when selecting 

BY BARRY RUDOLPH 

+24 dBu. I found myself lighting up 
the OL a lot, but it had no adverse 
effects until the LED stays brightly lit. 
The OL LED is on the direct output 
line that also feeds the next section, 
the 4-band parametric equalizer. 

John La Grou of Millennia Media 
explains the unique equalizer: "The 
NSEQ-2 equalizer is called a 'shunt 
design,' because the four EQ bands 
are neither in common series or par-
allel configuration to the audio path. 
Rather, each of the four EQ bands, 
when selected, is placed within the 
operating network of a single audio 
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FIELD TEST 

path amplifier. The EQ In switch places 

that single amplifier in the audio signal 

path. This means that an EQ band will 

have no effect unless its Boost/Cut knob is 

off the center zero position and that sec-

tion's In/Out button is in." The EQ/COMP 

TT button changes both the equalizer's and 

compressor's amplifiers from tube to solid-

state at the same time. You may hear a 1 
or 2 dB difference when A/B evaluating. I 

would just push or scrub level somewhere 

else to make comparisons as fair as passi-

ble. When operating both the EQ IN and 
EQ/COMP TT switches, there is an output 

mute of about a half-second. This is un-

avoidable, because muting prevents an 

otherwise audible "pop" on the output. 

Each of the four EQ sections features a 

large, knurled metal knob offering up to 
15 dB of boost/cut adjustment in repeat-

able steps. The four EQ sections are LF 

(low frequency), LM (low-mid), HM (high-

mid) and HF (high frequency). The LF fre-
quency choices are 20, 34, 56, 100, 180 

and 270 Hz. The HF frequencies are 4.8, 

5.8, 8.0, 10, 16 and 21 kHz. Both the LF 

and HF sections have switches that change 
them from 6dB-per-octave shelving filters 

to peaking filters with a fixed Q of 1.0. 

The LM section continuously sweeps 

from 20 to 220 Hz (from 200 to 2.2k Hz 

when the X10 button is engaged). The HM 

sweeps from 250 to 2.5k Hz (2.5 to 25 kHz 

with X10 in). Both sections have sweep-

able Q controls ranging from 0.4 (fairly 

Possible Routings in the SIT- 1 Origin 

Two Mic Preamps 

tube or discrete solid-state 

Two Optocompressors 

tube or discrete 

Two Parametric EQ 

tube or discrete 

Two Opto De-essers 

tube or discrete 

Two Line-Level Paths 

tube or discrete 

Two Input Couplings 

transformer or transformerless 

Two DI %-inch Paths 

through a tube or solid-state 

broad) to 4.0 (nicely sharp enough). For 
repeatable Q settings, you can order the 

Origin with 21-stepped pots. 
The Twincom TCL-2 optocompressor 

in the Origin uses just a single amplifier 

stage in the audio path. Tube or solid-
state circuits are selected by means of the 

EQ/COMP TT switch. The TCL-2 is a pas-
sive shunt design using an opto-resistive 

gain reduction element (Vactrol), and on-

ly the Output/Buffer Make Up amplifier 
is required if you need to get some level 

back after gain reduction. Changing from 

tube to transistor is more noticeable with 

the compressor, especially under severe 

gain reduction conditions. 

Threshold, Attack, Release and Ratio 
controls feature conductive plastic rotary 

pots. Attack times range from 2 to 100 ms, 
while release times range from 20 ms at 

the fastest to a glacial 3 seconds. I found 

the taper of the Release control very sud-

den and "touchy" at the shorter release 
times—Millennia Media is working on 

this. Ratio goes from the very smooth 

1.4:1 to 30:1. I especially liked the Flip 
Dynamics button that, when pushed, 

places the compressor before the EQ (the 

compressor is normally after the EQ). 

Much easier than changing patch cords! 

The DE-ESSER rotary switch selects the 
center frequency for de-essing. Designed 

for minimal de-essing, the de-esser fre-

quencies are 4.9, 6.8, 8.2, 10.7 and 12 kHz. 
Because the de-esser takes over the com-
pressor's settings for de-essing and the gain 

UNDERGROUND MUSIC PRODUCTION • DJ PERFORMANCE 

Finally...A Magazine Dedicated to 
the Tools of the Remix Production Trade! 

Catch the newest spin and latest groove with REMIX. 
Keeping up with the rapidly changing technology of the making!, on 103 coni 

electronic music scene is now possible! 

c • Interviews with hot artists on the dancemusic scene. 
• In the Know: Cool gadgets, gear, and Web resources. 

e • Ear2Gear: In-depth reviews of the latest products and equipment for remixers, producers, and Dls. 
Ci • Turntablist Techniques: Taking your mix over the top with tips and tricks from the people who know best. 

Available at newsstands everywhere! 
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or order toll-free at: 800/275-1989 
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FIELD TEST 

reduction meter quits, you cannot com-
press normally and de-ess at the same time. 

There are three outputs: the aforemen-
tioned balanced monolithic direct output, 
a main XLR unbalanced from a Class-A, 
discrete, J-FET amp (Millennia's FSA-01 
module) that is 6 dB lower than the sec-
ond main output, and the XLR balanced 
monolithic output. A large knurled alu-
minum knob controls the master output. 
At fully clockwise, there is an additional 10 
dB of make-up gain available. Rotating the 
knob fully counter-clockwise allows for a 
fade-out to infinity, useful for live record-
ing. When compressing about 2 to 6 dB 
average and getting dim OL LED flashes 
(just making an occasional +18 dB) and 
using the main XLR unbalanced output, I 
needed a good amount of make-up gain 
and almost ran out of the gain necessary 
for a full 24-bit/equivalent analog level. 
A large, backlit Sifam analog meter is 

calibrated to read 0 dB when +4 dBu is 
reached at the balanced output. The 
METER GR switch toggles the meter be-
tween output level and gain reduction. I 
would suggest that a Meter Range switch 
(+10 dB or more) be added in order to 
make it possible to measure a +14dB out-

put level at 0 dB on the meter. At present, 
the output meter is pegged a lot of the 
time when driving 24-bit digital systems. 

Millennia Media sent two sets of 12AX7 
and 12AU7 tubes to try in the Origin: 
smooth plate Telefunken and RT Produc-
tion tubes, and a set of Sovteks. The DI in-
put uses a 12AT7, and I did not change it. 
I found the Sovteks cleaner and offering 
less personality than the Teles and RTs, but 
I liked the bigger difference between the 
tube and solid-state paths when using the 
Tele/RT tubes, so I stayed with them. 

The first task for the Origin was record-
ing acoustic guitar. It is my experience 
that close-milted acoustics require a fair 
amount of "carving" with a good 4-band 
equalizer in order to sit well in a big pop 
track. I recorded two different Martin D-18 
acoustics, a tenor acoustic and a nylon fin-
gerpicking part. I used a Schoeps CMC 5U 
condenser mic with a cardioid capsule and 
started with the tube mic preamp, no trans-
former and solid-state EQ and compressor. 
Switching between the solid-state and tube 
mic preamp, you can hear the openness of 
either path. I preferred the solid-state path 
with no transformer for fingerpicking be-
cause of the extra gain and sparkle. For all 
acoustics, I liked the solid-state EQ and 
compressor paths for their cleanliness. 

Recording vocals was interesting be-
cause I was looking for some tube and 
transformer coloration. I was using a 
Neumann U67 (no pad) driving the M-2b 
tube preamp and transformer hard with 
lots of OL LED flashes. I went with the 
tube compressor path without any EQ. 
(You must make sure that the EQ IN 
switch is in and all four EQ sections are 
disengaged.) This delivers a more "bloom-
ing" sound although still extremely clean 
compared to some other all-tube mic/mic 
preamp/compressor paths I have used. 

The Millennia Media Origin offers so 
many choices it is almost overwhelming at 
first. But, like a fine musical instrument, 
the different sonorities and sounds possi-
ble became more easily realized with each 
session, and the SU-1 offers the user a 
convenient and high-quality tool that pro-
vides both tube and solid-state sounds on 
demand. MSRP is $2,895 for the gloss 
black version; $3,195 for the platinum. 

Millennia Music & Media Systems, 
4200-B Day Spring Court, Placerville, CA 
95667-9500; 530/647-0750; fax: 530/647-
9921; www.mil-media.com. 

Barry Rudolph is an LA.-based record-
ing engineer. Visit his Website at www. 
barryrudolph.com. 
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FIELD TEST 

TC HELICON, VOICEPRISM 
VOCAL FORMANT PITCH PROCESSOR 

IFI ormed 18 months ago, TC Heli-con was a joint venture between 
  TC Electronic and IVL Tech-
nologies. By taking the technology 
that IVL developed a decade ago for 
DigiTech's award-winning Studio Vo-
calist Series to the next generation and 
combining it with TC's proven expert-
ise in studio products, the new part-
nership has created its first innovative 
vocal processing tool—VoicePrism. 

VoicePrism is a single-box voice 
formant and pitch processor. De-
signed primarily for use on vocals, 
VoicePrism is strictly a mono in/ 
stereo out processor. Features in-
clude line- and mic-level inputs (a 
built-in preamp with phantom power 
is standard), compression, gating, 
dual parametric EQ, 4-voice harmo-
ny (with individually adjustable gen-
der controls and humanizing param-
eters), fifth-lead doubling voice for 
automatic double-tracking, and two 
separate post-effects blocks with 
chorus/flange, delay and reverb, and 
harmony libraries. Harmony effects 
can be created by "reading" the in-
put signal or may be driven by a MI-
DI input from a keyboard or se-
quencer, allowing for super-accurate 
harmonic doubling or for creating 
multivoice chords and textures that 
simply can't be sung. 

Part of VoicePrism's appeal comes 
from its ease of operation. The two-
rackspace, slanted front panel makes 
controls easy to see, while the four 
"soft knobs" below the LCD screen, 
dedicated edit buttons that link di-
rectly to page menus, large datawheel 
and four individual level pots for ad-
justing lead/harmony/effects/input 
levels help get the sound you need, 
fast. The rear panel has MIDI in/ 
out/thru, balanced IRS input and 
outputs (-10/+4 dB switchable), co-ax 
S/PDIF digital output (24-bit/44.1 
kHz), %-inch footswitch jack and an 
expansion slot for the optional Voice-
Craft card. An additional aux input 
bypasses the harmony section, al-
lowing the unit to be used as a "con-

ventional" reverb/effects box, as well 
as providing an input to add a feed 
from external processor or source 
into your harmony mix. An IEC AC 
cord socket (no wall wart!) connects 

the unit to any 100 to 240-volt AC 
power supply. 

VoicePrism splits the vocal input 
into separate lead voice and harmo-
ny effect channels, with the option 
of assigning EQ or compression to 
each. These two channels can then 
be treated with separate effects pro-
cessing, such as delay, chorus, flange 
and reverb. The lead channel has a 
thickening algorithm for double-track-
ing effects. The harmony channel fea-
tures four independent, formant-cor-
rected pitch shifters that derive natural 
harmony voices from the vocal input. 
Independently adjustable parameters 
for each voice include gender, vibrato, 
timing, randomizing and scooping. 
Parameters can be switched mid-
song say, going to different modes 
for verse or chorus—a useful feature if 
you're short on tracks or inputs. 
I started checking out Voice-

Prism's 128 presets and was im-
pressed with what I heard. The unit 
offers a ton of sounds that are im-
mediately useful in either live or stu-
dio situations: parallel third up; thirds 
and fifths; doublings; vocal stacks; 
choirs; and multipart harmonies. 
Some presets just cry out for specific 
applications—"female choir" has a 
nice B-52's sound; "wide 4-part" 
sounds like it walked off the last 'N 
Sync album; and "tight 4-part" has a 

smooth big band/Modemaires-style 
sound. Some of the vocal doublings 
are really nice: The "mixed doubling" 
and "country 2x" are perfectly suited 
for all kinds of material. The soft 

BY GEORGE PETERSEN 

knobs provide quick access to pa-
rameters or alternate scales (modes) 
to easily create custom sounds. A 
wide range of parameter adjustments 
and a number of offbeat presets— 
such as "scary voices," "can't sing" 
(random key changes) and "bass-
man" (an instant Popeye-style ef-
fect)—allow VoicePrism to be used 
for sound design or other non-
singing applications. 

For me, the most important fea-
ture of any product is the sound. 
Though VoicePrism's algorithms are 
not always perfect and minor glitch-
es are occasionally audible, the har-
mony effects are the best I've heard 
from any such product. But as well as 
it works, the unit is still reliant on the 
quality and intonation of the vocal 
material coming into the input—the 
tighter the original performance, the 
better the results. Another point is 
context. For example, vibrato needs 
to be adjusted to each application— 
it works better when subtle, just as in 
real life. From an audio standpoint, 

VoicePrism's overall performance is 
excellent. The effects are stellar, and 
the preamp, compressor and EQ are 
surprisingly good. 

Perhaps the best part of Voice-
Prism is yet to come, with its Voice-
Craft HVM". (Human Voice Modeling 
card), which adds AES/EBU and 
S/PDIF I/O, as well as real-time re-
shaping and resynthesis of the human 
voice, with parameters such as breath, 
growl, rasp, inflection, and head and 
chest resonances. The VoicePrism is 
$1,299; the optional VoiceCraft card is 
$599; and VoicePrismPlus (with the 
card pre-installed) is $1,898. 

Dist. by TC Electronic Inc., 742-A 
Hampshire Rd., Westlake Village, CA 
91361; 805/373-1828; fax: 805/379-
2648; www.tc-helicon.com. 
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FIELD TEST 

Sou ID4SCAPE R.ED 
RECORDER/EDITOR FOR WINDOWS 

lí
f you were working in a record-
ing studio back in the '70s, then 
there were probably many ses-

sons that made you wish for a little 

black box that could magically han-
dle nondestructive editing, time com-
pression/expansion and pitch correc-

tion. But back then, these were just 
pipe dreams. Well, fast-forward to 

2001. Here we are, and black boxes 
such as Soundscape's R.Ed digital au-

dio workstation actually do exist. This 
box—like others in its category—of-

fers a host of features we wished up-

on a star for, and a few we never even 
dared to imagine. 

Soundscape has been producing 

PC-based DAWs since 1993 in the 
form of its SSHDR1. The company's 

latest workstation system is the 32-

track, 24-bit R.Ed recorder/editor, 
which offers 32 tracks of 24-bit 
recording at 44.1 kHz (16 tracks at 96 

kHz), 28 audio input channels and 32 

output channels. It runs under Win-
dows 95/98, NT and 2000. Like Pro 
Tools, the computer's processor is 

never used—you just use it to talk 
with the software interface in the lit-

tle black box. The configuration we 

tested included 32 tracks at 24-
bit/44.1 kHz, running under Win-

dows 98, two removable IDE drives, 

the iBox-XLR/24 interface, the Mix-

treme and Mixpander cards, and a 
Mackie HUI interface. The unit was 

easy to set up; just a few cords to 
plug in here and there, and we were 
up and running. And, despite a run-

of-the-mill printed manual, there was 

never a need to call tech support for 
help. That's always a good sign! 

STORAGE IS KEY 

R.Ed consists of a two-rackspace box 
housing two built-in, hot-swappable 

IDE drives—a huge plus. Not long 
ago, IDE drives were non-viable in a 

professional setting, because they 
weren't AN-rated (a drive that does-

n't have a cooling cycle and can write 

and read continuously without over-
heating). AN drives, while SCSI-
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In addition to editing and mixing features, R.Ed comes bundled with a variety of plug-ins. 

based, were always super-expensive. 
IDE drives, while much cheaper— 

half the price of an SCSI drive—were 
traditionally a lot slower than their 

A/V-rated cousins. This is no longer 
true. Soundscape has embraced the 
IDE format. This is one thing that sets 

R.Ed apart from its competitors. (Oth-
er hard disk systems do not yet rec-

ommend the IDE format in favor of 

SCSI Ultra-Wide hot-swappable drives.) 

The R.Ed supports two fixed and two 
removable IDE drives per unit with a 

maximum limit of 137 GB per disk. 
(Figure on purchasing a 30GB IDE 

drive for about $150.) 

In this small 2U rack, you get an 
incredibly useful amount of storage 
internally via the IDE drives, meaning 

you don't have to bother with exter-
nal SCSI drives. Kudos to Soundscape 
for saving the studio owner a few 
bucks here. 

R.Ed differs from many DAWs in 

design philosophy and packaging. 

The R.Ed consists of a PC card and 
black box, including storage and a few 

channels of I/O. LTC and video sync 

are an optional package. When you 

BY ANDREA AND LEONARD 

HOSPIDOR 

purchase Pro Tools, for example, you 
get a CD-ROM of software and a PCI 

card—no little black box. To round 
out the system, you must purchase 
converters to provide audio I/O, ex-

ternal SCSI drives and a USD (Univer-

sal Slave Driver) for sync work. The 
Pro Tools side of the menu is filled 

with a la carte options, while Sound-

scape prefers the combo platter, blue-
plate special approach (although there 

is certainly no lack of upgrade and ex-
pansion possibilities for R.Ed). 

FORMATS AND I/O 

The second component in the R.Ed 

system is the iBox 8-XLR/24. In Pro 
Tools land, it's equal to the 888 inter-
face. This is where you get audio from 

the rest of the world into your com-
puter. Each iBox 8-XLR/24 adds eight 

inputs and outputs. You can, of 

course, chain multiple boxes together. 
Soundscape's iBox 8-XLIV24 com-

municates via the TDIF standard, 8-

in/8-out on one 25-pin connector. It's 
the same format used by Tascam's 
entire family of digital recorders, so 

digital consoles from Yamaha, Mack-

ie, Spirit and Panasonic easily con-
nect to R.Ed via the TDIF port. 

—CONTINUED ON PAGE 252 
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your studio sound. on stage. 

the new audix vx-10. believe it. 
The new VX-10 condenser vocal microphone has been designed by Audix with but one task in mind. 

To deliver a sound so pure, so transparent and so sonically neutral it's like having your studio mic 

on stage. Nothing is added, and more importantly, nothing is lost. 

The elegantly designed VX-10 features a uniform cardioid pick-up pattern throughout its entire 

frequency range, provides ultra-high sensitivity and is able to handle extraordinarily high sound 

pressure levels. If it's in your performance, the audience will hear it. 

If you've been searching for studio quality sound reproduction on stage, you've just found it. 

Believe it. 

ingiukkekknintenee 

NOMINEE  

AUDIX 
PERFO RMANC E IS EVERYTHING 

FOR A DEALER NEAR YOU CALL: 800-966-8261 
TEL: 503-682-6933 FAX: 503-682-7114 www.audixusa.com 
Audrx Corpo-ation PO Box 4010, Wilsonville, OR 97070 In Canada, Cabletek Electronics LTD, 604-942-1001 fax 604-942-1010 
,,Audix Corporation 2000. All rights reserved. Audio and the Audio logo are trademarks of Audix Corporation. 



"THE NEW MERLIN! 2A IS AB 

4.1 

Schubert Systems Group (SSG) uses PowerLights 

on the road with major acts such as Glenn Frey, 

Sugar Ray, Incubus, and Brian Setzer. Recently, 

J.D. Brill, FOH engineer and co-owner of SSG, added 

new PowerLight 2As to their inventory. 

"The PowerLight 2A's built-in processing allows you 

to custom configure your amplifier. Internal EQ and 

time alignment corrections can be made to make 

virtually any speaker system sound great. 11141so 

improves your system's reliability by taking out 

the crossover, cabling, and the rack between the 

processor and the amplifier. You're getting a More. 
• 7.1,-Ft;.. 

reliable, customized sottttion." 

Call 1-800-854-4079 for more information or vitvid 

our website at www.qscaudiocom/p12/mix.htm 
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AST MINDING 

(PowerLight 2A built-in signal processing:) 

Schubert Systems Group uses PowerLight 236As, 

2.0",s and 4.0s throughout their sound systems. 

• Selectable input sensitivity -a-4 dBu, 32 dB, or 26 dB) 

• Adjustable 4th-order two-way crossover with driver time-alignment 

• Adjustable high-frequency attenuation 

• Independent power limiters with adjustable attack, release, and threshold 

• CD horn equalization 

PL 2 812 4L≥ 2i2* 
PL 218 310 525 900 
PL 224 440 740 1200 
PL 230 575 900 1500 
PL 236 725 1100 1850 

FTC rating. 20 Hz- 20 kHz. 0.03% THD 
1 kHz. it THD 
Represents PUA and K2 Base Models 
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BY MARK FRINK 

Sooner or later, a sound engineer will have 
to use an unfamiliar console and a less-
than-ideal selection of outboard gear. And, 

however diligent the road manager or 
punctual the band is, there will come a time 
when the sound engineer will have to 
"wing it" and start the show without a 
soundcheck. These are just the normal haz-
ards of the touring life, and most FOH and 
monitor mixers, even those with limited 
experience, can cope with such upsets. Still, 

there is one situation that can ruffle the self-
confidence of even the most experienced 
sound engineer—the multiple-act festival. 

Festivals offer a range of challenges 
that many engineers would not other-
wise encounter. Scheduling considerations 
often mean that an act due to headline on 
Sunday may only be able to soundcheck 
on Friday night or Saturday morning, if at 
all. With one or two dozen acts using the 

same microphones, monitors, effects gear 
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and mixing consoles, the likelihood of any 
settings remaining unchanged between 
soundcheck and showtime are remote to 
nonexistent. And, while headlining bands 

commonly choose to linger backstage for 
a good half-hour after the support act's 

equipment has been struck, this is usually 
not an option on a festival program; a 
hard-charging festival stage manager (is 
there any other kind?) will schedule set 

changes for 10 minutes or less. 
All of these factors can upset the work 

habits and familiar rhythms that most of 
us subconsciously internalize when per-
forming repetitive tasks. The festival situ-
ation demands that we work in an unfa-
miliar way, usually a recipe for stress. 
Here, I present some of the procedures 
and techniques that can make the festival 
experience survivable, perhaps even 
enjoyable. 

MASTER CONTROL: 

THE INPUT LIST 

Now that several large-format digital con-
soles for live sound are available, it is 
quite feasible to plan a major festival 
around one FOH console with total recall 
capability. (See Mix, July 1999, for an 
account of the first use of Showco's 
Showconsole on the George Strait 
Country Music Festival tour.) But this sit-
uation is the exception rather than the 
rule, and the typical festival equipment 
setup more closely resembles the model 
that evolved during the early days of 
jazz, folk and rock festivals—one FOH 
console, limited outboard equipment 
options and a one-size-fits-all input 
assignment plan. 

The heart of a successful festival, at 
least from the sound engineer's perspec-
tive, is a sensible and comprehensive mic 

input list. Sensible in that every guest 
engineer can understand the logic of the 
input layout as it appears at the stage-
boxes and the FOH console, and com-
prehensive in that every input for every 
act is accounted for. Typically, the sound 
company's chief engineer will devise the 

master input list by comparing all of the 
scheduled acts' input lists and making 
up a master that includes everything. 
Microsoft Excel is a useful tool for plan-
ning such an overall generic festival input 
list, but any word processor that can pro-
duce a chart will do. 

An all-rock festival may be fairly easy 
to plan for, but jazz and folk music fes-
tivals often feature guest performers, 
eclectic instrumentation and rather hazy 
advance documentation. A simple and 
effective way to prepare for this is to 
pre-assign a certain number of "produc-
tion" mics that can be used for miscella-

neous instruments and unexpected 
additions. Similarly, an additional small-
format "production" console can be 
used to cope with overflow mics or one-
off configurations (the high school big 
band, the gospel choir, the band with 

three percussionists, etc.) and can also 
accommodate CD player inputs and a 
hard-wired MC mic. (A switched mic 
can be left live if the MC is a pro, but 
on/off switches should generally be 
avoided in festival situations.) Thus, 
while a guest engineer line-checks with 
headphones or a cue speaker, the sys-
tem engineer can keep the show mov-
ing without the two of them getting in 
each other's way. 

The key point to remember when cre-
ating a master input list is that every 
channel assignment remains static in 
terms of the instrument assigned to it— 
kick drum always appears on the kick 
drum channel, bass on the bass channel, 

and so on. The reasons are two-fold: sim-
plicity and repeatability. A channel that is 
always assigned the same mic on the 
same kind of instrument will need rela-
tively few gain and EQ adjustments 
between acts, and the inserts and effects 
sends will also tend to be similar. Even a 
novice stagehand can be relied on to 
plug a mic that is clearly labeled "#12-
Bass mic" into stagebox input 12. 

Here is not the place to go into a 
long discussion on ideal console layout, 
but it should be obvious that the most 
important inputs should be close to the 
center of the console mixing surface. 
Less critical inputs, or at least those that 
are adjusted less often, can be con-
signed to the farther reaches. So, for 
example, drum channels could occupy 
inputs 1 through 10, whereas vocal and 
solo instrument mics would be more 
convenient at inputs 18 to 24 and/or 25 
through 30, or either side of the sub-
group/VCA section (assuming the board 
"splits" at that point). The important 
point to remember is the one-size-fits-all 

concept. Not every band will have five 
electric guitar inputs, but if one band 
does, there should be five inputs allot-
ted for guitars, preferably in the 
sequence that they will appear onstage. 
And if one or more engineers want to 
use an alternative kick drum mic, then it 
is probably better to dedicate an extra 
channel and mic (with clearly labeled 
stand) than switch mics for that act. 
Inputs may not show up in exactly the 
order the guest mixers are used to, and 
there may be gaps of unused channels 
mixed into each band's list as it's laid 
out on the desk, but it's a festival, not a 
photo shoot. 

Occasionally, a "star" engineer may 
insist on having the FOH board laid out a 
certain way, and if the act has enough 
clout with the festival production, that 
engineer may get his/her way. In that 
case, every other act's input list should be 
conformed to match the new standard— 
repatching inputs on the back of the FOH 
console in the middle of a festival is an 
invitation to disaster and should be avoid-
ed at all costs. 

Once the overall festival input list is 
set, most channel controls can be set to 
nominal levels at the beginning of the 
day and fine-tuned as they are used. 
Input gain, highpass filters, effects 
sends, subgroups, VCA, and group and 
mute assignments can all be preset; it 
can be surprising to see just how few 
knobs and switches need to be readjust-
ed if the console gain structure and 
routing are carefully thought out ahead 
of time. 

Of course, because the EQ adjust-
ments that each guest engineer makes on 
individual channels will depend on how 
the overall system sounds to their ears, 
it's important to get the main P.A. "tuned" 
as close as possible to flat before the first 
soundcheck. Providing a "courtesy" 
graphic EQ, separate from the overall 
house EQ, allows guest engineers to 
make EQ changes to suit their band's 
sound without losing the system engi-
neer's "flat" EQ curve, which is easily 
restored by switching the courtesy graph 
to Bypass mode. 

I generally use Smaart software run-
ning on a laptop to assist in system opti-
mization, both before and during the 
show. Using break music between acts as 
a source, I can quickly check the system's 
response and identify and fix anomalies 
as they occur. Smaart not only provides a 
fast and powerful tool for system equal-
ization, but it also allows me to show vis-
iting engineers the effects of their own EQ 
vs. the house standard. 
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DYNAMIC CONTROL 
For better or worse, many engineers 
these days seem to be more concerned 
with outboard processors than they are 
with mic choices, console gain manage-
ment or (heaven forbid) actually mixing. 
Because each engineer has favorites, the 
complement of outboard processing 
needed for a festival can easily be dou-
ble or triple the number needed for a 
normal show. The down side is that mul-

tiple equipment racks take up space, and 
someone must pay the rental charges for 

extra effects devices. The up side is that, 
with plenty of effects boxes available at 
the FOH position, processing and effects 
can be dedicated to specific inputs, 
groups or aux sends. 

Because it is one of the many respon-
sibilities of the FOH "baby-sitter" to dive 
into the back of the desk to repatch 
inserts, the best strategy is to pre-patch 

inserts wherever they might be needed 
and leave them there for the day, bypass-
ing them as necessary. However, having 
enough compressors available so that 
they can all be left patched in is quite a 

challenge, especially because it may be 
advisable to have every vocal mic run-
ning through a compressor. One way to 
economize on compressors is to insert 

them on subgroups. But if several inputs 
routed to the same subgroup are playing 

at once, the loudest signal will pull all the 
other inputs in the group down when it 

hits the compressor, working against a 
mixer's attempts to balance and blend 
the elements in that subgroup. Group 
compression on a horn section or key-
board subgroup may make sense, but it 
can be counterproductive on vocals. 

Some engineers like to compress the 
kick drum, and while it goes against 

many engineers' mixing philosophy, it 
can help a marginal PA. keep up with a 
rockin' mix. If the subwoofers are being 
driven on an auxiliary bus or matrix out-
put, then this is a better place to insert a 
limiter, as it won't completely kill the 

drum's attack. 
Gates are perhaps less essential than 

compressors, but they can pose their 
own set of problems. Kick and snare 
drum gates are especially susceptible to 
mis-operation in festival situations, but 
many visiting engineers will insist on 
them out of habit, so it's better to have 
them patched and ready than to have to 
scramble at the last minute. I prefer using 
gates on toms only, but with some bands 
using four or more toms, a minimum 
complement of eight gates would be 
necessary to cope with double-miked 
snare and kick drums. 
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NEW RELEASES FROM 
Modern Recording Techniques 

Fifth Edition 

David Miles Huber and Robert Runstein 

FOCAL PRESS 

=> Still the most popular book on music recording 
among students, musicians, and audio engineers 

=> Covers all aspects of web audio: MP3, streaming, 
compression, and more 

!=> New companion website includes examples, demos, 
updates and discussions (modrec.com) 
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The Microphone Book 
John Eargie 

=> Comprehensive guide to microphones and their use 

c:). Fully illustrated with helpful diagrams, charts and 
equations throughout 

Coming Fall 200 I: Handbook for Sound Engineers, Third Edition 
by Glen Ballou 

Order from this ad and mention offer code FS09 
and receive 10% off your order plus free shipping!! 

To order visit our website at 
vvvvvv.focalpress.com Offer code 

FS09 

LEARN the ART of RECORDING 
You can get the practical, real-world skills needed to successfully start your career 
as a recording engineer or producer. For 27 years, thousands of students from the 
US and around the world have started their career at the Recording Workshop. 

• The Original since 1971 
• 8 Studio Facility / Latest Gear 
• Affordable Tuition 

• 
REC 
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• Hands-On Training 
• 3 - 6 Students per Class 
• 2 Month, 300+ hrs Training 

• On-Campus Housing 
• Job / Internship Assistance 
• Financial Assistance 

RECORDING WORKSHOP® 
Contact us for a Free Brochure: 

800-848-9900 or 740-663-2544 
www. re c C, rd j ngwa ricshcsp.c c•nra 
email: info@recordingworkshop.com fax: 740-663-2427 
455-X Massieville Road, Chillicothe OH 45601 

N.,. Ohio State Board of Proprietary School Registration #80-07-0696T, 

A bad product idea that I see all too 
often in live sound applications is the 
dual-purpose gate-and-compressor com-
bo unit. While these devices usually make 
acceptable three-knob compressors, the 
lack of tunable filters on the gate key 
makes them almost impossible to operate 
correctly. Carefully adjusted system band-
pass limiting is a better solution. 

ECHO...ECHO...ECHO 

Many festivals take place outside, so guest 
engineers will probably reach for the 
reverb knob more than they might 
indoors. Thoughtful assignment of aux 
sends to reverb inputs can mean that 
effects sends may need little adjustment 
between acts; unused return channels can 
simply be muted. Typical generic effects 
assignments include a gated reverb for 
snare, a plate for drums (or horns), a 
room for instruments and a hall for vocals, 
along with maybe a few cents of pitch-
shifting. Delay presets will give most engi-
neers something close to what they need 
for vocals, ranging from a short slap to a 

nice, long repeating delay. A few minutes 
spent testing the reverb sends and returns 

through the cue system to make sure they 
work will help calm the first guest engi-

neer who turns up the reverb send on a 
channel and gets no result. Just remember 
to bring down the return channel fader 
before unmuting it! 

Some engineers use the console's 
headphone output as a cue system, but 
others will prefer (and expect) a pair of 
powered speakers on the meter bridge. 
Be sure to insert an appropriate delay 
across the cue bus output to match cue 
signals with the sound from the stage. 
Without the delay, cued signals will be 
out of time with the rest of the mix, irri-
tating any audience members nearby. 

Good communication between the 

stage and FOH is essential, and it often 
makes sense to establish a personal 
two-way intercom between the FOH 
and monitor engineers. Using two lines 
in the return snake, you can easily set 
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Thinking of buying musical equipment? 

r• 

Since 1924, when Sam opened his 
first music store in Brooklyn, New York, 
musicians have come to rely on the 
Sam Ash family for the biggest selection, 
best service and guaranteed lowest prices. 

...It's 2001 and we're still rockin'! 

WIN ON 
THE WEB!!! 
Today's Hottest 
Music Gear! 

Get Your 
FREE 
samash.com 
Catalog! 

samasheo 
The on-line musical instrument megastore! 

1•800•4•SAMASH • www.samash.com 
Samash.com is part of the Sam Ash family of companies, including 30 musical instrument megastores nationwide. 
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The Industry's Widest Selection 

WHY waste time and money 
canvassing the country when one 

call to EAR will do it all? 

If you need complete digital 
workstation systems or computers 
and peripherals, 
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• Most Extensive Selection 
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• Leasing, Buy/Sell/Trade 
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with West L.A. Music's Philip Wolfe 

Funk legend, Rick James, 
with West L.A. Music's Derek Snyder 

Jazz keyboard legend, Flerbie Hancockfright), 
an early customer of West L.A. Music 

Illir—•-

t _ 
liegal 

., 
,4t 

West L.A. Music's Joel Bond with bassist, 
producer, and composer, Marcus Miller 

Producer, Phil Ramone, 
with West LA. Music's George Adjieff 

West LA. Music staff member 
with singer, Neil Diamona 
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up a Push-To-Talk (PTI) mic on each 
end and a small powered speaker at the 
other. Fidelity is a lot less important than 

the ability to talk directly to your 
onstage contact, and this alternative to 
the traditional headset intercom allows 
for much faster communications than 
donning a headset and waiting for 

someone to notice the flashing light, 
which may not be visible in daylight. 
Similarly, changing out the standard 
intercom headset for a phone-style 
handset at each end of the console 
makes it easier to get to the comms cir-
cuit in a crowded FOH compound. If 
the sound rental company has some 
video inventory, then it can also be use-
ful to set up a rostrum camera on- stage 
and a video monitor at FOH. Late-arriv-
ing stage plots and input lists can then 
be placed under the camera onstage, 
rather than being sent out to FOH by a 
runner. 

THE PERSONAL TOUCH 
So much for the hardware setup. Equally 
important for the success of a large festi-
val is the overall vibe among the crew, 
and an important part of the system engi-
neer's job is making the guest mixers 
comfortable. If possible, allow each 
guest engineer five minutes with a 
favorite vocal mic or CD so that they 
have some confidence in the overall 
system. 

Clearly label all the equipment with 
meaningful names in bold; neat hand-
writing is one of the surest ways to make 
things go smoothly at FOH. Large, neat 
labels allow guest engineers to familiar-
ize themselves with the rig by simply 

inspecting the equipment during a previ-
ous band's set. After each act's sound-
check, carefully remove the board tape 
from across the bottom of the faders and 
store it over the meter bridge, making 
room for the next mixer's strip. A gener-
ic festival input list should also be posi-
tioned just above the input channel gain 
knobs, along with the corresponding 
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snake channel numbers. Labeling the 

back of the desk in the same manner 
helps with troubleshooting and last-
minute changes. Remember, though you 
may be familiar with the console setup 
and bus assignments, guest engineers 
may be less confident. Make sure that all 
the main outs, aux sends and returns, plus 
the effects units themselves, are clearly 
marked with legible labels. Single-letter, 
single-number abbreviations for each 
channel are best, but any meaningful 
abbreviation is better than spelling out 

watch the insert rack to make sure gates 
and compressors are hitting their thresh-
olds reasonably. Walk the house to check 
on coverage and SPLs, especially in audi-
ence areas where managers and VIPs 
will be sitting. After all, when the system 
sounds great, the band will get the cred-
it, but when it sucks, the engineers will 

take the heat. 
Finally, give some thought to the 

items you will need to make yourself 
comfortable at FOH for one, two or even 
three days. My list includes a cooler with 

NOTES FOR GUEST 
ENGINEERS 

As a guest engineer at a festival, you 
should be realistic about your act's 

input list. And, because the actual 
input list order may be out of your 
control, present it as simply as pos-
sible by just adding up the number 
of each type of input: 10 drums, 

two bass, four electric guitars, one 
acoustic, five keyboard inputs, three 
horns and four vocals (including 
lead and drum vocal), for example. 
A stage plot will give the festival 
sound crew a clear indication of 
where each mic should go; if any of 
the usual inputs aren't required 
because certain songs won't be per-
formed, or because some of the 
usual instruments are not going to 
be used, then by all means strike 
them in advance. Additional mica 
for the kick drum, bass amp and 

spare acoustic guitar are all candi-
dates for elimination. In ideal cir-

cumstances, many engineers prefer 
to have control over individual key-
board inputs, but in a festival situa-
tion it may be more sensible to sub-

mix a large keyboard rig onstage, 
thus reducing the keyboard inputs 
to a simple left/right stereo pair (or 
even a mono instrument mix with 
an effects return). Quite apart from 
simplifying the input list, this option 
gives the player an opportunity to 
get sounds together by using head-
phones backstage rather than rely-
ing on a soundcheck. Of course, 
acoustic keyboard inputs that will 

be used by several acts, such as 
grand piano or a Leslie cabinet, 
should have their own dedicated 
inputs. 

Prepare for the possibility that 
there will not be a soundcheck. 
Veterans of summer festivals often 
work with the act to develop a spe-
cial arrangement for the first song 
on the set list. Sometimes called the 
European Sound Check version, 
this is simply an arrangement that 
builds from just kick and snare, 
with each new element adding in 
eight or 16 bars later. It is worth 
rehearsing ahead of time and will 
give everyone the comfort of a soft 
landing on a festival stage. 

—Mark Frink 

each name. Using paper rather than 
plastic tape is preferable, because it can 
easily be lifted and then replaced. White 
paper tape can be found at art supply 
stores and comes in 1-inch and half-inch 
widths (the narrower width is all there 
is room for on some consoles). One roll 
of tape and one Sharpie is never 
enough, because they will walk away. 

Hide your spares. 
While the band is onstage, you 

should do everything you can to make 
the guest mixer's job easy. For example, 

ice and liquids, sun block and a hat, a 
comfortable chair, sunglasses, a raincoat 
(hey, I live in the Northwest), SPL meter, 
space blankets, tape, bungee cords, 
tarps, a 4D Mag Light, and maybe a par 
can or two for work lights during the 
load out. 

Sound reinforcement editor Mark Frink 
has been system engineer/FOH baby-sit-
ter at the Britt Festival in southern 
Oregon for the past four years. His new 
e-mail address is mix@markfrink.com. 
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Riding high in the saddle with a chart-topping single,"Ain't Nothing 'BoutYou," 

Brooks & Dunn have been out on a tour to promote their seventh album, Steers 

& Stripes. Stopping in about three dozen cities before the tour wrapped in 

Aggust, the 12-bus, 8-truck production mostly followed the shed circuit, but 

?flex caught the show at Portland's Rose Garden, one of the several arenas on 

the itineyiy. 

Three support acts contribute to over five hours of non-stop entertainment, with 

an Academy of Country Music all-star line-up appearing on the multi-level stage. CMA 

Album of the Year winnerToby Keith is on the bill, plus the act that briefly dethroned 

Brooks & Dunn as Duo of the Year—Eddie Montgomery (John Michael's brother) and 

Troy Gentry CMA's Top New Male Vocalist Keith Urban is the first male country artist 

from Australia to have a Top 10 country single in the States, and Cledus T Judd, coun-

try's version ofWeircl Al Yankovic, appears between sets to spoof country hits and pro-

vide comic relief. (In Portland,Judd was absent due to his mother's illness—we wish 

her a speedy recovery.)The traveling circus even includes a"HonkyTonk Hall of Fame" 

midway exhibit that sets up outside the venue—attractions include shorts supposed-

ly worn by Elvis at his military physical and a piece of Patsy Cline's plane wreckage. 
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Featuring multiple video screens, confetti cannons, and a 

special lighting and set design, this traveling big top with rock 
'n' roll production values was put together by production 

manager Randy "Baja" Fletcher and tour manager Scott 
Edwards. Sound Image, of Escondido, Calif., who have sup-
ported Brooks & Dunn for the past seven years, once again 
provided sound services. 

Tommy Welch mixes FOH for Brooks & Dunn on a Midas 
XL4. Eight years ago, when Bob Butler was mixing FOH, 
Welch joined as an over-qualified stage tech during a hiatus 
from mixing FOH (brought on by one too many Sawyer 
Brown outings). When Butler passed on a few years back, 
Welch stepped in to fill a big pair of shoes not a day goes 
by that the crew doesn't think of Butler, and you can feel his 
spirit looking after the production. 

Welch's mixing effects include a IC Electronic M2000 dual-

effects processor, which he uses as both a vocal reverb and 
doubler or chorus, depending on who is singing lead. "I'm 
kind of a minimalist when it comes to effects," explains Welch. 
An Eventide H3000 finds use on the backing vocals, and 
Welch also uses a pair of Yamaha SPX990s for instrument and 
drum reverbs, which are cued for program changes via MIDI 
from the Midas. Inserts include Drawmer 1960 compressors 
and 1961 equalizers used on vocals, kick and bass guitar, and 
Welch uses BSS 901 dynamic equalizers to help sit the acoustic 

instruments in a very active mix. 
Dave "Hud" Haney mixes monitors on a Ramsa SX-1A that 

he calls "a tank," no doubt referring to its roadworthiness 
rather than its handling characteristics; Haney reports that 
blind listening tests showed the Ramsa rnic pre's to be the 
sonic equal of those in the FOH XL4. Haney manages in-ear 

mixes for 10 musicians onstage, and the entire band is fitted 

with the latest version of Future Sonics' single-driver in-ear 
monitors (IEMs). Six of the wireless systems, plus a spare and 
a cue mix, are Shure models, and Haney prefers the older 
PSM 600 model to the newer PSM 700. "The 600s sound bet-
ter when they're driven hard," he explains. 
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Brooks & Dunn FOH crew: crew chief Pete McDonough, left, 

i0f1 engineer Tommy Welch, center, and stage tech Jon Garber, right. 
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To even out the ear mixes, Haney uses dbx 
Quantum processors as 4-band compressors. "The 

ear monitors tend to eat up a lot of bottom end ener-

gy, but you don't get that back into your head," 
Haney explains. He squeezes the lows and also the 
high-mid band, narrowly around 100 Hz and 2.5 

kHz, to keep them from loading up at those fre-
quencies. "Then, depending on the instruments in 
each mix. I use the other two bands to compress the 
hottest frequencies," he adds. Haney also uses the 
onboard parametric EQ to customize the response 
for a couple of players who like their mixes bright-
ened up above 5 kHz. 

Four Lexicon PCM 80s and a PCM 70 are used as 
dedicated effects in the monitors. While the unit used 
for drum reverb is traditionally set up, being fed from 
the last pair of aux sends, the other reverbs are fed 

from channel direct outs and act as dedicated vocal 
reverbs for Brooks, Dunn, and backing vocalists 
Dwain Rowe (keyboards) and Tony King (rhythm 
guitar). A Yamaha REV500 is similarly used as a ded-
icated reverb for acoustic guitars. Haney also has six 
channels of Drawiner 1960 compression inserted on 
the vocal, kick and snare drum inputs. 
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Drummer Scott Hawkins also gets his 

hardwired in-ear mix supplemented with 
a pair of throne-mounted Aura shakers 

and a JBL single-18 sub. These are mixed 

and EQ'd through a Midas XL42 pre-amp, 
with the direct outputs of both the kick 
drum mic and kick drum trigger fed to 

the XL42's 2x2 mixer inputs. 

Haney also uses a Midas XL42 to 
manage the stereo FOH mix that gets 

sent to the sidefills, which consist of 

• 

'1 

• 

Sound Image Series V enclosures plus 

two double-18 subs. Thus, even if 
Ronnie Dunn pops an in-ear monitor 

out, he can still hear Welch's FOH. 

Originally, Haney had set up a discrete 

monitor mix for sidefills. "You get to 
where you're blowing away the front 

few rows," Haney explains, "and it 
would tend to be mostly lead vocals and 
kick drum." Using the house mix ensures 
that audience downstage-center gets the 

same mix as the rest of the audience, 
and the sidefifl leakage obviously does-
n't upset the FOH mix, because it's 
essentially the same. 

Brooks and Dunn both sing through 

AKG C-420 headset mics and an AKG 

900 Series Broadcast wireless system. 

Haney and backline tech Jeff Kersey use 
Brooks & Dunn's spare mics to commu-

nicate, and the talkback system also 
includes an open mic that band leader 
Danny Millener uses to channel other 

musician's requests to Haney during line 
check Drummer Hawkins also has a 

headset mic that's briefly opened when 

he counts off songs. Haney says talkback 

is the most important part of a stage that 
relies entirely on in-ear monitoring. "If 

you don't do it properly, it can quickly 

drive you crazy," he adds. 

Other mics used onstage include an 
AKG D-5600 in the kick drum, Shure 
SM57s on snare and toms, AKG C-460s 

on hi-hat and ride cymbals, while stereo 
C-4000s are employed for overheads. 

e 

Backing vocalists sing into AKG C-5600s. 

Lead guitarist Lou Toomy's Vox AC30 is 
the only live amp onstage and is miked 

with a 57. The rest of the musicians' 
instruments are fed direct, with Line 6 

Pods employed for Millener's bass, 
King's rhythm, Troy Klontz's steel, 
Charlie Crow's lead and Kix Brooks' 

electric. All musicians who go cordless 
use AKG wireless systems, which Haney 
claims to be the best. 

Haney chooses not to use audience 
mics for the in-ear mixes, not just 

because his 56-input desk is loaded, 

but because he found the added ambi-

ence tended to irritate players and put 

more "kack" in the mix, even when 
properly managed with a volume 

pedal. "There's enough open mics 

onstage that there's plenty of ambience 
in the mix to hear the crowd roar," he 

notes. And roar they do. 

Sound Image provides a variety of 
consoles on this tour. Steve Law mixes 
fellow Aussie Keith Urban's set on a 

short-frame PM 4000, which sports a 
pair of Tannoy System 800A active 

monitors on the meter bridge, 
while Mark Miles performs monitor 

chores on a Ramsa WR-S840. Allan 
Sullivan mixes Montgomery Gentry 

on half of a Gamble EX56, and Jeff 

Grenninger employs a Midas Heritage 

3000 for their monitors. Dirk Durham 

mixes Tobey Keith's set on the other 
half of the Gamble EX, and Barney 
Castro works a Yamaha M3000 for 
monitors. 

Sound Image crew chief Pete 
McDonough is assisted by system tech-
nician Chuck Bogard and stage tech Jon 
Garber. The main speakers are Sound 

Image's flagship JBL-loaded G-5 carbon-

composite enclosures powered by QSC 
Powerlight 1.8 and 4.0 amplifiers—I first 

heard this system several years ago on a 
Melissa Etheridge show and had forgot-
ten how good it sounds. Sound Image 

G-2 two-way boxes are positioned 
underneath the hang for downfill, and a 
dozen dual-18 carbon subwoofers are 

ranged on the floor. 

System tuning is effected by TC 
Electronic 1128 equalizers and a 6032 
motorized fader remote head. Welch 

shares this gear with the other FOH 
engineers—each is assigned 10 memory 
locations to organize their settings night 

to night—though it seems that there is 
much cooperation and sharing of 
thoughts on system EQ. 

Brooks & Dunn's set opens with a 

clown on stilts, fire-eaters juggle flaming 

sticks, a cowboy twirling a lariat and 

tour-rigger Michael McDonald dressed 

like Buffalo Bill rappelling down head 
first from the grid. The duo stays amped 

up for most of the show, but halfway 

through the set, in an acoustic segment, 
Dunn leaves Brooks on his own to per-
form "You're Gonna Miss Me When I'm 

Gone," dedicated to late NASCAR hero 

Dale Earnhardt. On "Neon Moon," 
Dunn's custom guitar lights up with a 
light blue crescent that matches the trim 

on the stage risers. The entire tour is 

sponsored by Gibson, and there is a ver-
itable side-stage Guitar Center. Country 

music lovers won't want to miss this cir-
cus as it meanders through the Midwest 
this month. 

Mark Frink is Mix's sound reinforcement 
editor. 
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Joe Jaeioand bnd took tc the theaters 
from Nave ber 2040 through April 20151; 

to promote Jackson's most recent release, 

Night and »Day II. Drawing from his large 

and eclectic repertoje, Jackson led his 

band through material from both the 1982 

and current Night and Day albums, 

reached back to his debut 1979'n7.ok 

Sharp!, and played a career-spanning se-
lection of jazz, big band and jumpin' jive 

nul• Tibers. Mix caught Jackson's well-re- 

ceivele;show at San Francisco's Warfield 
Theater iketpril. Audio equipment for the 

Joe Jackson • rovided b (Mary-

land Sou H engineer Al 

with JoeJackson 
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udience. Hatipoike.9 ara-shy 
e nee ill edif eele ro r one of the best-

sbtinding shows on the road today. 
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All the vocal micrjpbones are Shure Beta 876;:tf, r 
while the rest of the microphones are a mix of AKG, 
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Shure, Sennheiser and Audio-Techpica models. 
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Monitor engineer Mike Prowd.a is using a Midas Herita console to mix , 

in-ear monitors for the entire band, all of whom are using Fut.; ics models. 

"There are a couple of pieces of gear that I really like to Use: SU y s P-rowda, 

naming the single-channel Summit TI.A 100 tube compressoi as on example. "I 

love the Summit on vocals,' he says, "and generally spec it for my lead singers." 

- ...Jr:" 

Drum/percuscion tech John "AtV:3M 

MSI audio tech Ishai Ratz (pictured left with 

lkeyboard/bass tech Peter Danilowicz) assists FOH engineer 

,e K Tuc' er ancfmonitw engineer Mike Prowda. 
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NEW PRODUCTS 

RE111 SOUDD 11E1[1[000E1T PRODUCTS 
SHURE DIGITAL PROCESSOR 
Shure's (wwvv.shure.com) P4800 system 
processor is a 4-in/8-out digital matrix of-
fering a wide range of EQ and dynamic 
control functions that can be inserted 
almost anywhere in the signal chain. The 
single-racicspace device connects to a 
standard PC, enabling system configura-
tion via an intuitive drag-and-drop graph-
ical user interface. The PC software also 
provides full monitoring capabilities, and 
its front panel adds LED I/O ladders. DSP 
functions include Shure's DFR automatic 
feedback reducer, several EQ options, 
comprehensive dynamics control and po-
larity reverse. Onscreen resource meters 
monitor DSP power and delay memory 
availability. Compatible with Panja/AMX 
and Crestron control systems, the unit is 
equipped with RS-232 and RS-422 ports. 

Price: $2,665. 

APOGEE POWERED SPEAKERS 
Apogee Sound International (www. 
apogeesound.com) intros a line of speak-
ers all featuring integrated amps and con-
trol electronics. The switching-style amps 
(all systems are bi-amped) are capable of 
matching the distortion levels and distor-
tion characteristics of higher-grade linear 
amps. New models include: the APL-500 
(based on the AE-5); the similar APL-220, 
which includes a 2-inch exit Neodymium 
HF driver; the APL-800 (similar to the 
non-powered AE-8); and the APL-110. A 
companion line of powered subwoofers 
use AB-Class amps with switching-pow-
er supplies, a technique said to offer son-
ic quality comparable to Class-D switch-
ing amps. The powered subs include the 
APL-10 (similar to the non-powered AE-
10), the APL-12 (similar to the AE-12) and 
the APL-SB (similar to the AE-SB). 

AKG HEADSET MIC 
The C-177 NIVR microphone from AKG 
(www.akg-acoustics.com), a lightweight 
headset version of the company's CK-77 
WR, positions the microphone element 
closer to the performer's mouth than is pos-
sible with traditional placement in the hair-
line or clothing. Featuring a dual-diaphragm 
transducer designed to reject noise. the C-
477 WR's hermetically sealed capsule makes 
the transducer water- and perspiration-re-
sistant; an additional foil-drip ring protects 
against makeup. A flexible band of steel 
tubing allows the inic to be custom-fitted for 
any user, and the mic boom is available in 
left- or right-side versions. The AKG C-477 
WR is supplied in black or beige tones with 
Switchcraft connector or stripped leads. 
Price: $492. 

HELPINSTILL PIANO PICKUP 
RETURNS 
Absent from the market for 16 years, the 
Helpinstill Piano Pickup is back in produc-
tion from the original manufacturer (www. 
helpinstill.com). The Helpinstill is a unique, 
patented system to provide an isolated sig-
nal from the piano by using magnetic pick-
ups to sense the strings. In 1981, founder 
Charles Helpinstill sold the company to pur-
sue his own musical career (as Texas piano 
artist Ezra Charles) hut re-acquired the 
patent rights and tooling when the compa-
ny shut down in 1985. The company has 

restarted production and is 
shipping the new Model 
120 Helpinstill Piano Sensor, 
which retains the original 
features but simplifies the 
controls. Price is $550 (the 
same as in 1980). 

REDWOOD 
SUB WOOFER 
AMP 
Redm ood \ I sic 
Corp. (vv\N. red 
woodmusic.com) 
offers the VS34 
Power Plus high-
powered amp, the 

latest addition to Redwood's STK pro au-
dio product range. Featuring a 3,400-watt 
power output rating, the VS34 is de-
signed for driving subwoofer arrays with 
800 W/channel (8 ohms), 1,250 W/chan-
nel (4 ohms) and 1,700 W/channel @ 2 
ohms. Based on digital-switching tech-
nology, the VS34 features multistage 
power supplies for solid, on-demand LF 
response. The front panel has level con-
trols, a power switch and LED power/ 
clip/protect/bridge/signal presence indi-
cators. The rear panel inputs are '4 inch 
and XLR; outputs are binding post and 
Speakon connectors. Recessed switches 
engage limiter, 30-50Hz LF filters and 
Bridge mode. The 34-pound amp retails 
at $ 1,795. 

Q5C INTRODUCES RAVE/S-24 

QSC Audio Products Inc. (www.qscaudio 
.com) has introduced RAVE/s-24, an en-
hanced version of the RAVE digital audio 
transport system. New features of 
RAVE/s-24 include 24-bit/481cHz A/D con-
verters, non-volatile memory and parallel 
output capability. To accommodate the 
new RAVE/s-24 model's 24-bit digital au-
dio bandwidth, CobraNet networks can 
be configured to transmit seven channels 
of 24-bit audio instead of eight channels 
of 20-bit audio. Network parameters may 
be configured with an SNMP editor, 
and a Variable Persistence feature 
stores all management interface vari-
ables. A parallel output ca- A 
pability allows the outputs 
of two RAVE analog units 
to be combined, eliminat-
ing the need for addition-
al mixing hardware. 
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THE LINE IS DRAWN 

Anyone can make a line array. 

But a full bandwidth, powerful, easy-to-work-with liine array system that hangs 
nearly vertical yet covers from -90° to + 12° (from 20 to 300+ feet), can be tuned 
by ear, and packs in blocks of four on a caster pallet 45 inches wide (the same 
size as a standard road case)? 

Only EAW. 

Visit www.eaw.com/760Chronicles for more information. 

rEASTERN ACOUSTIC WORKS I 

The Laws of Physics I The Art of Listening 

One Main, Street, Whitinsville, MA 01588 

800 992 5013 / 508 234 6158 

www.eaw.conn 

&WV is the worldwide technological and market leader in the design and manufacture of high performance, professionalloudspeaker systems. 
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NEWSFLASHES 
TOURS, INSTALLATIONS, UPDATES 

1
 r I he Academy of Television Arts 
& Sciences has upgraded the 

sound system in the 600-seat 
Leonard H. Goldenson Theatre in 
North Hollywood, CA. Under the di-

rection of industry-leading contrac-
tors Soundelux MTS, JBL's Custom 

Shop built five special, high-output 
versions of JBL's ScreenArray'" cine-
ma speaker and 12 custom surround 
speakers. In addition, subwoofer 

systems driven by 16 Model 2242H 
18-inch transducers were installed 

behind the screen...Midas' Heritage 
3000 won the LIVE Awards Best Au-
dio Console category for the second 

year in a row. More than 300 Her-
itage 3000 consoles have been sold 
since its launch less than two years 

ago. In other Midas news, the Fox-
woods Resort Casino based in 

Mashantucket, CT, has taken delivery 
of a 56-channel Heritage 2000 for its 

premier venue, the 1,450-seat Fox 
Theatre...Bruce Jackson, sound de-
signer of the Opening Ceremony for 
the 2000 Sydney Olympics, won a 

Best Sound Design award at the inau-

gural Helpman Awards. The awards 

are given by the Australian Enter-
tainment Industry Association (AEIA), 
and the Sydney Opening Ceremony 

was nominated in five categories... 

Electro-Voice's new X-Line line array 

system made its UK debut with a se-

ries of dates for Richard Ashcroft at 
the Brixton Academy. Robbie Mc-

Grath engineered the 9-piece band on 
a Midas XL4 supplied by ML Exec-

utives...Special Event Services of Win-
ston Salem, NC, purchased a substan-
tial NIDCOAlpha touring rig for use on 

a national tour with 3 Doors Down. 
Seventy-two enclosures (28 stacks) 

are being delivered in two shipments. 
Seattle's Show Box Theater is also in-

stalling a NEXO Alpha system for au-

dience coverage at the 1,000-seat 

ballroom-style concert hall ...Two 
new touring productions of the mu-

sical Saturday Night Fever are using 
80-input Cadac J-Type production 

consoles. The J-Types, which are on 

tour with both UK and U.S. produc-

tions, handle radio mic and sound ef-
fects routing, MIDI sequencing, pro-

cessing and digital submixing. Sound 

design is by Mick Potter... Electro-

Voice has introduced the Sound-
Advice program as an added service 

offered by the company's technical 
services group. As well as providing 

traditional technical support, the 
SoundAdvice team will offer design 

assistance and sophisticated room 

and cluster modeling and measure-

ment capabilities.. Two Soundcraft 
consoles—a 56-channel Series FIVE 

JBL Professional Custom Shop ScreenArrayspeakers at the Academy of Television Arts & 

Sciences Leonard H. Goldenson Theatre 

and a 56-channel SM20—have been 

installed as part of an $11 million 
restoration project at the Lucas The-

atre in Savannah, GA. NBC's The To-
night Show with Jay Leno has also 

taken delivery of two Soundcraft 

consoles-52- and 44-channel Se-

ries FIVE Monitor models—for cre-

ating monitor mixes for both guest 
musical groups and the house band. 
And La Zona Rosa, an Austin, TX, 
live music venue, is using a Sound-

craft Series FOUR at FOH...Sound 
system design, installation and rental 
company Sound Investment has pur-
chased its fourth Turbosound Flood-

light system, a six TLH-760H, 12 

TSW-72 sub rig. The company has 
also specified a combination of 

Floodlight and custom Turbosound 

components for state-of-the-art 
sound at Fuel, a new dance club in 

Miami's Warehouse area. The Fuel 

system will include eight TSW-124 
sub cabinets, 12 TSW-718 double-

18-inch cabinets and four hanging 

clusters of two TFL-760HS skeleton 
Floodlight enclosures, complement-

ed by four custom HF arrays de-
signed by Sound Investment...Cue-
Productions of Concord, CA, recently 

installed 12 AKG WMS 300 UHF wire-
less microphone systems in West Val-

ley College's recently refurbished 
theater in Saratoga, CA. CueProduc-
tions sound designer Carole Davis 

also specified a number of AKG CK-

77 WR Series lavalier microphones... 
XTA Electronics' SiDD won the Gold 

Award for Audio Product of the Year 

at the 2001 LIVE! Awards, which are 
voted on by LIVE! magazine's read-

ers...Crest power amplifiers were 
chosen for Utopia, the largest free-

standing nightclub/disco on the Las 
Vegas Strip. The five types of Crest 
amplifiers used in the rebuilt club (it 

burned down last summer) include 

Pro 9001, Pro 8001, Pro 7001, Pro 

.1801 model, plus a CA-12 to pow-
er the DJ's monitors. 
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Producer Walter 
Afanasieff ( left) and 
chief engineer David - 

Gleeson at the Sony 
Oxford console at 
Wally World. 

Legendary Audio Producer 
Walter Afanasieff Invests 
in Oxford and DMX-R100 
Consoles 



SONY 
"Awesome.You totally forget you're using a digital unit." 

- FRANK FILIPETTI, Grammy Award Winning Engineer/Producer 

"The cleanest reverb I've ever heard." 
- BOB LUDWIG, President of Gateway Mastering and DVD, Les Paul Award Recipient, and 9-time TEC Award Winfler 

"The sonic quality was astounding." 
- DAVID HALL, Independent Recording Engineer, as quoted in the December 2000 issue of Pro Sound News 

THE BEST REVERB? 

A MAUER OF OPINION. 
MANY OPINIONS. 

"...the best sounding reverb, 'out of the box,' 1 have ever heard.. incredible sounding." 
- DAVE WILKERSON, Owner, Right Coast Recording, Inc. 

"Never have I heard this kind of resolution in any type of reverberation device." 
-TOM JUNG, as quoted in the December 1999 issue of Pro Audio Review 

"Will sell itself to you and your clients within the first 15 seconds." 
- BOBBY OWSINSKI, as quoted in the October 2000 issue of Surround Professional Magazine 

RoorAl 1:LRI2IL 0.Wms] 

The Sony DRE-S777 digital reverb astounds everyone who hears it. Why? Because each effect incorporates the actual timing, amplitude and 

frequency response of natural reflections in a real acoustic space.The DRE-S777 gets its power from a massive parallel array of Sony 32-bit DSP chips, 

delivering 1,000 times the processing power of ordinary reverbs. Reverberant spaces are stored on CD-ROMs that bring you studios, churches, 

concert halls and natural spaces from around the world. And with Sony's new optional sampling function software, you can even capture acoustic 

spaces of your own choosing! Form your own opinion of this important development. Call to order your Free Demonstration CD and VHS tape. 

LU DRE-S777 
I -800-472-SONY ext. S777 

www.sony.com/proaudio 
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Sony Elecitrgrgie,s Introduces 
,IDRP-A3_-) Pc-mereci Mixer 

Sony Electronics has debuted the SRP-X351P powered mixer. The new 
audio/video mixer power amplifier is designed for a wide range of 

applications ranging from corporate boardrooms and conference 
rooms to houses of worship and sports/karaoke bars. 

"The SRP-X351P incorporates a number of powerful features," 
reports Paul Foschino, marketing manager for professional audio prod-

ucts of Sony Electronics' Broadcast and Professional Company. "Cost-
effective and flexible, the unit incorporates many the key elements of an 
outstanding presentation system within a rugged, compact design. A 
particular strong point of the X351P is a built-in audio/video switcher 

that facilitates easy selection of a video source and its corresponding 
audio." 

The SRP-X351P also offers four balanced XLR mic channels with 

switchable 48V phantom power, three stereo line inputs, and stereo and 
master record outputs. It also includes echo send and mic group outs, 
which allow for flexible system configuration and easy expansion. 1Wo 
plug-in slots, located on the back of the unit, can accommodate Sony's 
UHF tuner modules (WRU-801A or WRU-806A) with a built-in antenna 
divider. 
Additional key features include: 
• master inserts (allow insert of various signal processor options to be 
used on the main master or mic group); 
• comprehensive remote functions: supplied wireless remote control, 
RS-232C remote interface and Control-S in/out; 
• simple front-panel controls; 
• 170W per channel power section; and 
• compact, rack-mount chassis (standard 19-inch rack mount and 
3U high). 

The SRP-X351P is available for a suggested list price of $ 1,299. 

Sony Pro Aud4) Hosts 
DIVV-Pcirici Open Houses in W(0. LA 

Sony Professional Audio recently hosted DMX-R100 open houses in 
New York and Los Angeles as part of a series of events designed to 
familiarize industry pros with the powerful new digital mixing console. 

In L.A., pictured (Pr) at the R100 are 
producer Bruce Botnick, Hideyo 
Takeuchi, president of Sony Sound 
Communications, Inc., and Brant 
Biles, partner at Bob Margouleff's 
Mi Casa Multimedia. 

Over 500 units have been sold to leading recording studios, broadcast 

facilities, production and multimedia houses, and live clubs around 
the world since the unit began shipping in October 2000. 

At the console during the NY open house at the Sony 550 Madison Ave. Oxford 
Demo Suite are: James Ryan, Rampage Music (left) and Sony Professional Audio 
regional manager Andy Munitz. Pictured left-to-right at rear are: Don Sternecker, 
Mix-O-Lydian Studios; Jeff Peterson, Howard Schwartz Recording; Paul Avgerinos, 
Unicorn; Jim Mageras, Surroundedby Entertainment; Fritz Lang, Metropical Studios; 
Sony regional manager Tim Deiwallis (standing); Peter Buccellato and Paul Weisz, 
Lower East Side Studios; and Luke Furr, president, Bay Roads Marketing. 
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LAUNCH Media, Inc. (Santa Monica, Calif.) has purchased two Sony 
DMX-R100 digital consoles for their new production stuclios in New 
York City The first R100, which went online in late February, is being 

used to record and produce exclusive artist interviews and perform-
ances. The second board is 

slated to go online in late 
spring. The company's 

multimedia innovations 
includes LAUNCH.com, a 
popular Web site that pro-
vides visitors with a wide 
selection of streaming 
audio, the Web's largest 
collection of music videos, 

artist features, and music 
news, and LAUNCH on 
CD-ROM, which features 
music performances and 
interviews users can con-
trol in an unique, interac-
tive environment. In addi-
tion, LAUNCH syndicates 
its audio, music, and enter-
tainment content through 
LAUNCH Radio Networks 
to over 1000 radio stations 
across the country. 

"The R100 helps with all the content we produce in New York," 
describes Ian Dittbrenner, director of audio at LAUNCH Media. "We 
use the board for everything from Pro Tools production to tracking tal-
ent via ISDN for relays to studio interviews and performances. The 

console has proven itself, and we are impressed by its ease-of-use, 

sonic clarity, DSP, memory, recall of snapshots, and EQ/dynamic 

range. 
"The flexibility of the R100's internal routing has enhanced the 

way we work," continues Dittbrenner. "The snapshot automation 
allows us to juggle various 
projects simultaneously, 
and we can run it all from 
the touch panel. The board 
has helped increase our 
productivity and allows us 
to work with a tighter pro-
duction staff. Sony also 
offers incredible support 

for their products. They lis-
ten to suggestions, and 
that makes us confident 

that the features we will 
need in the future will be 
added." 

LAUNCH'S audio 
engineer in New York, 
David "Mager" Lacey, has 
already used the R100 to 
record a vast array of inter-
views with a variety of high 
profile artists. 

"The R100's flexibility 

LAUNCH Media 
audio engineer 
David "Mager Lacey 
at one of the 
company's two new 
Sony DMX-R100 
consoles 

and strong feature-set makes it a perfect tool for a creatively diverse 
company like LAUNCH Media," comments Courtney Spencer, vice 

president of professional audio products at Sony Electronics' 
Broadcast and Professional Company. "We are pleased that the con-
sole is being used on such progressive multimedia ventures." 

L.A. Studios I„Jpgr10,p,_ 
wIrs-1 iO1 [DIVIA-11 100 

Implementing the first step in a two-year plan to upgrade and 
renovate each of its six audio suites, L.A. Studios has chosen a 

Sony DMX-R100 digital console for Studio D. Scheduled for 
installation in the spring, the R100 will be operated by engineer 

Paul McGrath and used on a variety of short- and long-form 
projects for major motion picture studios and advertising 

agencies. 
L.A. Studios president Jesse Meli and chief technical advisor 

Keith Scheyving saw a prototype of the R100 at last year's NAB, and 
have continued to monitor the board's progress. "It sounds great," 
comments Meli. "And its compact design will afford us additional 
space to make our rooms more video friendly for our clients. The 

R100 is currently set up in our tech shop so that our engineers can 
totally familiarize themselves with it. It seems to be a hit." 

"The R100 has a good monitoring section and more aux sends 

than most digital consoles," adds Scheyving. "Overall, it's a really 
flexible board with an incredible built-in router. It provides superi-
or automation that works well with our Pro Tools- systems. This is 

critical because we do a lot of remote recording to ISDN." 
"Paul ( McGrath] loves the R100," concludes Meli. "If he 

could run a session from the shop right now, he would. If 
everything goes as well as expected, we will investigate purchas-
ing multiple units." 

"L.A. Studios is a leader in the audio postproduction indus-
try, and we are extremely pleased with their decision to purchase 

an R100," adds Courtney Spencer, vice president of professional 
audio products at Sony Electronics' Broadcast and Professional 
Company. "The console's flexibility and ease-of-use makes it a 
perfect choice for a facility that services such a wide spectrum of 
demanding clients." 
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:i  KUHT audio specialist 
12tbualas Robertson at the ry DMX-R100 console. 
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KUHT/Houston Public:; 4 
Television loves the 
DMX-R100 so much 

that they bought three 
• of them. 

ICUHT/Houston Public Television, the first non-commercial television 
station in the U.S., has purchased three Sony DMX-R100 digital con-

soles for its new facility on the University of Houston campus. The first 

R100 is currently online in the complex's Studio 1 production room. A 

second unit is slated to go online this summer in another production 

suite, and the third R100 will be used in an audio sweetening postpro-

ductMn studio scheduled for construction in the fall. 
"We desperately needed to upgrade our audio mixing equip-

ment," reveals Andy Anderson, director of engineering and operations 

at KUHT, which broadcasts a daily news/public affairs 

show as well as documentaries, live programming, 

membership drives, and other productions. "We chose 

the R100 because it was cost-effective, compact, and 

offered a great deal of capability The fact that the con-

sole has 48 inputs assured us that it would meet all our 

requirements. We also needed a unit that had limit-

ing/compression on all the channels." 

"The R100 is a dream," states Douglas Robertson, 

audio specialist at KUHT. "The first of our three boards 

replaced a digitally controlled analog board from another manufactur-

er. Right off the bat, the R100's footprint was smaller than the control 

surface of the original console, not to mention its eight-foot rack of 

mixer electronics and switch points." 

According to Robertson, PBS affiliates are often caught in the 
conundrum of adhering to the highest broadcast standards and the 

lowest broadcast budgets. "The R100 solved this problem," he explains. 

"We bought three for less than the base, no frills price of any of the all-

analog industry standard broadcast mixers available today. We could 
have bought six for the cost of competitive digital mixers. The R100's 

extensive feature-set, which includes dedicated, simultaneous 5.1 and 

stereo monitoring and mixing, 8-pin machine control, input and out-

Houston PBS 

put routing matrixes, and snapshot and dynamic automation, would 

have cost extra. Plus some of the options, like delay per channel, might 

not have been available at all." 

Robertson describes himself as an audio department of one: 

"Frankly, most a the actual audio assignments are accomplished 
by employees whose reason for living is not audio," he explains. 
"Usually, I design the setup, do the install, train the assigned oper-

ator, and move on to the next project. The snapshot automation in 
the R100, combined with the input and output router, eliminates 

the need for operators to do complex patching, 

troubleshooting, and setups on their own. They just 

call up the snapshot and go right to min and play-

back source checks. 
"In addition." Robertson elaborates, "there isplen-

ty of memory for operators to customize their own 

snapshots. With the built-in floppy, they will be able to 

export those setups to other R100's as they come 

online. So, instead of having to train operators and pro-

ducers on the distinctions between different boards 

and dealing with the preference of one control room over another. I 

only have to train an operator on one mixer and they're good to go on 

any air board in the plant." 
Referring to the flexibility of the aux bus control as "nothing 

short of revolutionary," Robertson is "thrilled" that mix minuses 

are no longer complex thought experiments. "Inherited from the 

big brother Oxford, you can can up the bus on the faders, turn up 

the ones you want the talent to hear, pull out the talent's channel 
and anything else you don't want to send, and you're done," he 

states. "The comprehensive talkback features make cueing talent 

through the mix minus bus super simple. 
continued on page 198 
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NBC recently installed a Sony OXF-R3 Oxford digital console in its 
Studio BA's music room — the home of Late Night with Conan O'Brien 
— at NBC's 30 Rockefeller Plaza headquarters in NewYork City 

We are extremely pleased that NBC has recognized the benefits 
the Oxford console will provide for the production of the Conan 

NBC engineer Jim Starzynski 
(canter) with Somy's Andy 

Munitz (left) and Sony's Terry 
Mutely in the NBC Oxford 

console suite. 

111',1111 1111111 IMII 

SOUNDBYTE: Why did NBC choose the Oxford console? 

JIM STARZYNSKI: The Oxford was one of a handful of consoles 

that were in the running for installation in the Studio 6A Music 

Room. It replaced a top-end analog console that had served us 

well for years. The Oxford digital console brought us the 

enhanced features we were interested in. 

Oxford had also established a firm track record in the 

recording business and with mobile units. This, along with a 

positive experience with another Oxford during the surround 

sound DTV broadcast of an All-Star Game in February 2000, 

helped make our decision easier. 

What benefits does a late-night live show derive from having 

an Oxford? 

Snapshot resetability helps us by allowing instantaneous setups 

between rehearsal and air. Instant recalls also allow customized 

settings for a particular band that previously had to be accom-

plished on different sections of the console. Now each and every 

mix can occur from the sweet spot of the console. 

How is the automation used in this live setting? 

Resetability is used all the time to change setups from band to 

band. Dynamic automation is used to integrate dialog and 

audience microphones from the main broadcast mix if a band 

remix is required in postproduction. This capability is a step 
beyond what we were used to with our previous analog con-

sole, and it speeds up the entire show's production process 

tremendously. 

O'Brien show," says Courtney Spencer, vice president of professional 
audio products at Sony Electronics' Broadcast and Profeioned Corn-
pany. "The Oxford's efficient user interface should be a perfect match 
for the fast-paced production capabilities this show reqtdres. ' 

The following is a Q&A with Jim Starzynski, principal engineer. 
audio tedmokigies and practices, NBC technical 
plar_ning and engineering. 

What specific features does NBC like about the console? 

The dynamics section of the console is well thought 

out, and virtually all the features within it are easily 

accessible by the mixing engineer. Every function can 

be easily adjusted, without having to page through 

anything, and requires minimal button pushing. 

Discuss the instant total recall capabilities and how it 

applies to the show and the bands. 

We can easily store mixes and recall different setups by 

just toggling through memories. Stored macros make 

this really fast and easy to do. This type of resetability 

makes a complete board reconfiguration almost 

instantaneous. 

Was the board customized for any specific video/tele-

vision requirements? 

Because we have an external communication system in the stu-

dio, we were able to work with Sony on a modification to the 

talkback section. This change let us use the talkback buttons to 

engage a video monitoring switcher to change the input to the 

picture displays in the room. 

The console is also set up to read and display "time of day" 

timecode while still being able to handle specific timecode 

played back from a multitrack session. 

How much of the onboard compression/EQ is used? 

Almost every channel's dynamics section is used. Because of 

this, there's little need for the master compressor on the 2-mix at 

the main output of the console. The gates come in very handy as 

well as the compressors. The dynamics section is one of the best 

thought-out features of the console. 

The panels are well-designed, easy to reach and control, 

and the electronics are clean. 

Why is it superior to previous console? 

The architecture of a digital console allows a lot more to happen 

in a smaller space requirement than could ever be achieved on 

any analog console. The mixing engineer can sit in the optimum 

monitoring position and still access the controls that are neces-

sary to do anything to a particular mix. 

Snapshot recall is a welcome feature that was not available 

to us on our previous desk. The sound quality we're now achiev-

ing is outstanding. It's so good that it's minimizing the amount of 
continued on page 198 
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Oxford 3.0 
Arrives 

Important upgrade enhances surround 
capabilities and much more. 

The next generation of Sony's Oxford OXF-R3 digital audio con-

sole was unveiled at the NAB show, held April 21-26 in Las Vegas, 
in the Sony Demo Center, Room N109. 

"World-class users have come to appreciate the enormous 
power and flexibility of the Oxford," states Courtney Spencer, 

vice president of professional audio products at Sony Electron-
ics' Broadcast and Professional Company. "Now, with the 

upgrade to Version 3.0, we're offering significant 
new features that amplify the console's capabili-

ties, including the widening of the main pro-

gram bus from two to eight channels to stream-

line surround recording and mixing, while leav-
ing the multitrack busses available for other 

uses. Each channel now has automated joystick 

panning to the program bus as well as to the 
existing multitrack busses." 

A key feature of the 3.0 upgrade is a new 
monitor panel that supports convenient moni-

toring of stereo, LCRS, 5.1, and 7.1 formats. An 

innovative "fold-down" capability allows users to 
execute quick down mixes from one program 

format to another, or to check for compatibility. 

Version 3.0 also features the addition of 

super send groups that allow for flexible group-

ing into mono, stereo, LCRS, 5.1, and 7.1. Each 

group send can have its own independent fader 

and joystick to facilitate simultaneous 5.1, 7.1, 

LCRS, and stereo mixes. The super send groups 
supplement the existing 24 auxiliary sends on 

each channel. 
Reinforcing the Oxford's flexibility and assignability, the 

board has a comprehensive internal digital patchbav that allows 

input and output signals to be easily assigned to the processing 

channels as needed. On a session-by-session basis, this routing 

"You can 
configure an 

Oxford 
console 
across a 
very wide 
range of 

capabilities 
and sizes..." 

can be called up instantaneously. 

The Oxford also comes standard with features such as four 
types of 5-band EQ per channel; a comprehensive dynamics sec-

tion, including three types of compressors on every channel; 1.2 
seconds of programmable delay per channel; multi-stem 

recording and monitoring; and 48 multitrack busses. 
"Virtually everything about an Oxford — all routing and 

every setting for every channel — gets recalled in 

a quarter-of—a-second," Spencer adds. "In a live 

television broadcast setting, for example, the 

entire setup for a guest band could be recalled 

instantly with the engineers ready and waiting 
for the commercial break to end." 

Sony works closely with every Oxford client 

to optimize (and customize) their individual 

console configurations. The I/O racks that house 
the interface cards for these consoles allow each 
facility to load in their unique A/D, DIA, and 

AES/EBIl requirements. 
"You can configure an 

across a very wide range of 
sizes," comments Spencer. "A post house may 
need only a few mic inputs with a dozen 

AES/EBU I/0s, while a tracking facility may need 
a very large number of mic inputs and AES/EBU 

1/Os to interface with all their outboard gear." 
There are two control panel options. Small-

er facilities seeking to keep the console size to a 
minimum could use the smaller control surface, 

which offers 24 addressable channel faders and 17 master sec-
tion faders, all in a compact package. The larger configurations 

all feature 48 addressable channel faders in conjunction with the 
master section. 

Oxford 3.0 will be available fall of 2001. 

Oxford console 

capabilities and 
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Producer Wetter Afanasieff with 
the Sony DMX-R100 console. 
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Legendary producer Walter Afanasieff chooses 

Sony Oxford for his studio, as well as three 

DMX-R100's for his other projects. 
Veteran producer Walter Afanasieff (a.k.a. Walter A) has 
installed a Sony OXF-R3 Oxford console in his state-of-the-art 
Wally World Studio B in San Rafael, CA. Chief engineer David 
Gleeson reveals that the Oxford installation is the final stage of 

an 18-month-long facility upgrade. 
"One of the things we have always struggled to achieve 

during programming is the ability to do a quick changeover 

from one song to another," Gleeson says. "The Oxford's total 

recall and instant resetability provides us with a seamless 
and efficient working 
environment. 

"The Oxford's dig-
ital I/Os will play a key 
role in integrating dig-
ital audio throughout 
the facility. We use a 
lot of different sources 
for multitrack record-
ing," Gleeson contin-
ues. "In the past, it has 

been difficult to inte-
grate the systems to 
archive material or 
transfer recordings 

from one medium to 
another. The Oxford 
will really facilitate 
these tasks." 

"Having been a 
producer for a num-
ber of years, I have 

become really familiar 
with the quality of 
Sony's products and 
pro audio team," Wal-
ter A comments. " I've worked with the Oxford at other high-end 
studios and on a number of projects with engineer Mick 
Guzauski. The Oxford's performance inspired me to get my 
own. Now, Mick and I can mix in tandem, and the need to be in 
two places at one time will dissolve." 

A multi-platinum producer/writer whose credits include 
Mariah Carey, Savage Garden, and Ricky Martin, Walter A has 
also purchased three Sony DMX-R100 digital consoles. TWo will 

be used in his studio's songwriting MIDI Pro Tools rm suites. "We 
wanted a compact high-end digital console, and the R100 is a 
powerful and versatile unit that can perfectly accommodate a 

small room," he explains. 
Walter A's third Sony DMX R-100 will be housed in Moom-

ba, a new club in Los Angeles, where he is a partner. The inti-
mate (300-person occupancy) venue will feature DJs, live band 
record company showcases, 5.1 film viewing, stand-up comedy, 
and many other live performances. The R100 will be used for 

monitoring and 
front-of-house live 
sound mixing, for 
playback in 5.1 sur-
round, and for a 
wide range of A/V 
applications. 

"It's a demand-
ing environment," 
Gleeson says. "Wal-
ter needed a system 
capable of switching 

rapidly back and 
forth from one appli-
cation to another. 
The R100 has proven 
its ability to do 
just that." 

"We'll also be 
installing a high-end 
Sony camera sys-

tem," Walter A con-
cludes. "Moomba will 
give up-and-coming 
artists a chance to 
express themselves 

Producer Walter Afanasieff 
(left) and chief engineer Da 
Gleeson at the Sony Oxfoit 
console at Wally Woe-

in a state-of-the-art environment. We hope to discover the next 

crop of major artists." 
"Walter A is an extremely prolific and highly respected pro-

ducer," adds Courtney Spencer, vice president of professional 
audio products at Sony Electronics' Broadcast and Professional 

Company. "His choice of both an Oxford and three R100's is a 
clear indication of the increasingly meaningful role these con-

soles are now playing in our industry." 
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The Los Angeles Recording Workshop, a North Hollywood-based 
state-of-the-art educational facility specializing in studio engi-

neering, digital video editing, and film production, has made a 
major investment in Sony digital technology. In addition to 

installing an Oxford OXF-R3 and five DMX-R100 digital consoles, 
the school has purchased a DRE-S777 digital sampling reverb and 

a PCM 3348 digital recorder. 

Pictured at the Oxford is Los 
Angeles Recording Workshop 
director Christopher Knight 

(right). According to Knight. the 
advanced section of the Los 

Angeles Recording Workshop pro-

gram focuses on digital mixing in 

the school's recently constructed 
Sony Oxford suite. The new Sony 
gear is an integral element of the 

school's recording engineer pro-
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EQ required on individual sources and the over-

all mix. 

Any final comments? 

The overall experience has been a positive 

one. The sound of the digital console is excel-

lent, rivaling any high-end console we consid-

ered whether it was analog or digital. 

We've been particularly pleased with the 

transition from the analog platform we were used 

to. The Oxford accommodates this move by offer-

ing digital enhancements while still retaining 

some of the important familiarities akin to an ana-

og control surface. 

gram, which was recently expanded from 600 to 900 hours. 

Four R100's have been installed in the Los Angeles Recordin 
Workshop's Sony Lab (pictured left). The fifth board is set up in 

5.1 surround sound-capable studio with a recording room and iso 
lotion booth. "Students can start an assignment in the lab, bur 

their recording on a DVD-RAM, and then take their tracks to thE 

Sony R100 studio to continue the project," explains Knight. "Th 
board is powerful and cost-effective, and its sonic clarity and flexi-

bility are incredible. It was the only choice for us." 
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continued from page 193 
"Here at Houston PBS, we don't do cookie-

cutter news shows," concludes Robertson. "We 

live for change. The R100's astonishing simplicity 

and flexibility make studio turnovers, pledge dri-

ves, station events, and music tapings a pleasure 

for the ears — not a headache for the sound guy. 

In the same week I installed our first R100, we 

went right into our Million Dollar March, the 

linchpin of our pledge drive and fund-raising 

efforts. I mixed the first evening with minimal 

error and handed off to the next two operators to 

do the following days. The R100 worked beauti-

fully. Everything sounded clean and loud." 

"We were impressed by ¡Sony regional audio 

manager] Art Gonzales's R100 demonstration at 

a SMPTE meeting awhile back," Anderson adds. 

"A true all-purpose board, the R100 meets our 

needs throughout the station." 

"We're extremely pleased that KUHT/ 

Houston Public Television has chosen the 

R100," comments Courtney Spencer, vice 

president of professional audio products at 

Sony Electronics' Broadcast and Professional 

Company. "The variety of applications they 

plan to engage it for underscores its versatile 

functionality. In terms of both cost and 

flexibility the R100 is a great fit for KUHT's 

multifaceted operation." 
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Sony. For more information or any of the Sony products mentioned in this advetisernent please contact: Sony Pro Audio at 1-800-686-SONY. Product features and specifications subject to 
change without notice. 

SoundByte 

Winner 
1998 MERCURY 

AWARD 

1999 BIG APPLE 
AWARD 

198 



U 

Even among professional CD 
recorders, the Sony CDR-W33 
and CDR-W66 stand apart. 
Three DSP functions fine-tune 
your sources.* There's a limiter 
with adjustable ratio. A 3-band 
EQ. And Super Bit Mappings 
circuitry that captures near 20-bit 
quality on industry-standard 16-bit 
compact discs. Conveniences 
include wired or wireless remote 
operation and even a PC keyboard 
input for CD TEXT" entry. Sony's 
24-bit A/D and D/A converters 
help maintain resolution. 

The CDR-W33 uses standard 
unbalanced analog audio, SPDEF 
and optical digital I/O. 

The CDR-W66 (not shown) adds 
balanced XLR analog and AES/E,BU 
digital I/O plus 2X speed duplication 
with a second CDR-W66. 

The Sony CDR-W33 and CDR-W66 
deliver the design and operational 
capabilities that professional 
applications require. And you 
get every last bit of performance 
without spending your every last 
dime. To find out more, call 
1-800-472-SONY, ext. CDR. 
'Analog sources only on CDR-W33. 

SONIC 
1 -800-472-SONY ext. CDR 6> 

wvAveony.corn/peoaudlo 
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"What a great machine!" 
- ROGER NICHOLS, Grammy Award Winning Engineer/Producer, www.eqmag.com 

"The R100 packs more creative power per sample than most full size digital consoles." _ BRUCE BOTNICK 

HOW DO YOU EVALUATE 
DIGLIALMIXER? 

LISTEN 
"Sony clearly broke the mold with the DMX-RI00. A dramatic improvement over other small digital consoles." 

- JOHN NEWTON. Grammy-nominated engineer and owner of Soundmirror, Inc. 

"We loved it... sonically beautiful and clean...the best small-format console ever.. 
outstanding performance, execution and design." 
- ROBERT MARGOULEFF and BRANT S. BILES, Proprietors of Mi Casa Multimedia Inc. 

"This is the first digital console of this size that sounds this good. 
What goes in comes out. The R100 is right on the money" 

-TOM LAZARUS, Engineer and owner of Classic Sound, NYC 

"...pretty fantastic...rave reviews...incredible sonic integrity...and 
incredibly easy to learn and operate...a new generation of digital console." 

- DENNY PURCELL, Award-winning mastering engineer, President - Georgetown Masters 

"Sounds great, reliable and easy-to-use -ALLEN Chief %Mar, Soundomdt Boston 

The DMX-R100 is changing even the experts' opinion of what to expect from 

a compact, affordable digital console. A full Input module with a knob for every 

key function; selectable high sample rate operation; 5.1 surround mixing and 

monitoring and a high resolution touch screen that becomes an extension 

of your hands. The next thing to do is go out and hear one for yourself. In 

the meantime call today and we'll send you a brochure and tutorial CD-ROM. 
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DMX-R100 
I -800-472-SONY ext. DMX 

www.sony.comiproaudio 
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—FROM PAGE 18, I HAVE A DREAM 

they begin to feel that this is normal, or 
"right." Add to that the mandatory nature 
of any performer's ego, and you have the 
classic problem of every single person in 
the band feeling that they are buried in 

the mix. 
Viola! [sic] Problem solved. No mix, no 

more bruised egos, no more pent-up hos-
tility. No more screaming at the other 

players or at the engineer. Less .357 Mag-
nums in the control room and, ultimately, 
fewer porsches driven in anger. Engi-

neers, producers and now even musicians 
living together in harmony. Getting better. 
Okay, so let's move on. « 

4. Labels will be happier. This one is 
a no-brainer. The label will make tons 
more money once we stop mixing. When 
we begin to deliver our songs as 24- or 
128-track masters, only one song will fit 
on a CD, if that! Given the fact that the 
public is still getting totally screwed with 
CD pricing ("Order now; $9.95 for two 
cassettes, $29.95 for one CD"), imagine 
the profit in a single album! One album, 

22 CDs in a beautiful box set. And these 
babies will seli, I will tell you why later. 

This is so much better than using 
96kHz sample rates to increase profit by 

doubling media demands. This increases 
media consumption by as much as 128 
times! Not to mention new profit poten-
tial for pressing plants and the entire dis-
tribution chain, including USPS, UPS and 

FedEx. 
5. Consumers will be happier. And 

this, dear readers, is what drives the whole 
thing. And isn't that what the beauty of 
capitalism is all about? Every kid in the 
First World will buy more, much more mu-
sic. Why? First of all, if we stick to our guns 

(and there will be so many more available 
to stick to because all those artists will he 
selling their .357s) and we all stop mixing, 
then any kid who wants to buy an album 
will be forced to commit to 20 CDs or so. 
And they will, you know that. But whilu 
that helps the Industry, how does it actu-
ally make consumers happier? 

Because of the profound commitment 
necessary to buy an entire album, the pur-

suit of music will become an even larger 
part of their lives than it is already. They 
will have to earn (or weasel) more mon-
ey, or perhaps divert a little of the 10 
grand each that they put into their Honda 

Civic's sound system, and put it into the 
music itself. Now we've got fewer 
porsches and fewer subwoofers on our 
roads. Things are looking up already, 

aren't they? 

And this is the genius of it all. Because 
these kids can't play their new 128TDDD 
CDs in their cars, they're just gonna have to 
learn to mix! Yup, that's it. That's the secret 
that assures the success of this bold new 
plan. And why? Well, what do kids do 
when they learn a new skill? They compete! 

Once these kids start mixing and 
comparing, they will have an immediate 
purpose in life. They will learn, compare 
and advance. There will be clubs, com-
petitions, T-shirts. They will even devel-
op pride in their work, and that will on-
ly fuel further growth and more music 

purchases. 
Even adult consumers will benefit. 

We (the old farts) can mix albums the 
"Old Way" and show our kids what mu-
sic used to sound like when it was still 
music. We can use cool technical terms 
like "Steely Dan" to explain clarity, "Ab-
ba" to demonstrate selling out. And "Air-

plane" or "Hendrix" to explain why we 
can't remember anything other than 
Steely Dan, Abba, Airplane and Hendrix. 
And they can show us the New "Grand 

Master" way. 
Because we will most likely be using 

our kid's gear to mix, we will actually be 
spending quality time with our children, as 
well. And that takes us to the next group. 

6. Consumer and pro gear manu-
facturers will be happier. They will 
have the best years of all time. Every se-
rious kid will need enough gear to mix 
128 tracks. Can you imagine the horror if 

you were a kid and everybody in your 
school could mix 128 and you could on-

ly handle 64? Come on! Massive hardware 
sales are guaranteed! 

And if you are still not convinced that 
you should join our cause, then consider 
this: The problem of downloading illegal 
MP3s will disappear overnight. I mean, 
who is going to wait three to 50 hours to 
download a single 128-track song? 

And even Mix wins. Because there will 
be no more Mixing, we can move over 
and cover Tracking. And the potential for 
spin-offs is staggering. For live recording 
in the field, Tracking Field. For those who 
care about microphone techniques, 
RODE and Track. Of course, there would 
be Tracker for those guys who love big 

mobile rigs, good buddy, and Tracks for 
the grunge-smack crowd. 
I don't know...It seems to me that 

eveybody wins. What do you think? II 

Because time repeats at the end of the Uni-
verse, it's never too late to say, "So long, 

and thanks for all the fish." 

Give Lease a Chance 
Introducing the Musician's Friend Lease Program 

.0 Assemble a totally 

integrated system 

and conserve 

your cash too! 

• Four custom plans 

to meet your 

specific needs! 

• With good credit, 

lease gear worth 

anywhere from 

$3,000 to $ 100,000! 

• Fast and simple 

approval process! 

Call: 800-359-4790 or oo 
www.musiciansfriend.com/lease 

4IA - One-Year Catalog Subscription! 
Call 800-776-5173 or visit us online at qww.musiciansfriena.com 
Weekly Web Giveaway — Win au Is $1000 in FREE GEAR! 

Refer to this code:170-0107 
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BY BLAIR JACKSON 

21ST CENTURY BOYS 

by Robert Hanson 

Back in the mid-'90s, while we 
here in the U.S. were still con-
tent to pick at the decaying 
corpse of post-Cobain alt-rock, 
our European counterparts 
were gorging themselves on 

Brit pop's high-calorie diet 
of bombast, back-stabbing 
and public feuds. Bands like 
Blur, Suede, Oasis and, in 
purely aesthetic sense, Elastica, 
preached a cliched gospel of 
straight-ahead sex, drugs and 
rock 'n' roll to millions of eager 
fans. Stepping out of this scene 
of lager-soaked lust (and con-
sidered by most to be the anti-
Brit pop band) was Placebo, 
who scored a Top 20 hit in the 
UK with the track "Nancy 
Boy"—an infectious ode to an-
drogyny and ambiguity that 
caught everyone's attention. 
Other singles from the band's 
self-titled debut, such as 
"Bruise Pristine," were also 
well received, and by year's 
end, Placebo, with their flip-
pant, wire-thin, gender-bend-
ing frontman Brian Molko, had 
arrived, and, arguably, things 
have not been the same since. 

Following the band's initial 
success, they were asked to 

join David Bowie at his 50th 
birthday bash in New York (a 
friendship that has led to sev-
eral collaborations), they ap-
peared in the Michael Stipe-
produced film Velvet Gold-

mine, released their critically 
acclaimed sophomore effort 
Without You I'm Nothing, 
which included the U.S. radio 
hit "Pure Morning," and em-
barked on a now infamous, 
five-continent world tour that 
helped earn Placebo the title of 
"the filthiest band in Britain." 
Enough said. 

Once the tour for Without 
You I'm Nothing ended in the 
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fall of '99 and after a much-
needed month off, Placebo— 
which consists of vocalist/gui-
tarist Molko, bassist/guitarist 
Stefan Olsdal and drummer 
Steve Hewitt—jumped right 

back in to the studio to work 
on their latest release Black 
Market Music. 

Initially released last fall in 
Europe, where it debuted in the 
Top 10 (opening at Number 

One in France and Greece), 
Black Market Music is Placebo 
born anew. Where their self-
titled debut album seemed 

somewhat naïve and Without 
You I'm Nothing lurked dan-
gerously close to sounding 
over-produced, Black Market 
Music is a carefully crafted 
combination of obvious per-
formance-driven energy and 
top-shelf production that shows 
the band really hitting their 
stride both musically and the-
matically. The opening track, 
"Taste in Men," feels like a ful-
ly realized cross between Black 
Celebration-era Depeche Mode 
and Sonic Youth's Trash and 
No Star, and that same tense 

and infectious mood comes 
across in a dozen different 
ways throughout Black Market 
Music. 
A veteran of albums with 

The Cure and Nick Cave, pro-
ducer/engineer Paul Corkett 

was approached by Placebo in 
the fall of '99 to possibly work 
on their new album. "I met 
Placebo engineering on their 
second album [Without You 
I'm Nothing]," Corkett recalls, 

"but I had to leave the project 
to start The Cure album 
[Bloodflowers]. But we hit it off. 

—CONTINUED ON PAGE 208 
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EMIR ERR 
BRINGING IT ALL 
BACK HOME 

by Blair Jackson 
A few years ago, Maria Mul-
daur had an epiphany. She was 
in Memphis to attend the W.C. 
Handy Awards (for the finest 
blues recordings), and one 
night, while she was wander-

ing the streets, a blues band 
who was playing for a small 
crowd on a little makeshift 
stage in an alley off Beale 
Street unexpectedly invited 
Muldaur to come up and join 
them for a song. Muldaur 
scrambled to think of a song 
that she and the band both 
knew and ended up singing 
Memphis Minnie's "Chauffeur 

Blues." The next day, Muldaur 
and a friend went on a pil-
grimage of blues sites in the 
nearby Mississippi Delta, visit-

ing the graves of Memphis 
Minnie and Leadbelly, as well 
as Stovall's Plantation, where 
Muddy Waters had made his 
first field recordings. Muldaur 
had been singing blues her en-
tire professional life, dating 
back to her stint in the Jim 
Kweskin Jug Band in the mid-

'60s, but there was something 
about suddenly finding herself 
in the famed "cradle of the 
blues" that was profoundly 
moving for her. Her last night 
in Memphis, she went to see 
her friend Bob Dylan perform, 
and she was struck, again, by 
how so many of the great mu-

sicians of her generation had 
been inspired by the same ear-
ly blues players. Dylan's then-
current album, World Gone 
Wrong, was a testament to 

that—it consisted entirely of 
acoustic covers of old blues 
and folk tunes. Muldaur came 
away from her week in the 
South determined to record her 

own down-home tribute to the 
long-gone masters of the blues 
who had led her on her career 
path. It took a couple of years 
to germinate, but now Maria 
Muldaur's Richland Woman 
Blues is out (on the Stony Plain 

label), and it stands with the 
best work of her long and var-

ied career. 
"I don't think anyone's go-

ing to accuse me of jumping 
on a bandwagon." Muldaur 

-CONTINUED ON PAGE 211 

SUR E. 
TAKING THE E-TRAIN 

by Chris J. Walker 
Percussionist/singer/producer 
Sheila E.'s musical persona is 
an amalgamation of funk, sex-
iness, tantalizing pop/R&B-
styled melodies and hard-driv-
ing Latin rhythms. But for her 
latest Concord Records CD, 
Writes of Passage, the former 
Magic Johnson talk show band-
leader and one-time Prince col-
laborator took a more relaxed 
approach than on her previous 
recordings. This is not to imply 
that the project is easy listening 
or background music; rather, it 
resonates with more easy-go-
ing contemporary jazz stylings. 

"I wanted to work with my 
band E-Train, play drums, 
congas, percussion and sing a 
little bit, and not have it be as 

commercial as a pop record," 
explains Escovedo from the 
offices of her San Fernando 
Valley-based company, Heav-
en Productions. There, she 
produces music for television 

specials and also writes and 
produces for other artists. "I 
was looking for something 
that allowed me to express 
myself musically in that field 
and collaborate with some of 

the other musicians. I wrote 
music that's Latin jazz, Brazil-
ian, with a little bit of R&B. But 
with that mixture, I didn't 

want to he worried about it 
being commercial enough to 
get played on radio." 

Escovedo's last album, Sex 
Cymbal, was released in 1992 
and left her with a less than fa-
vorable impression of the cur-
rent record industry. Follow-
ing that disappointment, she 
maintained a high profile as 

an unsigned artist working 
with a slew of different per-
formers and appearing on nu-
merous shows, film sound-
tracks, charity events and con-
cert tours, ranging from David 
Letterman's show to the Acad-
emy Awards to a tribute to 

Dizzy Gillespie to touring with 
Latin/pop vocalist Jennifer 
Lopez. At this point, Escovedo 
is a first-call percussionist, 

-CON77NUED ON PAGE 213 
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CLASSIC TRACKS 

GEORGE IRS' 
"HE STOPPED LO VIRO 
HER TOM" 
by Barbara Schultz 

"He Stopped Loving Her Today": It's the 
saddest song, and the most mournful 

voice, and the most histrionic production 
and the cruelest punchline in the history 
of country music. But what a magnificent 
cry America had in 1980 when the first 
track of George Jones' album ¡Am What 
¡Am became the brilliant, infamous su-
perstar's first Number One single in six 
years. 

By 1980, the career and life of George 

Glenn Jones had already been a roller 
coaster of epic proportions. Born in 1931 
in Saratoga, Texas, Jones was the youngest 
of eight children. During the Depression, 
his family was the kind of poor that no one 

born post-World War II can really imagine; 
the kind of poor at the deepest roots of 
American blues and country music. 

"One Christmas, I got a guitar that was 
about six inches long," Jones recalls in his 
1997 autobiography, I Lived To Tell It All. 

"It wasn't really a guitar at all, just an im-
itation. But we children were as happy as 
larks." He describes a life "rich in love as 
it was poor in possessions," until one of 
his sisters died, probably of pneumonia, 
and his father turned to alcohol and be-
gan a cycle of pain for the Jones family 
that George would perpetuate. 

Jones left home at 16 and began his 
recording career in 1953, when he was 
discovered by Starday Records founder/ 
producer Pappy Daily. He had his first hit 
in 1955 with "Why Baby Why," which 
went to Number 4. Jones' early record-
ings, including sensational up-tempo 
songs such as "White Lightning" and "The 
Race Is On" and duets with Melba Mont-
gomery, were very much in the Hank 
Williams hard-core country style. 

In the late '60s, Jones met and fell 
in love with Tammy Wynette, who also 
became his third wife. In order to record 
with Wynette, Jones left his current label, 
Musicor, in 1971, and joined Wynette's, 
Epic, where he also began recording with 
Wynette's producer Billy Sherrill, who was 
known for his "countrypolitan" sound. 

It's impossible to talk about George 
Jones' years at Epic without mentioning 

the artist's well-documented battle with al-

cohol and drugs. By the time he met 
Wynette, Jones already had a serious 
drinking problem. While he and his wife 
were professing love and fidelity in their 

hit records, such as "We Can Make It" and 
"The Ceremony," their famous union was 
unfortunately troubled almost from the 
beginning, largely because of Jones' ex-

cessive drinking, tirades and occasional 
disappearances. Wynette filed for divorce 
in 1974, but the couple was persuaded by 
Epic to continue touring and recording to-
gether. This was extremely demoralizing 
for Jones, and, not surprisingly, his drink-
ing only got worse. 

"In the 1970s, I was drunk the majori-
ty of the time," Jones writes. "I had drunk 
heavily for years and had pitched benders 
that might last two or three days, but in 
the 1970s, I was drunk the majority of the 
time for half a decade. If you saw me 
sober, chances are you saw me asleep. It 
was a five-year binge laced with occa-
sional sickness from sobriety...Same folks 
think they're in pain if they've had one too 
many cocktails the night before. They 

have no idea how it feels to have one too 
many pints. It's like going through a vio-
lent food poisoning with an ax in your 
skull." 

During this period, Jones fell in with a 
new manager, "Shug" Baggott, who gave 
Jones his first line of cocaine, in an effort 
to rouse the singer from his drunken stu-
por and give him the "energy" to perform. 

Then things really got ugly. By the end of 

the decade. Jones was psychologically 

and physically a shadow of his former 
self; he was broke and alone, and his 
pitiable condition was being perpetuated 
by managers and pushers who were liv-
ing off of what was left of him. It took a 
career record—this month's "Classic 
Track"—to help Jones begin to climb out 
of that hole. 

In his book. Jones commends Billy 
Sherrill for continuing to cut hit records 

with him, even through some of those 
really rough years. The veteran producer 
never gave up on Jones talent, and he 
continued to offer him top-shelf material 
to record. "He Stopped Loving Her To-
day," which was written by Curly Putnam 
and Bobby Braddock, was a song that 
Sherrill felt was meant for George Jones. 

"The song is about a man who loved a 
woman so much, it killed him when she 
left," Jones writes in his book. "He said he 
would love her until he died, and only on 
his deathbed did he stop...Billy loved 'He 
Stopped Loving Her Today.' He said he 
was unable to sleep the night after first 
hearing the song. But he thought it was in-
complete.. Putnam and Braddock killed 
the song's main character too soon in their 
early versions. Billy kept telling them to 
kill the guy at a different time and then 
have the woman come to his funeral. The 
writers thought that might be too sad, and 
Billy did, too. But he knew the song, on a 
scale of one to 10, was about an eight. He 
saw it as a potential 11." 

Jones says that Sherrill had a notebook 
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"about an inch thick" full of possible 
rewrites of the song. When the producer 
was finally satisfied with a version, he 
brought Jones into CBS Studio B in 
Nashville, the old Quonset Hut, to ietord. 

In 1979, when tracking for this song be-
gan, Studio B was mostly run by veteran 
engineer Lou Bradley (Tammy Wynette, 
Merle Haggard, Charlie Rich, etc.), who 
had joined CBS as a staff engineer a 
decade earlier. Bradley worked in Studio 

B for 13 years all told, but his memories 
of this tracking date are still vivid. "What I 
remember most was that we'd gone 
through a difficult year with George, but 
he was beginning to straighten out his 
problems, and he came in to record. and 
I turned to Billy Sherrill and said, 'Boy, it's 
good to have him back,' and he said. 
'Ninety percent, but I'll take it." 

Bradley says that in '79, songs were 
mostly recorded live in Studio B, though 
the strings and some of Jones' vocals on 
this track were overdubbed in Studio A 
by its resident engineer, Ron "Snake" 
Reynolds. Bradley says he can still picture 

where all the musicians were situated: 
"Say you've got the piano, and to the left 
of the piano player is a wall about as high 
as the piano, and beside that's the bass 
player right even with him. Then the 

Coal Spins 
The Mix Staff Members Pick Their 
Current Favorites 

Sacred Hearts and Fallen Angels: The Gram 
Parsons Anthology (Rhino) 
A Gram Parsons anthology is such a great 
idea I tried it myself more than 20 years 
ago, when I assembled a 100-minute tape 

of my favorite Gram Parsons songs from 
the International Submarine Band, The 
Byrds, the Flying Burrito Brothers and his 
solo albums. Well, Rhino has now done the 
job much better with this very generous 
two-disc set that beautifully shows the 
range of Parsons' genius. No doubt, on the 
surface Parsons must not seem like an ex-
ceptional talent—his voice was thin and 
slightly unsure, a long way from George 
Jones and Merle Haggard and the many 

other country singers he so admired. But 
he sang with tremendous conviction, and 

his songs were almost uniformly brilliant; 
even the ones he wrote when he was 21 
years old in the International Submarine 
Band show a maturity far beyond his years, 

and his writing just got better as he got 
older. By the time he made his early 70s 
solo albums—GP and his true master-
piece, Grievous Angel--Peso-s had truly 
found his songwriting voice, and the tines 
he was producing were every bit as soul-
ful and moving as the covers by country 
greats that always occupied a place on his 
records and in his live repertoire. Gram 
Parsons died way too early ( 1973) and 
way too young (27), but be left behind an 
mpressive body of work—a legacy that 
continues to influence and inspire young 
and veteran musiciars alike. 

Compilation Producers: James Austin, 
Patrick Mulligan, Gary Stewart Original 

-CONTINUED ON PAGE 216 
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drums are behind that, but it's open; it's 
just a shed up over him. Two acoustic gui-
tar players woukl sit nestled right next to 

the piano, and then across from them 
were the electric and the steel, and then 

the vocal and the background were right 
looking at the piano. 

"Normally, we worked the room with 
the singer away from the band a little bk," 

Bradley continues, "but we did Charlie 

Rich in there and cut 'Behind Closed 
Dom' and those hits. Charlie played pi-
ano, but Pig Robbins would play the pi-

ano ]on the sessions], and Charlie would 
like to stand near the piano, and so Billy 
got to cut everybody standing by the pi-

ano, right in the middle of the band, and 
that's how we cut Jones that day." 

Like most engineers who worked in 

CBS Studio B before the label closed it in 

1982. Bradley remembers the room as 
practically ideal. It was a neutral room," 

he recalls, "but I knew all the sweet spots 
if you wanted to liven something up a lit-

tle bk, or you needed something not as re-
flective. That room was just great. We cried 
when we lost :t." 

"Studio B, in particular, was such a 
great-sounding room that all the leakage 

you got just sounded warm and ridi," 
Reynolds says. " It was like recording in a 

concert hall or something. The musicians 
sometimes wouldn't use headphones, be-

cause it sounded so good in the room." 
Gear-wise, the studio was equipped 

with a custom console that Bradley says ar-
rived for duty in Studio B on the sanie day 

he did in 1969. "They built it at Columbia 

in New York: he explains. "The original 
console in that studio had Langevin EQs 
and faders, so when they designed the one 

to replace it, they used the Langevin EQ 
and faders again. It was a 16-bus, 24-in con-

sole, and we had seven echo sends and re-
turns. I'd keep six EMTs and one live room. 

and I was probably one of the first guys 

there to quit printing reverb. The guys that 
preceded me came from mono 3-track 
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days, and I did too, but I'd probably done 

more multitrack recording." 
Bradley also remembers all of his mi-

crophone selections for the date—mostly 
lots of Neumanns. The Jordanaires with 
Millie Kirkham sang the backing vocals in-
to a Neumann U47. Instrument mics were 

a U67 on electric guitar, a 249 on the steel 
and KM84 on piano. Drum mics were 
KM84s on snare, hi-hat and toms, a pair 
of U67s as overheads and an E-V RE20 on 

the bass drum. On Jones' vocal, Bradley 
used a U87 on this session, though they'd 
used a U67 on some earlier dates. "That 
mic complemented his voice, and Tam-
my's, too, when we did the duet records. 
And that's what he always sang into, so 
that's a psychological thing, too." 

"He Stopped Loving Her Today" was 

recorded 15 ips Dolby to an Ampex tape 
machine. The string overdubs were 
recorded by Reynolds at a later tracking 
date, and some of Jones' vocals took many 
more dates to secure. "It took them awhile, 
but they were striving for something a bit 

out of the normal," Reynolds says. "They 
knew they had something special, espe-
cially Billy, I think. One thing kind of fun-
ny about it was that the melody was so 
close to 'Help Me Make It Through the 
Night' [by Kris Kristofferson] that George 
kept singing the melody to 'Help Me Make 
It Through the Night.' He couldn't get that 
out of his head. That gave him a bit of a 
problem early on, and they took their time 

to get the narration just right." 
The narration part of the song consists 

of four lines Jones speaks rather than 
sings: "She came to see him one last time/ 
And we all wondered if she would/And it 
kept running through my mind/This time 
he's over her for good." 

"Pretty simple, eh?" Jones asks in his 
book. "I couldn't get it. I had been able to 
sing while drunk all of my life. I'd fooled 
millions of people. But I could never 

speak without slurring when drunk. What 
we needed to complete that song was the 
narration, but Billy could never catch me 
sober enough to record four simple spo-
ken lines. It took us about 18 months to 
record a song that was approximately 

three-minutes long." 
Reynolds says that Jones may actually 

have been overly self-deprecating in this 
case. "George will knock you out every 
time," he says. "He is one of the last few 
artists that I can remember who would 
give you chill bumps while he was singing 
with the band. Billy and I would just look 
at each other and shiver when George 
would hit some of those crazy licks that he 
does, so every time he sings, it's unusual 
and it's good, but it might not be exactly 

what they were looking for at the time." 
In any event, Sherrill, Jones and the en-

gineers stuck with it over many months be-
fore they had the song completed. On the 
day they finished, Jones writes, "I looked 
Billy square in the eye and said, 'Nobody 
will buy that morbid son of a bitch.' Then 
I marched out the studio door." 

The song is fairly depressing, but Jones 
had turned in an absolutely brilliant per-
formance, and Sherrill's production was 
nothing short of genius. "A lot of people 
tried to copy what Billy did," Bradley says, 
"and they'd hire that studio, they'd hire the 
same engineer, and they'd hire the same 
musicians and background singers, but 

they wouldn't get it, because they were lis-
tening to the end result, and the end result 
was what you heard after you walked the 
path to get there. To really understand it, 
you'd have to isolate some aspects of the 
recordings, like the dynamics. I pulled the 
record out and listened to it today, and you 
can hear that in the rhythm section, and 
you can also hear subtle things like the 
strings come in and you can tell that they're 
muted. [Sherrill] did that a lot. He'd make 
the strings mute on their entrance, particu-
larly if it came in under a verse; it was soft, 
because the singer was having to sing it 
soft and low to interpret the lyric, and then 
the mutes come off when it kicks into the 
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bridge. It just made sense to him to keep 

them out of the way but let their presence 
be known. 

"I felt like people misinterpreted how 
he got his sound. He got his sound trying 
to make the song come off and the singer 
singing it. That was the most important 
thing in the room. Not anything technical, 

not anything musical, not anything but 
that singer and the song, and all his juices 

flowed to make that happen." 
In his autobiography, George Jones 

writes more about the recording of "He 
Stopped Loving Her Today" than he does 
about any other song. "I went from a 
twenty-five-hundred-dollar act who pro-
moters feared wouldn't show up to an act 
who earned twenty-five thousand dollars, 
plus a percentage of the gate receipts. That 
was big money for a country artist 16 years 
ago...To put it simply, I was back on top. 
Just that quickly. I don't want to belabor 
this comparison, but a four-decade career 
had been salvaged by a three-minute 
song." 

"He Stopped Loving Her Today" earned 
Jones a Grammy Award for Best Country 
Male Performance in 1980. It also resulted 

in CMA Awards for Best Male Vocalist of 
the Year in 1980 and 1981, and it was the 
Academy of Country Music Single of the 

Year and Song of the Year in 1980. Even 
more importantly, while on tour support-
ing the Platinum album Am What ¡Am, 
Jones met his current wife, Nancy Sepul-
vada, whom he married in 1983. Nancy 
Jones helped her husband work toward 
sobriety. 

The great producer Billy Sherrill is re-
tired now, but Lou Bradley says, "I'd like 
to get into the studio with him just one 
more time, because I don't think anybody 
cutting records now understands how to 
cut a ballad any better than he did." 

Bradley and Reynolds both went inde-
pendent when CBS Studios closed in 1982. 
Both still have very successful careers. 

Reynolds recorded Shania Twain's smash 
The Woman In Me album and is currently 
in the studio recording Earl Scruggs and a 
host of famous musical guests. Bradley 
recorded Merle Haggard's beautiful 2000 
album If I Could Only Fly and is working 
with the legend on a follow-up. 

George Jones was inducted into the 
Country Music Hall of Fame in 1992 and 
the Grammy Hall of Fame in 1998. And 
he is still doing beautiful work today; he 
recorded a back-to-hardcore country al-
bum in 1999, Cold Hard Truth, for which 
he won another Best Country Male Vo-
calist Grammy. 

—FROM PAGE 202, PLACEBO 

We had been getting sounds that we 
liked. And then in the autumn, they came 
to us and wanted to do an album but did-

n't want to necessarily name a producer. 
They wanted a lot of control and input. 
And because we'd worked well together, 
I suggested that we try something. The 
band went in to write, and while they 
were writing, we did some b-sides for the 
fan club sampler. Everything was work-
ing, so we decided to pursue it." 

The band set up at a small demo stu-
dio in London called Matrix Studios. The 
modest facility had a Soundcraft board, a 
24-track recorder, and a performance 
area where the band was able to set up 
and write. "The guys could have live 

wedges set up," Corkett continues, "so 
they all had their own fold-back and 
were playing without headphones. They 
could communicate really easily, be-
cause it was just like playing live. And 
they felt it was a really good way to 
write. So they built a good wealth of ma-
terial in Matrix Studios, and I kept going 
up there every three weeks, helping 
them out with sounds and hearing what 

they'd done. I was able to be objective 
about it, and they could tell me where 
they wanted to push songs." 
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"We were dying to get in the studio," 
drummer Hewitt adds. "We really didn't 
have too much time to write new stuff on 
tour. So we came off the road and had two 
tracks, and then we went into Matrix, the 
place where we wrote Without You I'm 
Nothing. And you can just get in there and 

play and record. We got in there and let it 
all go. 

"When we're writing, the music always 
comes fust," Hewitt continues. "We're al-
ways knocking tunes around. We're al-
ways trying different things, like loops 
and various keyboard and guitar parts. 
And then Brian EMolkol tries to set lyrics 
around what's going on. On occasion, like 
on 'Special K,' the song will start with just 
vocals and guitar. The majority of it, 
though, is just music, grooves, bass parts, 
and guitar and keyboard parts. And we'll 
just piece it all together. None of us have 
defined roles in the studio. So we all play 
different things. But Brian and Stef (Ols-
dal] can't play drums that well, and I can't 
play guitar that well. [Laughs.] But we mix 
and match, and everybody's got their 
hands on everything." 

The band spent three months at Matrix 
writing and recording. Two of the songs 
they tracked there, "Peeping Tom" and 
"Blue American," ended up being mas-
tered and were included on the album. 
Corkett then joined the band full time at 
Olympic Studios, also in London, where 
they all went about the task of re-record-
ing the material they had begun at Matrix. 
The band moved into Olympic's Studio 2, 
which houses a 56-channel SSL 4000. 

"Once we arrived at Olympic," Corkett 
explains, "we set up a sound space where 
the band could really communicate with 
each other, visually and playing-wise. We 
had the amps separated, in the sense that 
both Brian and Stef had matching rigs. So 
sometimes Brian would play six-string 
bass. Other times, Stef would be playing 
the rhythm guitar part, and that's how 
they work; they alternate parts a lot." 

The guitar amps were normally miked 
with Shure SM57s up close and then Neu-
mann U67s set back a few feet. Corkett al-
so tracked direct lines into Pro Tools, al-
lowing either him or the band to later add 

extra processing to a particular track. The 
band themselves also manipulated a lot of 
sounds at the source with various pedals 
and combinations of guitars. 

For tracking the drums, Corkett set He-
witt up on a riser in order to capture more 
bottom end and to produce some better 
resonance. "It really projected the sound 
straight out into the room," Corkett says. 
"The bass drum ambience was really nice 
to deal with. It also gave Steve a sense of 
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how they normally set up when they're 
playing live." 

Corkett and Hewitt also set up, as they 
put it, a mono "trash kit," which was a 
very minimal drum kit set up to the side 
of the regular kit and miked with a hand-
ful of dynamic and room mics. This sim-
ply provided an alternative sound to the 
normal kit and actually ended up on the 
track "Song for Levi." Corkett iniked the 
regular drum kit with a Neumann U47 on 
bass drum; an SM57 on snare top; 
Sennheiser 421s on the toms; Neumann 

KM84s on overheads and hi-hat; and a 
pair of 87s further back to capture the 
sound of the room. Above Hewitt's head, 

Corkett also set up an 87, which was run 
through an 1176 gained up at different ra-
tios to produce what Corkett calls "a very 
chewed, compressed sound." 

"I kind of had a clean and a driven 
sound, and I would play the different 
sounds to the band," Corkett states. "And 
then we'd narrow it down to the song. 
Maybe on one mix of 'Slave to the Wage,' 
I might have supported the snare with a 
sample, but it's still all live kit. We spent 
the time and got the sounds we wanted." 

For Molko's vocals, Corkett, after trying 
a number of other mica, including an 
M149, generally used the same A-T 4055 
that Molko uses on the road. Beyond that, 
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the vocal tracks were an exercise in sim-
plicity. "With Brian," Corkett says, "he 
doesn't need any effects to sing to. He likes 
his vocal pretty dry most of the time, so it's 
just his voice, very unflattered. That way, 
he knows where he's at. He's a very quick 
singer. Once he's got his lyrics nailed, it's 
within three performances—that's it. If 
there is a particular part of a song that's not 
coming together, he will then work on it. 
But, generally, he prefers to do live takes, 
and most of the time we'll just take a live 
take and patch a couple of elements. 

"And then I just use gentle compres-
sion on his voice," he continues. "He 
doesn't like it to be squashed, because if 

Brian doesn't need any 

effects to sing to. He 

likes his vocal pretty dry 

most of the time, so it's 

just his voice, very 

unflattered...Then I just 

use gentle compression 

on his voice. 

—Paul Corkett 

he wants to open up, he doesn't want to 
be held back. But he's a very easy vocal-
ist to work with. He can switch it on at 
any time of the day—just ask him. But if 
it's a sensitive song, he'll say when he 
wants to do it, which is cool. And as soon 
as we were set up fat Olympic], it was like, 
'If you feel like a vocal, you do one. It 
doesn't matter if the track is really raw; 
we've only got drums, bass and the 
chords down. If you're ready to do a vo-
cal, let's do it!' And he could just whack a 
vocal down and listen to it, and mainly it 
was just to verify his lyrics and then build 
the angle of how he was going to do the 
performance." 

In addition to a number of straight-
ahead drum/guitar/bass songs, several of 
the tracks off Black Market Music, and 
some b-side offerings, like "Little Mo," in-
corporate a good deal of synths and key-
board lines. For these elements, Corkett 
set Molko and Olsdal (who both play key-
boards live) up with some small Yamaha 
keyboards and a generous supply of ef-
fect units. 

'The band never use presets. They'll 
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chain [their keyboards] through a variety 
of effects and add what they like until they 
get a sound that sparks them. And, in do-
ing that, they generate much more origi-
nal sounds and off-the-cuff stuff. They can 
be things like Electro-Harmonix pedals 
and envelope filters. We recorded all the 

keyboards live; there was no MIDI infor-
mation, and then we would just compile 
them, which was a very straightforward 
process." 

Other musicians who were brought in 

on the project included rapper Justin 
Warfield of One-inch Punch, who con-
tributed vocals to the track "Spite and Mal-
ice"; Brian Ellis of PJ Harvey's band, who 
handled the string arrangement on the al-
bum's secret track "Black Market Blood"; 
and Linoleum singer Severe Loren added 
backing tracks to both "Taste in Men" and 
"Special K." According to Corkett, "It 
turned out to be really nice to involve 

someone else, vocally, on the album." 
"They wanted this record not to be so 

polished," Corkett concludes. "They want-
ed a rawer sound that may occasionally 
require some polish. They're fans of Son-
ic Youth, so they love that kind of garage 
thing you can sometimes get, but they 
were looking for a more controllable ver-
sion of that. And really nothing about this 

album was a pain. I think we mixed 'Spe-
cial K' twice. But we would mix tracks 
when we felt ready to mix them, which is 
really a luxurious position to have, not 
having the pressure of 'shit, this has got 

to be done!' Nothing ever became a 
chore. It was always fresh. And they're a 
very inspiring band to work with. They 
never treat it like a chore. They just get off 
on the energy and the music, which is re-
ally nice to be involved in." 

-FROM PAGE 203, MARIA MULDAUR 

says with a laugh as her tour RV pulls out 
of El Paso and heads for a gig in Hous-
ton. "I've been playing this music forev-
er, it seems. But this is my own personal 
tribute. I have no idea what's going on in 
the blues landscape at large at this mo-
ment, except that I do a lot of blues gigs 
and I try to stay abreast with my other fe-
male blues travelers when they have al-
bums out or whatever. But this is for me, 
to quote Dylan, 'bringing it all back 
home.' It was just something where I was 
struck by the incredible power of these 
songs. If Bob Dylan, our most prolific 
writer, was doing an album of old songs 
by the Mississippi Sheiks and these oth-

ers, and with only a guitar.. well, it struck 
me how moving and relevant they still 
were at the end of the century, as they 
were in the '20s. 'World Gone Wrong'— 
you couldn't come up with a better sum-
mation of the whole century." 

In the manner of the Dylan disc, Mul-

daur's Richland Woman Blues is 
stripped-down and unadorned—all of 
the 14 tracks are duos or trios, and there 
isn't a drum on the disc. She's enlisted a 

stellar cast to back her, as she moves eas-
ily through vintage tunes by the likes of 
Mississippi John Hurt, Bessie Smith, Lead-
belly, Fred McDowell, Reverend Gary 

Davis and Blind Willie Johnson. Featured 
guitarists include John Sebastian, Roy 
Rogers, Amos Garrett, Alvin Youngblood 
Hart, Taj Mahal, Ernie Hawkins and Bon-
nie Raitt. Helping out on vocals are Taj, 
Raitt, Tracy Nelson and Angela Strehli. 

"The first cut was Leadbelly's 'Grass-
hoppers On My Pilllow,' which was done 
up at a studio [Sundae Sound] in Calgary, 
Canada, where Amos Garrett lives," Mul-
daur notes. "And then it took off from 
there. Some of the others were done in my 
living room [nicknamed Oasis Studios]. I 
have an engineer friend with Pro Tools, 
John Jacob, and I'd say, 'Bonnie Rain is in 
town. Bring your stuff up to the house!' So 



we'd set up a couple of mics and go for it. 
John worked tirelessly. Then we also did 
things at John's studio [Small Treasure in 
San Jose, Calif.] and Dave Wellhausen's stu-
dio [in San Francisco] and a few other 
places. It all depended on which studio 
was available when a certain artist was 
around. 

"This was done on what I call a tweez-
er budget. A blues record, by nature, is 
usually made on a tiny budget. But this 
was done with so much love, and I had 
an ingredient I don't normally have, 
which is the most important element— 
time. I had the time to make it right. We 
weren't under any kind of pressure, and 
we could take the time to make it feel 
good. I can't tell you the number of times 
I've worked on a record and it's come 

down to a crunch at the end, and you find 
yourself mixing too fast and maybe set-
tling for less than the best, because you've 
gotta get it out the door and into the 
record company's hands. That sort of goes 
along with the territory, usually." 

Over the course of a 35-year career, 
Muldaur has worked in nearly every con-
ceivable recording situation, from big-
budget productions to simple, live, 2-track 
sessions. Her most famous and popular 
records, the mid-'70s Reprise albums 

Maria Muldaur (which contained the 
smash "Midnight at the Oasis"), Waitress 
in a Donut Shop and Sweet Harmony, 
spoiled her somewhat, because producers 
Lenny Waronker and Joe Boyd spared no 
expense in tracking down so many ex-
traordinary musicians to back her up— 

everyone from Dr. John to Lowell George 
to Kenny Burrell to Ray Brown; just an in-
credible cast. "Back in those days, there 
was plenty of money to get the people and 
take the time to get it right," she com-
ments. "No one was in a hurry. You could 
be painstaking. You want the best blues 
piano? Call Dr. John. For swing stuff I got 
Benny Carter. I was already used to play-
ing with really good musicians; that was-
n't new for me. But it certainly made pick-

ing the best musicians for every record a 
real priority for me, and from the begin-
ning I did have a lot of input in that. And 
you know what? No one's ever turned me 
down! I keep askin' them, and they keep 
showing up to play on my records! 

"On every album I've made in the last 
decade, whoever it says produced, I'm ac-
tually the person who chose all the mate-
rial, chose 99 percent of the players, and 
then actually worked with the players to 
get the right groove and the right arrange-
ment and shaped each song. I love work-
ing with musicians. When it's at its best, 
it's like we're all breathing together. The 

players I like leave their egos at the door, 
and they're there to serve the music. That's 
what I live for, both live and the studio." 

Though she has never quite recap-
tured the commercial glory of her Reprise 
days, Muldaur has had a very fulfilling ca-

reer, particularly since the early '90s, 
when she cut the excellent Louisiana Loa, 

Call for Black Top Records. She -recorded 
two very successful children's albums, 

Sunny Side of the Street and Swingin' in 
the Rain and a trio of strong, bluesy discs 
for Telarc—Fanning the Flames, South-
land of the Heart and perhaps best of all, 
Meet Me Where They Play the Blues, which 
started out as a collaboration with Charles 
Brown but became a tribute to the blues 
great after he died early in the project. All 
three Telarc CDs are immaculately record-
ed (as usual) and show the breadth of 
Muldaur's talent and her affinity for vari-
ous roots music styles. 

Richland Woman Blues is more inti-
mate and, in some senses, more personal. 
Muldaur clearly relates to her blues pro-
genitors, particularly the women. She 
draws strength from the lives and music of 

Memphis Minnie and Bessie Smith: "They 
had it so much tougher than I ever did, 
obviously. It was not easy to be a woman 
in show business in those days, particu-
larly a black woman. But a lot of what they 
sang about was basic man-woman rela-

tionship stuff that's still relevant today. 
Bessie Smith's lyrics are always so great, 
and they have fantastic punch lines. 
They're so pithy and true to life." 

At the beginning of her career, during 
her Jug Band days, Muldaur encountered 
a number of the blues giants who'd been 
rediscovered by the predominantly white 
folk music audience in the late '50s and 
early '60s, and she befriended two of 
them. "Victoria Spivey, who was probably 
in her late 60s at the time, took me under 
her wing because she signed the Even 
Dozen Jug Band [which included Muldaur, 

David Grisman and others]. She said, 
'Honey, when you get up there, it ain't 
enough to just sing the song. You gotta get 
up there and strut yo' stuff and show 'em 
what you got. You gotta command atten-
tion.' So she gave me a lot of pointers on 
stage presence; she was very supportive. 
She was one of the first artists to ever have 
her own label. She had plenty of sass and 

savvy and attitude at her age. I also knew 
Sippie Wallace. The way these singers 
sang about their lives, and the attitude they 
had, was so much more realistic than any-

thing that was being fed to us by pop cul-
ture at the time—what might have been in 
a Connie Francis song or whatever was on 
the radio. It's just a real nitty-gritty and re-
alistic approach to life that has served me 
well all these years." 

Although Richland Woman Blues 
sounds relatively spare, it was by no means 
.1 simple disc to make. It took a year and 
.1 half to pull it all together, and, because 
Muldaur is such a perfectionist, this was 

not one of those "okay, that's a take, we're 
done" projects. Some of her lead vocals, for 
instance, were edited from 15 or 20 takes, 
"but the thing with Maria is," comments en-

gineer/co-producer John Jacob, "every one 
of those takes will be really good. She has 
a great ear and will hear nuances in her 
performances that she likes." 

The CD was recorded and mixed en-
tirely in Pro Tools, which made the some-
times laborious editing a snap. Jacob says 
he "hasn't used a console in years," pre-
ferring to go with the popular chain of 
good mics into good preamps to Pro 
Tools. His favorite vocal mic for this Mul-
daur project might surprise some: a B&K 
4003, an omni he's had fitted with a spe-
cial ball head that he says gives it some of 
the characteristics of a Neumann M50. 
Guitars were typically miked with a 
matched pair of Neumann KM184s, 
though Bonnie Rain's powder-blue dobro 
begged for a third mic to pick up every 
bit of that Buick hubcap resonator sound. 
Some of blues pianist Dave Mathews' 
parts and some of Muldaur's final vocals 
were tracked in the fine ambient space of 
the Music Hall at the University of Cali-
fornia at Santa Cruz. The session with Taj 
Mahal was a multi-hour marathon at Well-
hausen Studios. Jacob used several differ-
ent preamps on the project, including a 
PreSonus M-80 and a Focusrite. His pri-
mary compressor was a Waves Renais-

sance. He also used an Aphex Exciter 
here and there to give more dynamic 
range to the guitars. Jacob mixed primari-
ly on Genelec 1032s. 

Muldaur and Jacob tracked so many 
songs for the project that a second disc is 
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already partially done, and, once again, 
the singer is finding more than enough 
willing collaborators for this ongoing la-
bor of love. Her current tour, which has 
her traveling with guitarist Ernie 
Hawkins, the inimitable veteran Freebo 
on bass and New Orleans keyboardist 
Josh Paxton, has been drawing good re-
views and enthusiastic crowds every-
where it goes. No doubt about it, these 
are good times for her, several lifetimes 
removed from the frenzy of "Midnight at 
the You Know What," as she wryly calls 
that career break/albatross. "I wouldn't 
trade what I've got now for anything," 
she says. "I've been able to do whatever 
I want, musically, which ultimately, for 
people who are in it for artistic reasons, 
is a dream come true." 

—FROM PAGE 203, SHEILA E. 

known the world-over for her incredible 
chops and her striking beauty. 

Although she was involved with many 
other artists, she says she never lost sight 
of her own music, maintaining at least six 
different bands during the period when 
she wasn't recording. Predictably, most 
record companies were only interested in 
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I wasn't ready still," Escovedo explains. 
"They came back later and gave me a 
great offer. It allows me to do great proj-
ects, which could be with any of the dif-
ferent bands I have. We'll be doing music 
that's not as commercial, but good music 
that I grew up listening to." 

Writes of Passage is a mostly instru-
mental affair that incorporates elements of 
her Mexican heritage. There is certainly a 
retro element to the approach but it's bal-
anced with contemporary sensibilities. 
The recording has moments of intense 
jamming but, by and large, is a relaxed af-
fair, which is exactly what Escovedo want-
ed for a working environment. "I just 
called the guys," she recalls, "and said, 
'Look, we'll try to do a record and give 
ourselves about nine days.' 

"The original band was a lot more fiery 
than this record is," she continues, "be-
cause [trumpeter] Charlie Sepulveda was 
such a big part of the sound. Everything 
was already worked out for everyone to 
come down to my place. I called Ray 
Obiedo at the last minute, because [Char-
lie] couldn't make it the day before; it was 
that close. So I said we just were going to 
change some things, but it's still going to 
be a great record. So I think that it's okay 
that it happened like that. 
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the more commercial aspects of her mu-
sic, which she found uncomfortably limit-
ing and creatively repressive. "It's hard to 
do only one type of music," Escovedo 
comments. The possibility of doing a little 
bit of everything on a CD was suggested 
to her, too. "To do all that—funk, pop, 
gospel, fusion and Latin jazz—on one 
record, then there's no direction," she con-
tinues. "And that's difficult for marketing 
purposes as well." 

Eventually, in 1998, Escovedo decided 
to create Writes of Passage on her own 
with her long-standing touring band. 
"Most of these guys I've played with since 
about '93," she notes. "Then we went out 
a couple of years ago, because I really 
wanted to play. We did about two months 
that included Europe, Japan and here in 
the States. It was lots of club dates, and 
we probably sold out 98 percent of all the 
shows. That was without a record or pub-
licity. It was just the fans respecting the 
work I do, which is good." 

After attempting to market and distrib-
ute the CD independently through alter-
native methods, including the Internet, 
she signed with Concord Records. "They 
had asked me four years ago to sign with 
them, because my father, [percussion leg-
end] Pete Escovedo, is on their roster. But 
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"I like change, and it allows me to grow 

in so many different ways. If I stayed the 

same, I don't think I'd still be in the busi-

ness. We were able to play together, and 
created a lot of songs on the spot. Some 

of them were already worked out prior to 
the sessions. It was fun to play 'Virtuosity,' 

which was [bassist] Mark Van Wagenin-

gen's song. He brought me an idea and I 
arranged it. It was cool to play, and he was 

real excited because he never had a song 
done on someone's record before. I got to 

stretch out on it, too. Also, there were one 

or two songs that were almost like 'first 
takes'; that was it." 

The recording sessions for Writes of 

Passage took place at the percussionist's 

tri-level home in Woodland Hills, Calif., in 

part to keep costs down. It also gave Es-
covedo the freedom to play impulsively 

and as long as necessary to work things 

out. "It was very cool," she affirms. "I did-

n't have to leave my house. We brought 
food in and I had a pool table in the liv-

ing room. It was very relaxed, and we had 
a very good time. 

"Basically, the studio was in the garage, 
and I set my drums up in my bedroom. Its 
huge with a 30-foot ceiling, and I also had 

a piano in there. We recorded the saxo-

phone player in the bathroom and the 
acoustics were great. You'd never know it, 
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but he was standing between the sink and 

the bathtub with his music stand in the 
bathtub. It was pretty funny, but it worked. 

The bass, guitar and keyboard players 

were in the garage. It was really strange, 
but everything sounded so good." 

Equipment was a mishmash of formats 
used in an ad-hoc manner in the spirit of 

the layout. For visual communication be-
tween the control room and musicians, a 

multi-camera video system was installed. 

Keeping it all together to get the best 
sound possible, considering the physical 

and monetary limitations, was engineer 
Jess Sutcliffe, a British transplant who was 

nominated for an Engineering Grammy in 
1999, and who had worked with Sheila E. 

on the Sex Cymbal album. (He's also 
worked with her father, Wall of Voodoo, 

Gary Numan, Toto and, most recently, 

Boz Scaggs.) Recalling the technical as-
pects of Writes of Passage, he says, "She 
definitely had a plan. There were certain 

things that she wanted, such as recording 
on analog 2-inch multitrack. We rented an 

Otani [multitrack] for recording the 
acoustic instruments, like the drums and 

saxophone. We brought in various mic 
pre's and outboard Neves. 

"Setting up a studio in a house is not 

easy," he continues. "There's everything 
from electricity to headphones to making 

sure everyone can hear, see and talk to 

each other. It's a very deep, involved 
process. I'm afraid to say, I've done proj-
ects like this before. [Laughs.] Before I 

came to America, I was an engineer for 
Vangelis for about three ancl a half years. 

We used to set tip studios in the most 

bizarre places. We had them in hotel 

suites in New York and even on top of a 

yacht on the Aegean Sea. So I'd done that 
kind of thing before, and it's always an 

experience. 

"But in the Los Angeles area, it's not re-
ally that difficult. It's great for rental com-
panies; they have everything you need. 

The next thing you know, the equipment 
is on your doorstep. Then it's just a ques-

tion of getting everybody placed where 

you need them. Because space was limit-

ed, we checked out a few different smaller 
consoles. We ended up using a Mackie." 

Escovedo notes, "We tried to experi-

ment a lot. I had the standard great sound 

that Jess set up for me, compressing the 

mics with great effects and everything. 
But sometimes I'd say, 'Let's do something 

different with guys switching to different 
instruments, too.' I even took one of the 
kick drum mics, held it my hand and sang 

through it." A few times during the proj-

ect, however, Escovedo and her brother, 
Peter Michael, who helped out on vocals, 
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drums and percussion, got carried away 
with the experimentation. Afterward, they 
found that getting things back to normal 
wasn't that easy. "The headache," she re-
calls, "was that once we started experi-
menting, we had to call the seconds in to 
re-wire things. Because we really did tear 
it apart with wires everywhere." 

Sutcliffe confirms: "She'd change mics 
from the ones I set up, and I would come 
back from another project or mixing...That 
doesn't sound like the 414 I had set up!' 
She would say, 'No, no, no. We ended up 
trying the kick drum mic on the vocal, and 
I really like the way it sounds.- After a 
close to decade-long working relationship 
with Escoveclo, Sutcliffe has learned to ex-
pect the unexpected. On the flip side, he 
generally knows what she wants before 
she says anything. 

Mixing for the project was jammed in-
to three days and done at Westlake Stu-
dios in Hollywood. Not surprisingly, Es-
coved° was involved with this end of the 
process, too. "My hands and feet are into 
everything," she laughs. "However, I trust 
Jess to do a lot of things without me. So 
I don't have to be there, but this was a fun 
project, and we did it together." 

"On all the projects we've done to-
gether, it's definitely been a collaborative 

effort," Sutcliffe notes. "We mixed on a 
Neve V with Flying Faders, which is 
something she's really comfortable on. I 
set the mixes up and get them sounding 
really good. Then she'll come and we'll 
trade off some ideas. She'll grab a fader 
and get it to sound the way she wants to 
hear it. She may not get down to the 
exact frequency of what it is she doesn't 
like, but she has an end image of how she 
wants things to sound. Additionally, she's 
one of the best punch-in people around. 
She can do it on a dime. 

"It's a great experience working with 
her; she's a consummate musician," he 
concludes. "She has a definitive idea of 
what she wants to hear at the end of the 
day, which is always great and makes 
everyone's job a lot easier. It can be a long 
day, though, because until she gets what 
she wants, nobody goes home. I think 
from a technical standpoint, we pulled it 
off pretty well. This was an analog proj-
ect, and we used [some equipment] that 
wasn't necessarily up to some of the top 
studios' standards. But it still sounds pret-
ty good for an album that was done at 
someone's house. I think it goes to show 
that if you have good musicians and you 
can get down to using what equipment 
you have, it can sound really good." • 

—FROM PAGE 205, COOL SPINS 

Producers: Suzi Jane Hokum, Gary Usher, 
Larry Marks, Henry Lewy, The Burritos, Jim 
Dickson, Gram Parsons, Rik Grech, John Del-
gado, Marley Brant Engineers: Mike Lietz, Ed-
die Brackett, Roy Halee, Charlie Bragg, Hen-
ry Lewy, Hugh Davies, Ed Barton, John 
Bradley. Studios: Western Recorders (Holly-
wood), Columbia Studios (L.A. and 
Nashville), Wally Heider Studios (Holly-
wood), A&M Studios (Hollywood), Capitol 
Records Studios (Holl),wood). Remastering: 
Dan Hersch, Bill Inglot/Digiprep. 

—Blair Jackson 

Electric Light Orchestra: Zoom (Epic) 
Okay, who's fooling who here? This is really just 
ELO mastermind Jeff Lynne's latest solo album; 
so much so, that he plays nearly every instru-
ment on it. None of his former bandmates are 
anywhere to be heard. So, false advertising 
aside (and who can blame a guy for wanting 
to cash in on his former glory?), what we have 
here is a very strong pop record, fairly over-
flowing with memorable hooks, the unmistak-
able stacks and stacks of glistening vocals that 
characterize nearly everything Lynne does and 
more overt Beatle-isms than you'll find on 
some Beatles albums! I mean no disrespect 
when I say that Lynne is writing better George 
Harrison-style songs these days than George 
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and Harrison is impressed enough by the ef-
forts of his longtime friend, co-producer and 

former bandmate (in the Traveling Wilburys) 

that he lends a hand; so does Ringo. Fans of 
Lynne's distinctive production techniques will 
œrtainly enjoy this eclectic offering. it's all over 
the map, stylistically yet strangely cohesive— 
laid of like The Beatles were. Lynne seems to 

have taken a little something from everyone 
he's produced through the years, from Tom Pet-
ty to Roy Orbison, and filtered it through his 

own sensibilities. Maybe the Electric Light Or-

chestra is really just all of his influences. 
Producer: Jeff Lynne. Engineers:Marc Mann 

and Ryan Ulyate, with additional engineering 
by Richard Dodd. Recorded at Lynne's LA 

home studio. — Blair Jackson 

Ike Turner: Here and Now (Ikon Records) 
Ike Turner's still got rt! He still makes a boogie-

woogie piano sing like nobody else, and his 

grooves are still as powerful as they were when 
he, Sam Phillips and Jackie Brenston gave us the 

tIKE TURNER 1 g, THE KINGS OF RHYTHM 

HERE AND NOW 

first rock 'n roll record, "Rocset 88," in 1951. 
When I interviewed Phillips last fall, the vener-

able engineer/producer poked some light-

hearted fun at Turner's vocal talent but I bet 

Phillips would agree that Turner sings just fine 

on this album, and it goes without saying that 

instrumentals like "Ike's Theme" and "Swanee 

River Boogie" sound exciting and in5pired.The 
style of this release is mostly roots rock 'n' roll 

with a 70s funk groove and Chicago blues horn 
arrangements, yet somehow these familiar ele-

ments manage to sound unique, fresh and new. 

With this glorious album,Tumer seems to have 
taken back his music and his career Ride back 

to the future with Ike! 

Producer: Ike Turner Engineers: Ike Turner 
Lucha Phillips, Benjamin Wright Lamont Dozi-
er Leonard Jackson, Bill Dashell and William 

Brown. Studios: Ike Turner Studio (San Marcos, 
CA), D&L Studios (Escondido, CA), Paramount 
Studios (Hollywood), Ocean Way (Holly-

wood), Benjamin Wright Studio (Sun Valley, 

CA), Willie Mitchell's Royal Studio (Memphis) 

and Leon Haywood's EVEJIM Studio (LA). 
Mastering Scott Hull/Classic Sounds (NewYori< 

City). — Barbara Schultz 

Roger Wallace: That Kind of Lonely (Texas 

Round-Up Records) 
So much Americana, so little time.. but I al-

ways have time to listen to a beautiful voice 

like Roger Wallace's. This is the sophomore 
release from a singer/songwriter who has 

become a fixture in Austin's neo-traditional 

country scene, and it's a real winner Wallace's 
voice is strong, with great range and emotion; 

he moves easily from a Dale Watson-like bari-

tone to Hank Williams' twang to almost Or-

bison-esque drama, and he's backed by a great 

little honky-tonk band. Wallace's original songs 
are very well-crafted, and he pays homage to 

his many influences with some covers, but 
nothing tired. It's the first time I've heard the 

J.D. Miller song"Ain't Gonna Waste My Time," 
and there's a hot lesser-known Johnny Hor-

ton track, "First Train Heading South" Don't 

you just love it when somebody makes a fid-
dle sound like a train coming down the tracks? 

Producers: David Sanger and Roger Wal-
lace. Recording engineers: David Sanger Jim 

Stringer Frank Campbell and Mark Nathan. 
Mixing engineers: Frank Campbell. Recording 

studios: Abbey Trails and Bismeaux Studio 

(both in Austin,Texas). Mixing studio: Phoenix 
Mastering (Austin, Texas). Mastering Jerry 

Tubb/Terra Nova (Austin,Texas). 

—Barbara Schultz • 

2 N Nashville \ low r\A' Conference 
October ' , Nashville, TN 

www.2 C.com 

OP> 

Now Accepting Showcase 
Applications for Music of All Genres. 

Jcds 
I LLJ). 1S4-.1„:1 

oN WHEELS 
, 

OASIS" 

Country Music Association • OnStage • Electronic Musician • Musician's Atlas Music 
Row Magazine • Tape Op Magazine • Taxi • Music Business Registry 

Music Biz Magazine 

Contact us at info@2 c corn or 615-269-5454 

www.mixonline.com • MIX, July 2001 217 



L.A. GRAPEVINE 
by Maureen Droney 

Bands continue to love the idea 

of creating a studio where no 
studio has gone before. Stone 

Temple Pilots did it for 1996's 

Tiny Music...Songs From the 

Vatican Gift Shop. This year, 
STP again enlisted LAS Ad-

vanced Audio Rentals to help 
provide the kind of sophisti-

cated setup necessary to turn a 

Malibu mansion into an envi-
ronment where they could 

record their latest release, 

Shangri-La Dee Da. 

Secrecy surrounded this 
high-profile project, the title of 

which was reportedly inspired 
by life at the Mediterranean-
style villa/recording studio, 

where the band holed up with 
their significant others, a raft 
of technical personnel and 

several tons of equipment. 
Bad boy lead singer Scott Wei-

land did manage to leak an 

early tease to 17-11 Radio, 
boasting, "We're going to live 

there, sleep naked there and 

have massive band orgies 

there." Weiland also promised 

the "best music we have ever 

written." Plenty of people are 

rooting for these guys, who 
abruptly wrapped-up their 

previous album, 1999's Plat-
inum No. 4, when Weiland, 

struggling with drug addic-
tion, relapsed and was sen-

tenced to a year in jail (of 
which he served five months) 

for violating probation. 
Shangri-La, STP's fifth al-

bum, was engineered by Nick 

DiDia and produced, as all 
STP albums have been, by 

Brendan O'Brien. The North 

Hollywood-based Advanced 
Audio Rentals, which has 

worked with O'Brien on pre-

vious projects, was brought in 
at the pre-production stage. 

"We outfitted Rage Against 
the Machine for their recording 

that was produced by Brendan 

at Cole Rehearsal Studios a few 

years ago," recalls AAR owner 
Paul Levy. "And for STP's Tiny 

Music, in '96, we set up in a 
20,000-square-foot estate up in 

Santa Ynez, near Michael Jack-
son's ranch." 

This time, the demands of 

Duncan Sheik outside of his home studio in New York 

creating a studio were bigger 
than ever. In addition to 

recording an album, rock pho-
tographer Chapman I3aehler 

—CONTINUED ON PAGE 220 

NY METRO 
REPORT 
by Paul Verna 

In many places—especially 
New York—having a personal 

studio means carving out a 
small corner of a cramped 

space and imposing one's 

work on the rest of one's life, 
and vice versa. In such an en-

vironment, overdubs and edit-

ing are the most one can hope 
to achieve. As far as basic track-

ing and mixing go, the typical 

home studio operator takes a 

"don't try this at home" ap-

proach. Not Duncan Sheik.The 

Atlantic Records artist—never 

a creature of convention in the 
first place—has built an im-

pressive facility in his Tribeca 

loft that can accommodate the 

entirety of a project, from basic 
tracks to final mixes. 

In the short time since Sheik 
moved to his current apart-
ment from a smaller space near 

City Hall, he hasn't had much 
time to take advantage of the 
facility. Between road stints 

promoting his latest endeav-
or—the "side" project Phan-

tom Moon, released on Atlantic 

affiliate Nonesuch Records— 
and a variety of music, film and 

theatrical projects, Sheik has 
hardly been home at all. 

That will change soon, and 
the timing couldn't be better, 
because Sheik has already be-

gun writing and demo'ing his 
next Atlantic album and is due 
to start recording it later this 

year. "The only thing I'll do 
outside of this studio is cut 

strings in London," says Sheik 

of the upcoming project. "I'm 

going to try to do everything 

else here, including basic 

tracks. If it works, I'm home 
free. If not, I'll do a drum day 

or two at a studio in town." 

A visit to Sheik's home re-
veals why the place is so ide-

ally suited for recording. A 
large loft in a converted indus-

trial building that once housed 
a bread factory, it features tow-
ering ceilings held up by huge 
concrete pillars. The floor, too, 

is made of concrete, which 
could have been covered over 

with virtually any material, but 

Sheik chose to leave it intact. 

"I'm going to leave the con-
crete, because it offers a great 

sonic contrast to, let's say, the 
—CONTINUED ON PAGE 223 
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NASHVILLE SKYUNE 
by Dan Daley 

Suburban Williamson County is 

stirring. Fred Paragano, who has 

become one of Nashville's Pro 

Tools wunderkinds since he 

came to town four years ago 

from New Jersey, will build a 

substantial new recording facil-

ity in the Cool Springs suburb. 

Paragano plans to erect a new 
22,000-square-foot building on 
a land parcel he bought earli-
er this year, half of which will 
be dedicated to two studios 
and control rooms designed 
by the Dallas-based Russ Berg-
er Design Group. Paragano 
says he has not yet finalized 
major technology decisions, 
but at least one of the control 

Producer lames Stroud (left) and Colin Raye at Ocean Way in Nashville 

rooms will house a high-end, 
large-format console, and mon-
itoring will be 5.1 surround in 
both control rooms. The studio 
is slated to open around the 

beginning of 2002. 
The facility will be a com-

mercial/private hybrid; the 
idea grew out of Paragano's 
original plans for an elaborate 
home studio. "I had certain 
space requirements that I 
couldn't find anywhere else," 
he says. One studio will likely 
be home to his two extensive 
Pro Tools systems; the other 
will have a sizable tracking 
space. Paragano already has a 
large and growing clientele in 
pop and contemporary Christ-
ian music that come to him for 
his specialized audio skills on 
the Pro Tools platform. "If 
some of them also bring more 
of their projects to this studio, 
then it makes a lot of sense," 
he says. In addition, the other 
half of the building will be 
leasable, and Paragano intends 

to market it to other comple-
mentary music-based compa-
nies and individuals. He added 
that a rate structure will be de-

-CONTINUED ON PAGE 226 

At Audio Productions in Nashville, The Sopranos star James Gandolfini (right) 

is pictured with series poducer Martin Bruestle and the studio's Denise Lockart. 

SESSIONS & 
STUDIO NEWS 

SOUTHEAST 

Audio Productions Inc. (Nash-

ville) has been busy doing ADR 

work both at the studio and 
over ISDN lines. Recent proj-
ects included work for the con-
cluding episodes of The Sopra-
nos and some looping for the 
broadcast version of The Mexi-
can. The studio also did the en-
tire soundtrack—dialog editing, 
music editing and sound effects 
creation—for the independent 
film Mi Amigo...Mastenng activ-
ity at Masterfonics (Nashville) 
included Glenn Meadows work-

ing on a big double-CD of 
tracks by the late, bubble-hap-
py bandmeister Lawrence Welk, 
titled Milestones and Memories, 
and a new song called "You 
Are," written and sung by 
Wynonna for sister Ashley Judd's 
film Someone Like You... At 
Doppler Studios (Atlanta), Da 

Brat was in adding her vocals 

to a remix of the Destiny's Child 
smash "Survivor." Blake Eise-

man engineered with Steve 

Fisher assisting. Gospel artist 

Babbie Mason was in at 

Doppler cutting tracks for her 

next Spring Hill Records re-

lease. Cheryl Rogers produced, 

Ronnie Brookshire engineered 

and Fisher again assisted...At 

Emerald Recording (Nashville), 

singer/songwriter Elliot Smith 

was in cutting tracks with engi-
neer John Saylor, Jewel did 

tracking and overdubbing with 

producer Dann Huff and engi-

neer Jeff Balding, assisted by Jed 

Hackett; and the venerable Oak 

Ridge Boys were in with pro-

ducer Michael Sykes, engineer 

Pete Greene and assistant 

Matthew Beckett. Sugar Hill 

recording artist Allison Krauss 
was in Emerald's Mix Room 

with producer/engineer Gary 

Paczosa and second engineer 

Eric Bickel mixing her soon to 

be released album. Atlantic re-

cording artist Tracey Lawrence, 

who can now add co-produc-

er to his list of accolades, also 

—CONTINUED ON PAGE 227 
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was also filming a behind-the-scenes doc-

umentary of the project, thus adding light-

ing and video equipment requirements on 

top of the already hefty RA. and recording 

package. On the audio side, gear 
provided by AAR included 

everything from microphones, 

stands and splitters to consoles, 
Studer 24-track analog, Sony 
3348 digital and Neve 1073 
modules. 

"I don't know if Brendan 

and Nick yet realize what a hat 
trick it is to throw in lights, 

video, a RA. system with mic 

splitters and the recording 

gear, and not have a rats' nest 
of noise problems," comments 

Levy with a rueful laugh. "We 
supplied them with Equi=Tech 

ET2R isolation transformers, 
which take 120 volts, split it in-

to two legs of 60 volts, and 
throw one side out of phase to 
eliminate noise and hum. 

Three of the Equi=Techs ran all of the 

technical power. Fortunately, the house 

had enough service to feed everything. 

Enough, but still borderline—right on the 
edge of throwing the main breakers most 

of the time. The Equi=Tech power condi-

tioning really helped." 
AAR began delivering equipment for 

the project to the multimil-

lion-dollar hilltop residence 
in January. In February, a 
full-blown studio took 
shape, with the mansion's 

library tapped as the control 
room and the ocean-view 

living room serving as the 
studio. 

"The band both rehears-
es and records with a small 

RA. and monitor wedges," 

Levy notes. "The living 
room, which was huge and 

had an ocean view, was 

used as the main recording 

space. They had to hang 

velour drapes, put down 
carpet and do all sorts of 

stuff to control the sound, as 
there were hardwood floors 
and large areas of glass windows that 

needed attention. They used gobos to 
section off the main living room from the 
kitchen and the home's main entrance to 

create isolation in the main room for the 

drums, which were placed on a wood-

en platform." 

The library/control room was fitted 
with an Otan Concept One 72-channel 

Advanced Audio Rentals owner Paul Levy 

Allen Sides (left) and Alan Yoshida inside Ocean Way Recording Hollywood 

moving fader console that was used, ac-

cording to Levy, mainly for monitoring 

purposes. A Neve BCM 10 sidecar. along 
with two racks of 3-band vintage Neve 

EQ, fed inputs to a Studer 827 2-inch 24-

track and to Pro Tools. Guitar amps were 

set up in a bathroom, fitted with clay floor 
tiles, that were adjacent to the library. 

"Basically, they used the Neve mod-

ules for mic inputs," explains Levy. "We 
rented them an 8-channel rack of 1073 

modules, and they had another rack. 

There was something like 24 rented Neve 
modules. All the snakes fed from the main 

living room recording area to an adjacent 

room set up for percussion and key-

boards, and all of those snake boxes fed 
the Neves. The output of the Neve 1073s 

fed the Studer 24-track, which could ei-

ther send to their Pro Tools system or a 

Sony 3348. The 3348 was the archival ma-
chine; that's what they built up their tracks 
to and what they were going to mix from. 

Final takes were all recorded to the Stud-

er 2-inch and then dumped to Pro Tools, 

edited and sent to 3348. 

"Brendan has his own racks of gear, of 

course," continues Levy. "We did kind of a 

cool thing in that he shipped all his gear 
here ahead of the start of the 

recording. Then we prewired 

his racks in our shop, out to 9-
pin Elco connectors. We have 
these portable 'IT patchbays 

that have Elco connectors in the 

back, so when we delivered his 

racks, along with the console, 
the Studer, the 48, the speak-

ers—everything else we were 
supplying to the villa—we 

could then set up the remote 

patchbay right on top of the 

console to do all of the out-

board patching. The Studer and 

3348 patch right into the back of 
the Otan console: We modified 

the board so all I/0s come out 
to 9-pin Elco. The Concept 

One's power supplies are also 
connectorized to minimize setup hassles." 

Levy says that AAR also provided "a 
ton of mics," from Telefunken 251s to 
Neumann 47 FETs, KM84s and 86s, AKG 
451s and "the usual garden variety stuff' 

(i.e., Shure 57s, 58s and Sennheiser 421s), 

along with Lynx modules, a Tascam DA-

45 HR DAT recorder, AKG and Fostex 
headphones, and Mytek 

Private Q headphone mix 

stations. 

"We probably brought in 
somewhere in the vicinity of 
4,000 pounds of stuff," 
laughs Levy, "and we were 

just supplying the recording 

gear—there were film guys, 

lighting—really, it was an 
insane amount of stuff." 

The common thread 
among all engineer/studio 

owner/equipment maven 

Allen Sides' endeavors is that 

he leads with his ears. His lat-

est projects are no excep-
tion: Now open at Ocean 

Way Recording Hollywood 

is a mastering suite staffed 

by Alan Yoshida, and soon to 
be online is a new mix/overdub room that 
will feature a Sony Oxford digital console. 
I stopped in one balmy May day for a vis-

it with both Sides and Yoshida to get the 
scoop on the latest at what is unques-

tionably one of the world's most 

renowned studios. 

Yoshida's mastering credits cut across 

genres, ranging from Miles Davis, Bill 
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Evans, Ella Fitzgerald and Duke Ellington, 

to Train, Morbid Angel, Brownstone and 

Tupac Shakur. The current collaboration 

came about when Sides heard a Yoshida 

JVC-XRCD remastering of one of his own 
recordings—and loved it. He sought out 

Yoshida, who at the time was a member of 
the A&M Studios mastering coterie being 

displaced by corporate merger and acqui-

sition. The two hit it off and created what 
is now called Ocean Way/JVC Mastering. 

"I loved Alan's remastering of a Count 
Basie recording I'd done," says Sides. "But 

I realized he was really onto something 
when he showed me that he could make 
a carefully tweaked, compressed CD of 

the alternative rock tracks I've been doing 

that was level-competitive with anything 

out there and still had punch." 
The new mastering suite is housed in 

what was previously known as "The Blue 

Room," actually Sides' first studio in the 

Sunset Boulevard complex that began life 
in the '60s as United Western Studios. The 

Blue Room was known for its acoustics, 

so it was with trepidation that Sides al-
lowed Yoshida to talk him into the struc-

tural changes that resulted in, among oth-
er things, a private lounge for the master-
ing suite. 

"The reason I'm here is because of 
Allen's ears," comments Yoshida, who 
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started his mastering career at The Mas-

tering Lab before moving on to spend 

eight years at A&M. "And he's been real-
ly supportive. But I think it was a little 

hard on him when I wanted to make al-

terations in this room. It was like, 'You 

can't change it! Bill Schnee, George 
Massenburg—everybody—comes in here 

to listen to stuff when they need to figure 

something out!" 
Like most A&M alumni, Yoshida re-

tains from that facility's legacy a prefer-
ence for highly customized gear, and the 

main components of his new room are all 
hand-built by Ocean Way's esteemed 

tech, Bruce Marien. Digital conversion is 
handled by JVC and dB Technologies. 

"Everything is as point-to-point as we can 

get," Yoshida notes. "Every piece of wire 

has been listened to. There are no relays; 
we used only silver switches, everything 

is dual mono, we even mn separate mains 

for left and right." 

Monitor-wise, the Tannoy 3839 drivers 

are housed in Euro spec'd cabinets with 
custom crossovers and mounted in what 
Yoshida calls "soffit-less soffits." As a mat-

ter of fact, almost nothing in the room is 
hard-wired. 

"My philosophy," Yoshida explains, "is 

if you make a mastering room similar to a 
recording studio, you compromise the sig-

nal path and you limit your ability to ac-

cept all formats. I think it's important that 
a mastering room can interface easily with 
whatever a client wishes. Here, it's easy to 

bring in any format, from Pro Tools to 
Fairlight. In this way, we don't impose any 

creative limitations on our clients." 

Since starting up, projects at Ocean 
Way/JVC Mastering have included The 

Chick Corea New Trio, a Tony Bennett 
and Bill Evans album for ) CD, and a re-

mastering of Henry Mancini's original 3-
track soundtracks for charade and Break-

last at Tiffanys (the latter, of course, in-
cluding the classic "Moon River"). Current 

projects include Bob Hurst's Trio and Ja-
on Faulkner's Sony Wonder project, Bed-

time With the Beatles. 

Meanwhile, down the hall, the Sony Ox-

ford desk has found a temporary home in 

Studio C, where it has played host to proj-

ects for Barbra Streisand and B.B. King, 
among others, while waiting for the new 
Studio D to open. Sides, who in recent 

years has engineered numerous hit records 

for artists such as Goo Goo Dolls, Alanis 
Morissette and Green Day (in his "spare" 
time between running L.A. and Nashville 

studios, as well as Ocean Way To Go, a 
company that consults on home studios), 

has long been a fan of the board. After 
weathering its R&D trials, he is now seeing 
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Graham Nash (right) was in at Bernie Grundman Mastering in Hollywood to supervise the CD release of 

'he long-out-of-print 1972 album Graham Nash/David Crosby. Pictured with Nash are Classic Records 

president Michael Hobson (left) and Bernie himself. 

it catch on among busy mixing engineers. 
"The five different limiters and five dif-

ferent EQs on every channel of the Oxford 
sound so good that I finally can stay digi-
tal all the way, avoiding multiple conver-
sions," he says about the 120-input Ox-
ford. 'The speed at which I can mix and 
the 100 percent recall in seconds have to-
tally spoiled me. The console is so in-
credibly easy to operate—and I don't read 
manuals, ever—that someone who has 
never even seen the console can sit down 
and mix in 30 minutes. Virtually all the 
projects I record are now going directly to 
Pro Tools, and when I mix on the Oxford, 
bypassing the 888s, everything immedi-
ately sounds twice as good." 

—FROM PAGE 218, NY METRO REPORT 

control room," says Sheik, his words res-
onating through the space. "The ultimate 
idea is to have audio tielines in the control 
room, the drum booth and the main space, 
all interconnected so I can work anywhere 
and still be the tape operator. I'm also in-
stalling a Gefen system that will allow me 
to move my computer monitor and key-
board anywhere within the apartment." 

The control room at Sheik's place fea-
tures a newly installed Calrec console that 
he purchased from a BBC studio in Lon-
don. "I talked to [audio dealer] Dan Alexan-

in San Francisco about getting a board 
for, say, $10,000 or $ 15,000; instead of just 
having a Mackie like everyone else, to be 
maybe one degree more intense but with-

out having to mortgage the house," ex-
plains Sheik. "So, Dan told me about this 
board in London that had been used most-
ly for classical recording. The construction 
of it is awesome, the EQ sounds great and 
the mic pre's are great. Since I don't need 
automation and a lot of features, this board 
seemed like a good idea for me." 
A 32-channel desk, it is used mainly for 

its preamps and as a monitor, because 
Sheik doesn't plan on doing final mixing 
at home (even though the studio could 
handle it). Twenty-four channels of Pro 
Tools are nonnaled into the console, and 
its eight remaining channels are open for 
mic or line inputs. 

Besides the Calrec and the Pro Tools 
rig—a TDM system running Version 5.1 of 
the popular program—Sheik's studio is 
outfitted with some choice analog out-
board gear, including an Avalon VT-737SP 
tube mic preamp/compressor, a Tube-
Tech 2B compressor, and Telefunken V-
72A and Guiltronics ZIMP tube preamps. 
The mic assortment is similarly impres-
sive, with a Neumann U87, several AKG 
condensers and two models built by Dave 
Royer of Mohave Audio: a C-12-derived 
condenser and a ribbon mic. For digital 
conversion, Sheik relies on an Apogee 
AD-8000, which is the front end of his Pro 
Tools and Emagic Logic rigs. 

An avid collector ("I think I have a 
spending addiction," he once told me), 
Sheik owns a grand piano, a Hammond B-
3 organ with a Leslie cabinet, a hammered 
dulcimer, a Slingerland drum set, lots of 
amps, and an extensive assortment of 

—CONTINUED ON PAGE 226 
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—FROM PAGE 15« GIGASTUDIO V2.2 

so with GigaStudio: Here you get a sam-
ple for every single note, and it makes a 
real difference in the sound quality. Be-
yond that, all of the subtle qualities are 
present—hammer on/off, slides, mutes 
and aftertouch can be applied as one 
would with any standard controllers via a 
sustain pedal or mod/pitch wheel. This 
forces you into a slightly different mind-
set when playing, but taking the time to 

learn the ins and outs of each Giga in-
strument will yield far superior results to 
what most of us have grown used to 
hearing from keyboard instruments. 

All of the sounds I auditioned impressed 
me, especially when I matched them 
against what I once considered acceptable. 
On one particular project I was working on, 
an EP for one of the bands I play in, we 
were unable to secure a room to track live 
drums. To the collective horror of my 
bandrnates, I suggested tracking the drums 
through a set of Roland E-Drums and using 
the drum files off GigaStudio. To impress 
this group of inclie purists bred on Elvis 
Costello and the Velvet Underground was 
no small feat. But the program did the 

trick—the crash and ride cymbals actually 
sound like cymbals and not that little fart 
sound that most drum machines make. The 
toms were not only correctly panned but 
had real depth and resonance. With the 
proper amount of reverb, a little kiss of cho-
rus and a little bit of overall compression in 
Cubase, the project sounds like the 
stripped-down. "classic" rock record that 
was intended—despite that fact that it nev-
er saw life outside of a hard drive! 

The effects package is also top-notch. 
In fact, as an avid VST user, the latency, 
control and overall sound of the NFX Se-
ries of effects made me downright jealous. 
The reverbs are some of the best I've ever 
heard and certainly the cleanest I've heard 
from a host-based system. 

CONCLUSIONS 
Its my jol ti find something to criticize, 
and a few things caught my attention. 
While the "Capture-to-Wave" function is 
a great idea, I'd like to see it expanded to 
include a scalable number of sub-group 
mixdown tracks. I think this will help out 
everyone working in film scores and post 
who now have to live with the addition-
al production tasks of multichannel for-
mats—cues don't come out of just two 
speakers anymore. With multiple mix-

down tracks, scores could be broken in-
to obvious pieces, and sound editors 
could make appropriate tweaks to indi-
vidual sub groups, as opposed to recut-
ting an entire performance. [Editor Just 
as we went to press, NemeSys reported that 
this feature is slated for Version 3.0.1 
I found that after several hours of use 

with fairly large performances, some of the 
effects wouldn't "let go" when they were 
supposed to; a quick save and restart al-
ways cleared it up, though. And it may have 
been an issue with the Delta 1010 interface 
I was using, but when I first booted up 
GigaStudio, the output levels were way, 
way too hot; this was another quick fix in 
the Delta control panel, but it's something 
that potential users should be aware of. 

Otherwise, this is a classic in the mak-
ing. The sound, the flexibility and the ease 
of use are absolutely top-shelf. I've been 
an ardent Mac user for years, and I'm cer-
tainly not jumping platforms, but the peo-
ple at NemeSys will actually have to come 
to my home and take my review unit away 
with their bare hands. I'm not letting it go, 
because it sounds that good. 

Robert Hanson is a musician/produc-
er living in San Francisco; his parents 
think he is too skinny and pale. 
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stringed instruments, including a baritone 

guitar and a guitarrón he acquired in Mex-

ico. The collection and the studio have 

served Sheik well recently, particularly dur-

ing the final stages of Phantom Moon and 
other projects that have ensued since then. 

Phantom Moon is collaborative effort 

between Sheik and playwright Steven 

Sater. It was born when the pair met at So-

ka Gakkai International, a Buddhist organ-
ization to which they both belong. Sater 

had written a song lyric to his play Um-
brage, and he asked Sheik to set it to mu-
sic. The success of that co-writing experi-

ment led to a fruitful partnership in which 

Sater contributes lyrics and Sheik music; 

Sheik calls it a "windfall," because music 

comes easier to him than words. 

Although the basic tracks for Phantom 

Moon album were taped at New York's 
Sear Sound and the strings were recorded 

at Angel Studio in London, many of the 

acoustic guitar and lead vocal overdubs 
that give the work its intimate, Nick Drake-

inspired sound were cut by Sheik in the 

privacy of his home. The album was en-
gineered and mixed (at nearby Looking 

Glass Studios) by Kevin Killen, noted for 
his work with U2, Tori Amos, Peter 

Gabriel and Sophie B. Hawkins. 
"I'm not going to say engineering is my 
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forte at all, but I know how to get a real-

ly good acoustic guitar sound, and I know 

how to cut vocals," says Sheik. "There are 

certain things I know how to do well." 

With its acoustic orientation, Phantom 
Moon is a departure from Sheik's first two 

albums, the pop/rock-oriented Duncan 

Sheik and Humming. The experience of 
recording such a stripped-down record 

has inspired the artist to pursue new cre-
ative avenues on future releases, starting 

with the forthcoming Atlantic project. 

"Now that I made this kind of record in 
this particular way, I kind of feel much freer 

to play around with technology and pop 

music conventions in a way that I was re-
sistant to for a couple of years," says Sheik. 

"It was a liberating process in that way." 
With that, Sheik paused to play a icconi-

ing of a work in progress. Like Phantom 

Moon, it was a predominantly acoustic num-

ber, but it was punctuated by warm syn-
thesizer textures reminiscent of early 70s 

British progressive rock bands King Crim-

son, Emerson Lake & Palmer and Genesis. 
"Now I'm in there doing things that I 

never did before," says Sheik. " It's amus-
ing to me that I'm even working that way." 

If having a full-fledged home studio with 

lovely acoustics is a luxury—particularly in 
space-starved Manhattan—then it can also 
he a burden. "The downside is the procras-

tination factor that it can engender, because 

you always feel like, 'I'll do that whenever,-
says Sheik. "There is a thing about booking 
time in a commercial studio where you go 

in and you get to work because you're pay-

ing all this money for it. [Laughs.] But that's 
my personal issue that I've got to work on." 

In the meantime, there's work to do. 
Sheik and Sater are collaborating on a mu-

sical, and Sheik has a film score in the 

works. Then there's the Atlantic project, 
which he hopes to work on with Killen, 
Rupert Hine (who produced Sheik's first 

two records) and guitarist/producer Ger-

ry Leonard. 

Send N.Y. news to pverna@vernacular 
music.com. 

—FROM PAGE 219, NASHVILLE SKYLINE 

termined after he makes final technology 
decisions. 

Paragano's arrival in this burgeoning 
and affluent Nashville suburb also brings 

the potential for new competition in an 

area that has become home to many of 
Nashville's most successful producers, 
artists and musicians. Says Paragano, 

"Right around here is where most of my 

work for the last few years has been com-

ing from." The area's growing music base 
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is also what drew Williamson County's 
largest studio complex, Sound Kitchen, 

there five years ago when its owners 

moved from Los Angeles; it has now 
grown to seven studios. Bulldog Studios, 

a Tom Hidley design and Nashville's first 
dedicated 5.1 mixing room, is in nearby 

Franklin. Numerous composers for televi-
sion and film, as well as music producers, 

also have personal studios in the area. 
So, will success change Williamson 

County? Probably, say area studios. Dino 
Elefante, co-owner of Sound Kitchen, 

sounds less than pleased with more com-

petition coming to Williamson County, 

and Cool Springs in particular. "Maybe 
when the earth was covered with ice, all 

was tundra, and there were no mam-
mals—maybe then was a worse time to 
open another recording studio," he says. 

Ed Simonton is manager at Dark Horse 

Recording, which evolved from a private 

studio to a commercial one. He says that in-
creased competition will likely have an ef-
fect on rates, but will also spur physical and 

technological expansion as facilities be-

come more competitive. Underscoring that, 
Simonton says that the facility just added 
two new Pro Tools suites. "It's not like Mu-
sic Row, but it's still a pretty delicate bal-

ance out here among studios," he observes. 

Bulldog Studios owner Trevor Johnson 

agrees, but he adds that Williamson Coun-
ty has a strong base of contemporary 

Christian music, which constitutes more 
than half of the clientele for many of the 

studios in the area. "It's still a niche, but 
it's getting stronger," says Johnson. "If they 

can develop more mainstream acts—look 

at Creed's sales—Christian music could ac-
tually pull all of Nashville out of a slump." 

However, Williamson County's build-
ing and zoning codes enforcement has 

become more active in recent years, more 
closely scrutinizing personal and com-
mercial studios as the music industry 
deepens its roots in the county. Song-

writer Wayne Kirkpatrick found that out 
when he bought a house for the sole pur-

pose of writing and recording his own 

demos. He had to hire an attorney and go 

through three separate board hearings to 

gain codes approval, a process he thinks 
has become somewhat prejudiced against 

the music business. "I bought a house to 

write and record my songs in," he says. "I 

mean, what if I was a painter and set up 
an easel there, or a novelist with a word 

processor? Would that be in violation of 
codes? I don't know. It's a gray area." 

Ed Simonton notes that Dark Horse 
went through its own codes procedures as 

it made the transition from a private to 

commercial facility. "There are restrictions, 

like on the number of cars we can have 
on the property at one time, or the num-

ber of employees," he says. "But, other-
wise, there's not many other restrictions." 

There have also been unsubstantiated 

rumors of commercial studios reporting 

home studios to codes. "I've never done 
that, but I've heard of it," says Trevor John-
son. "I do hope codes put a stop to a lot 

of these studios. But, at the same time, 
some of those studios are owned by clients 

of this studio, and we want to continue to 

interact with them. It's a tough call. It's all 
part of growing pains, I guess." 

Contact Dan Daley at danwriter@ 

aotcom. 
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recently set up camp at Emerald to lay 

down tracks for his upcoming re-
lease...Dreamworks recording artists Life-

house stopped by APC Studios (Atlanta) 
recently to promote their album No Name 

Face. The band sat down in front of a few 
lucky contest winners for an acoustic set 

sponsored by local radio station WNNX. 
A few days later saw RCA recording artist 
David Gray taking a moment out of his 

slam-packed tour schedule to do the 
same...Out at Seventeen Grand Recording 

(Nashville), the lovely Martina McBride 

spent some time in the Neve room work-

ing on vocals for her upcoming RCA al-
bum. McBride is co-producing with Paul 

Worley. Clarke Schleicher engineered. 

Schleicher came back to the Neve room 
with Warner Bros. artist Dusty Drake to do 

some mixing for Drake's upcoming al-

bum. Schleicher engineered and co-pro-
duced with Worley. Allison Krauss was al-
so in the Neve room producing MCA's 

legendary Reba McEntire. Engineer Pac-

zosa tracked and mixed with assistant en-

gineers Thomas Johnson and Jason Lehn-
ing...Sony artist Colin Ray and producer 

James Stroud tracked some new cuts at 
OceanWay (Nashville) with engineers Julian 

Kingjed Hackett and David Bryant...Studio 

B Mastering (Charlotte, NC) saw engineer 

David Harris working on such diverse proj-

ects as an Alice Cooper tribute CD pro-

duced by David Wensil of The Dead Kings 

and featuring a number of southeast bands; 
a project by Snagglepuss, recorded and pro-

duced by Carolina recording legend Don 
Dixon; and Backyard Green's new CD, 

Sanctuary, produced and recorded by 
Tracey Schroeder. 

NORTHEAST 

Luna completed recording its latest CD at 
Jolly Roger Recording (Hoboken, NJ). The 

c=) 
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An 
independent 
professional 
music store. 

randma's nunimeid 
- 252 

grandmas.com 

albuquerque, new mexico 

Keep your studio 
in the limelight 

...with a 
Studio Showcase ad 
in Mix Magazine 

For rates and schedule, 
please call (510) 985-3275 or 

shawn_langwell@intertec.com 
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The recently installed Soundtrocs OS-M inside Studio A at L8S Studios (Manchester, England) 

studio's own Gene Holder engineered and 

co-produced with the band... At Indre Stu-

dios (Philadelphia), G Love 8z Special Sauce 

were in to record broadcast sessions for a 

pair of local radio stations. performing 

tunes from their new album, Electric Mile, 

much of which was also recorded at ¡mire. 

Michael Comstock engineered. Also in at 

Indre was The Uptown String Band, record-

ing a new album of Mummers songs—how 

PhiIly can you get?! Comstock recorded that 
one, too.. Sound on Sound Recording 

(NYC) had The Verve Pipe in with produc-

er Adam Schlesinger and engineers Chris 

Shaw and John Holbrook; former Blood 

Sweat 8c Tears better David Clayton-Thomas 

was in with producer Steve Gutman and 

engineer Mark Partis; and tavern Butler 

with producer Bruce Barth and mixer David 

Baker.. At Bristol Studios ( Boston), engi-

neer/producer Chris Billias has been work-

ing with alt artist Kevin Turner on his new 

album, Niko's Gokl. And actress/singer Re-

becca Pigeon was also in at Bristol prepping 

her new album, Tangerine. 

SOUTHERN CALIFORNIA 

At Sound Image ( Van Nuys), Roadrunner 

recording artists Slipknot sneaked into Stu-

dio A without their masks and cut tracks 

with producer Ross Robinson and engi-

neer Mike Frazer, assisted by Matt Lave 

And Rick Springfield was also busy at 

Sound Image working on an A8zE special 

with producer Bill Drescher at the 

board...Spicing up life at Track Record 

(North Hollywocx1) was former Spice Girl 

Geri Halliwell, working on a project with 

Platinum producer Rick Nowels, engineer 

Randy Wine and assistant Ai Fujisaki. At the 

same studio, former Guns N' Roses and 

Cult drummer Matt Sorum cut songs for a 

solo album, proclucing along with guitarist 

Lanny Cordola. The sessions were engi-

neered by Kevin Smith, assisted by Eric 

Williams...New York engineer extraordi-

naire Jimmy Douglass mixed the new Mis-

sy Elliott album—.%!&E...So Addictive—in 

Studio B at The Village ( Los Angeles). 

NORTH CENTRAL 

Activity .0 Third Ear Studio ( Minneapolis) 

included Squint Entertainment artists PFR 

tracking with producer Jimmy Lee Sloas 

and engineers Ritchie Biggs and Dan Lef-

fler for a forthcoming release; and pro-

ducer Tim Bomba tracked and mixed the 

metal band Sons of Poseidon.. The hot, 

hot, hot girls from Destiny's Child 

stopped in at The Upper Room Recording 

Studio ( St. Louis) to work on a release 

with engineer Jason McEntire. Also at Up-

per Room, former Uriah Heep key-

boardist Ken Hensley was putting the fin-

ishing touches on a solo album, also en-

gineered by McEntire...Guitarist/producer 

Bo Ramsey ( Lucinda Witliams, Ani 

DiFranco) was at Catamount Recording 

(Cedar Falls. IA) to add guitar dubs to 

Brother Trucker's new Cl) for Trailer 

Records. David Zollo produced and Tom 

Tatman engineered. 

NORTHWEST 

'Liking time off from his successful 

Showtime series. Chris Isaak tracked a 

hunch of new songs for his next album 

at Studio 880 (Oakland, CA). John Shanks 

produced with Mark DeSisto engineering 

and Tone assisting. No word on whether 

Isaak's nude muse from the show was 

along for inspiration .. Former Guns N' 
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Roses member Duff McKagen completed 
his latest LP, Loaded, at Jupiter Studios 

(Seattle). Producing, engineering and 
mixing was Martin Feveyear, with assis-
tance from Jon Evie and Mike Easton...At 

Studio 13 (Portland), Patrick Kearns fin-
ished mixing the debut for the local 

group The High and the Mighty; 

and he was recording a live CD 

by comedian Dave Anderson... 

Rainstorm Studios (Seattle) chris-

tened their new location on 

Capitol Hill with sessions by 

punk rockers Johnny No Good, 
who cut their debut EP with en-

gineer/producer Steve Carter. 

Tango Heart was also in working 
on a classic, Astor Piazzola-influ-
enced tango album with engi-

neer Paul Speer at the helm... 
New York engineer/producer 
Nicholas Sansano was out at 

Prairie Sun Recording (Cotati, 
CA) recording tracks for a new 

solo album by Galactic drummer Stanton 

Moore. Guests on Moore's album include 

bassist Chris Wood of Medeski, Martin 

Wood, sax ace Skerik of Les Claypool's 

Frog Brigade and Brian Seeger on guitar. 

STUDIO NEWS 

Third Lar Itccurding (Minneapolis) recent-

ly upgraded to a vintage, early 70s, Class-

A custom Neve console. They also pur-

chased an Ampex ATR-100 half-inch mas-

tering deck and Dynaudio monitors...LBS 

Studios (Manchester, England) has in-

Producer Gene Holder (left) and the members of tuna inside Jolly Roger Recording 

stalled a new Souncltracs DS-M DAW con-

sole—the first of its kind in the UK—as 

pari of a complete overhaul of their Stu-

dio A.. Prairie Sun Recording in lovely, se-

mi-rural Cotati, CA, has purchased and in-

stalled an 80-input SSL E/G+ 4080 con-

sole....StudioAtlantis, one of L.A.'s newest 
5.1 rooms, has purchased a new SSL 9080 

J Series console with the 959 surround 

module in their Studio A...Conway 

Recording in L.A. has upgraded to a new 

Neve 88R—what studio owner Buddy 
Brundo calls "the ulti-

mate analog console"— 
for its famous Studio A. 

An 88R was also chosen 

for the new UK facility 

Sphere Studios in Bat-

tersea...CTC Studios has 

recently opened a new 
orchestral recording and 
film scoring facility in 

Watford, UK, called The 
Colosseum. The new fa-
cility includes an AMS 

Neve Capricorn digital 

console with an ATC 
SCM150 5.1/7.1 moni-

toring system. The first 

major project to be cut at the new room 
was the score for the new film The Mum-

my Returns.. Plus XXX Studios (Paris) re-

cently installed a Neve 88R analog con-

sole into its Studio 1. 

Recordin Brass 
..Woo winds 

—FROM PAGE 8.1. EMT. APPROACHES 

tic candor, "Mics—it doesn't make a damn 

bit of difference. Everybody has prefer-
ences, but it's not, in any way, the most 

important thing. The most important thing 

is the players and their instruments. 

You've got a good fiddle, and it's going to 
sound fabulous if you've got a decent mic 

in a decent spot. If you've got something 
that's too close or you don't have a good 

player, there's nothing you can do that's 
going to make it sound wonderful." 

That said, Lewis will talk about her 

basic philosophy of miking and record-

ing. "It all depends on the size of the hall 

and the size of the section," she begins. 

"I like chamber music miked a lot more 
closely than most people do. I'm tired of 

hearing so much room. I want chamber 

music to sound like I'm sitting in the 
room with the players and I can hear the 

individual instrument and some amount 
of actual noise. But a lot of people don't 

like that, so the common wisdom is to go 
much further away. What you've got to 

do is just listen and find what you like. If 
you put the instrument in a room and 

then start walking away from it, you'll no-
tice you hear some things when you're 

close and other things when you're far 

away. You try to find a habnce that gives 

you the elements of close and far away 

that you like. I know that sounds a little 

vague, hut there's no formula for that. A 

lot of it is really knowing the music and 

the musicians and having some notion of 

how it should sound. 

"One of the things that's particularly 
true with woodwinds is, if you're really 

close [with the mid, you get a lot of clat-

ter from the keys; tons. There's a lot of me-

chanical action with those guys blowing 
and the clattering. Same with string instru-
ments, of course—you'll hear the fingers 

on the fingerboard, you'll hear little 
squeaks and string noises that are just part 

of the instrument. The further away you 

get, the less of that you get. So, typically, 

you want to get far away enough that you 

hear a little bit of that, but it's not going to 

dominate." 
For larger groups, such as full orches-

tras, Lewis says, "You put enough mics up 
that you can grab what you want, while 

still getting a basic sound off of the front 

array, which will always he your main 
sound. I would always use large-di-

aphragm mics for my front to get that 

great, big, wonderful sound and use 
small-diaphragm mics for spot miking. 

There is no right' way; that's just the way 
my mind works. Your own ears and your 

own sense of what the musical style re-

quires is way more important." 

Lewis will augment her main array 

with spot or sectional mics as the music 

requires. She lists "harp, guitar and quiet 

woodwinds, like an English horn or 

something" as instruments that sometimes 

need the reinforcement of a spot mic on 

a recording date. "I want to he sure that 
I can grab that part and it doesn't get lost," 
she notes. "I want to hear every instru-
ment as clearly as I can. And to do that, 
I'll move the musicians around a ton un-

til I get them in the spot that sounds the 
best. Then I also move the mics around 

relative to that spot. On a Women's Phil-

harmonic [disc] done tip at Skywalker, we 
had the brass section split on either side 

of the ensemble, so they were left and 

right. It was kind of unusual, but it sound-

ed fine. Then, the next time we came in, 

they needed to hear each other a little 
more tightly, so we moved the horns back 

over onto one side. I'll do whatever works 

best; that's my philosophy." 

Blair.fackson is Mix 's senior editor 
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Visit The B&H Superstore 
Featuring Our State-Of-The-Art 
Interactive Pro Audio Showrooms 

(Between 33rd & 34th Sts) 
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UNRISE 
°UNO 
TUOIOS 

3330 WwurtrreErro 
Flousrort,TX 77042 

(713)9779165: F..(7 ,3) 9774242 

WWW SUNRISIESOUNO COM 

Sunrise Sound is the premiere SSL recording 
and production facility in Texas. Our state 
of the art studios offer simultaneous analog 
and digital recording. We have one of the 
largest Protools systems in the state 
featuring 48 24bit l/O's. Our outboard rack 
contains equipment from manufacturers 
such as; Manley, Neve, Tubetech and 
Lexicon. Celebrating our 204 year, Sunrise 
proudly offers world-class studios without 
the world-class price. 

Hollywood 
Masters East 

27 Hanse Ave. 
Freeport, NY 11520 

(800) 387-3748 or (516) 623-0555 
Fax (516) 623-4531 

www.hollywoodmosters.corn 

Located 15 minutes east of NYC, 
Hollywood Masters East has been pro-
viding New Yak with quality master-
ing since 1992. Our newly designed 
mastering room provides a superb 
listening environment and quality 
mastering tools to achieve the clarity 
and magical sparkle that is so desir-
able. Hollywood Masters East uses the 
Manley "Massive Passive," the highly 
acclaimed Variable-MU, nightpro, 
Dynaudio,TC Electronic and an exten-
sive list of software plug-ins. Call today 
for your next mastering project. 
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Az's "The Saltmine" 
An audio oasis in 

the desert 
945 E. Juanito Ave., Suite 104 

Mesa, Arizona 85204 

480-892-6585 
Bookings: Don Salter owner/manager 

www.thesakznine.com 

Make tracks toAz'sThe Saltinine, 
where "vibe" is the key to our 
10 year success. Located in 
Phoenix's East Valley...We feature 
48 ch. discrete vintage Neve, 
Studer A-827, 24 Mix-Plus Pro-
tools rig w/150 GB cheetas, Lynx 
II, Apogee AD 8000, Adate, 50 
great guitars, 25 sweet amps, 33 
compressors, DW studio dram kit, 
80 mics,6 isos with a Killer Drum 
room,dynaudioacoustic M-3 active 
mains Recent LPs Soultly, 
Megadeth, Sunny Leclfurd 
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• STUDIO SHOWCASE • 

Gravity Studios 
Wicker Park-Chicago 

(773) 862-1880; Fax (773) 862-1393 

e-mail: gravitystudios@ameritech.ne 

www.gravitystudios.com 

Featuring Chicago's only 
vintage Neve... 

• Neve 8058 (modified by Pat 
Schneider to accommodate 
60 inputs at mix) 
• Studer 827 
• Uptown moving faders 
• Loads of vintage outboard gear 
• Nice live room with lots of 

instruments 
• Pro Tools available 
• Experienced staff/great vibe 
• Veruca Salt, Bob Mould,Verbow, 
Frogpond, Nash Kato, Cupcakes. 
Tahiti 80, Promise Ring... 

Artisan Recorders 
Mobile 

P.O. Box 70247 

Ft. Lauderdale, FL 33307 

(954) 566-1800; Fax (954) 566-3090 

e-mail: mobile red@aol.com 
www.artisanmobile.com 

For over 20 years, Artisan 
Recorders has been providing 
excellence in remote recording 
and broadcast.Along with an 
extensive array of equipment in 
a comfortable aesthetic environ-
ment, our "Mobile Red" studio 
boasts an expert staff of techni-
cians with a love of music and a 
desire for perfection. Currently 
touring with ABC's Tom Joyner 
Morning Show.When you rock, 
we roll. 
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NPR 
635 Massachusetts Ave., N.W. 

Washington, D.C. 20001-3753 

(202) 414-2482; Fax (202) 414-3033 

e-mail: rgenpr.org 

www.npr.orgismdios 

Located in downtown Washing-
ton, D.C., Studio 4A offers a 
spectacular recording environ-
ment well-suited to all music 
genres. Studio 4A, at 2,600 sq. 
feet, is one of the largest record-
ing facilities on the East Coast. 
We offer digital and analog multi-
track recording, an extensive 
mie collection, digital editing 
suites and CD mastering. NPR 
also offers satellite uplinking, 
fiber-optic and ISDN capabil-
ities worldwide. 
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Phase One Audio Group 
3015 Kennedy Road, # 10 

Toronto, Ontario M1V 1E7, CANADA 

(416)291-9553; fax: (416)291-7898 

email: info@phaseonestudios.com 
www.phaseonesluclios.com 

For 27 years Phase One has 
turned out international hits from 
Toronto. Recently renovated (see 
June 2001 MIX, page 36), this 
7,500 square foot three room 
facility features a 58 input vin-
tage Neve and a 64 input API 
Legacy, Studer tape machines, 
and ProTools in all three rooms. 
World class outboard gear and 
mics in an ultra comfortable set-
ting. TAKE ADVANTAGE OF A 
LOW CANADIAN DOLLAR AND 
STRETCH YOUR RECORDING 
BUDGET. 

i 

JOE LAMBERT 
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SELECTED DISCOGRAPHY 

JON BON JOVI 

DEEP PURPLE 

FAT JOE 

PRO-PAIN 

LOVE & ROCKETS 

(H.,H( 71 211 WE 

)L111(1   FOR BO 
OR EMA 

ill( I  

EET 61% FLOOR, NEW YORK, N.Y. 19023 
ONTACT ANDREA YANKOVSKY 21e262-3300 

@CLASSICSOUND.COM 
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THE GATE M EDIA GROUP •.e. 
WWW.GATEMEDIA.COM •  

CD, CD-ROM, DVD AND VINYL REPLICATION 
CD-R SCREEN PRINTING AND REPLICATION 

AUDIO IL OVO MASTERING & AUTHORING 
COMPLETE GRAPHIC DESIGN SERVICES 

POSTERS, STICKERS A POSTCARDS 
PROMOTIONAL SERVICES 

800-655-1625 
FILM AND GRAPHIC DESIGN INCLUDED FREE' 

1000 CD's RETAIL aeaoy-$1395.00 

500 CD's RETAIL near:iv-91200.00 

2000 Flour CDs-$1280.00 

200 130breara VINYL-91295.00 

500 2-COLOR CD-R's -$495.00 

Member of Association for Independent Music 

GATE PROMO PLUS 

1000 CD's 

2000 POSTCARDS 

1000 POSTERS 

$2695.00 

CIRCLE AD NUMBER 250 ON PRODUCT INFO CARD 

got gear? 

Insure it now! 

nce.corn 

Insuring Professional Audio. Video, Editing. Film, PA. and Band 
Gear for over 25 years in Southern California and Nations, lilt: 

Insurance services provided by 

United Agencies,Inc. 

(800) 800-5880 
CA Lic. #0252636 

The cor .3W siitiOiiLÍOÏ 
avow' recoiding needs. 

CDXpress Plu CI) C.• 
• Record i"C+711 ,1 

• Coey. 
• Internal hard iv- or track bn & editift 

Record analog or d rill ound. 

oday! 

6.0247 
atondisc.com 

pier/R 
ualGe an d sou 

tinware or audi 

CIRCLE AD NUMBER 252 ON PRODUCT INFO CARD 

•ram 

Ask about our full line of eitietication 
services & blank CDR medial 

SALE! PLUS FREE ADHESIVE! 
MARKEI2FOAMT' ACOUSTIC FOAM 

IMMEDIATE SHIPPING 
GIANT 54" x 54" 
Kill Noise Quick! Maximum density, full size sheets of 
Markerfoam offer super-effective sound absorption for studios 
worldwide. Easy to mount n your choice of Blue or Gray. 
Markerfoam offeis the best value and looks professional. Request your 

i  

Catalog, specs & free samples today ! 

r Reg. $79' Now 519" 
3" Reg. $391 Now $29" 

Bass Traps 
Unique, low frequency 
diffuser blades cut m a tri-

angular profile mounts 
with ease to wall, & room 
corners for perfeil iow 
end conteol. • 23.5- H x 
11' D • Charcoal gray 

FREE 

$19.99 
each 

16" Blade Tiles 
Elligh performance, low, low 
cost!!! America's best 
acoustii tile value only from 
Markertek! 

2 Charcoal or Blue $3.49/tile 
3" Charcoal or Blue. ...... 
4" Charcoal $5.49/tile 

Jumbo Sound Blankets 
Heavy-duty 76"x 68" padded blankets absorb sound wherever they're 
hung or draped fabulous for stage, studio and field use. Toy profes-
sional quality at a super saver price! Weight: 6 lbs. flack. $19.99 

FREE with any 6 sheet foam purchase in this ad - Markertek Foam 
Adhesive! Limited offer. A $8.95 per tube value. 

America's mist unique catalog featuring 364 pages of over 16,000 exclusive and hard-

to-find st.ppfies for Pro Audio, Broadcast Video, Audio Visual & Multimedia production. , 

<=n>.cone 
MARKERTEK VIDEO SUPPLY 

New York • Las Vegas 

800-522-2025 • Fax: 845-246-1757 • www.markertek.com • salesemarkertek.com 

CIRCLE AD NUMBER 251 ON PRODUCT INFO CARD 
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What's New at Sound Ideas? 

10111111"" offdl 
»GO 

905-886-5000 Fax 905-886-6800 US: 1-800-387-3030 www.sound-ideas.com 

Tel" EFFECTS 
ci 

CIRCLE AD NUMBER 254 ON PRODUCT INFO CARD 

CDs • CD-ROM • CO-R • SHAPED CDs • AUDIO CASSETTES 

NEED CDs? 

r' 
J 

the choice is 

TALCLEAR 
DISC & TAP E 

e for over 30 years 

-Et CIO - e EICI-C1073 
visit us at vvvvvv.crystalclearcds.com 

DIGITAL MASTERING • ART DESIGN • PRINTING • PACKAGING 

CIRCLE AD NUMBER 255 ON PRODUCT INFO CARJ 

CIMNIRAX STUDIO FURNITURE 

F2 The Next Generation 

picture the possibiiities... 

NOMINEE 

wvvssv.orrrsirelx.com InfoCor-rxr-srax.com 
0.1 1.1X P.O.Box 1792 Sausakto, CA 94966 
800.3323393 415.332.3392 FAX 415.2.2607 

WITH OVER 60 YEARS OF EXPERIENCE & IN•HOUSE FACILITIES, WE'LL PRODUCE 

YOUR CD, VINYL & CASSETTE PROJECT WITH THE EXCELLENCE IT DESERVES! 

CD PACKAGE: $975 
INCLUDES: ORIGINATION • 1 -COLOR I PAGE BOOKLET 

AND TRAY CARD • I-(OLOR CD LABEL' 

• JEWEL BOX F. SHRINK WRAP • QUICK TURNAROUND 
• from your prow ref* film Woe specs) 

1000 CD PANE $1249 
INCLUDES: ORIGINATION • FULL (OLOR 4- PAGE BOOKLET' 

ONSIDE Bowl and 4-(OLOR TRAY (ARO. 
2-COLOR LABEL IMPRINTING' • 

JEWEL BOX & SHRINK WRAP • OUI(K TURNAROUND 
from your pm/ ready film Ir, Rambo s spars) 

ASK FOR OUR FREE IROCHURE! 

Rainbo Records and Cassettes 
1738 Berkeley St. • Santa Monica,CA 90404 (310) 829.3476 • 
Fax:1310s 828-8765 • sAnvw.rainborecords.com • infotiDrainborecords.com 

CIRCLE AD NUMBER 257 ON PRODUCT INFO CARD 

Twiddle this. 
SSL 4040 E/G 
NEVE 8058 MKI 
NEVE 8068 MKII 
TRIDENT 80C 
TRIDENT 80B 
NEVE VR 60 
EUPHONIX CS 2000 
EUPHONIX CS 3000 
SONY MPX 3036 
DBX 166s 

OTARI MX 80 
OTARI RADAR II 
ROLAND DEP-5 
STUDER A827 
STUDER A800 MKII 
NEVE 1073s 
NEVE 1095s 
UREI 1176 ( Black) 
DRAVVMER DS 201 GATES 
LEXICON PCM 70 

We also carry the following: API, Avalon, IC Electronic, Lexicon, 
Mackie, Millennia, Manley, Tascam and more. 

New, Used & Vintage Equipment 

(615) 269-0704 www.primalgear.tom 
1622 16th Avenue South, Nashville, TN 37212 

CIRCLE AD NUMBER 256 ON PRODUCT INF 0 CARD CIRCLE AD NUMBER 258 ON PRODUCT INFO CARD 
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Unbeatable Prices! 
Unsurpassed Service! 

.71FUJI 12.11 

ze:A 

on all your 

Recording 
Supplies 
and related services 

Blank audio, video 
and data media 

Studio mastering 
supplies 

Labels, albums, 
sleeves, jewel cases 

Cassette duplication 
CD replication 

Graphic design services 

877-778-7987 
www.universaltapes.com 

(732) 367-TAPE • Fax: (732) 886-TAPE sAi 
61 Whispering Pines Lane • Lakewood, NJ • 08701 
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Master att  where music still sounds like music. Where punch, 
¡CITAI vitality, space, imaging, clarity, warmth and quality 
ofibm are not just buzz words. We enhance musical 

values with specialized techniques invented here. 
Unsurpassed mastering quality by Bob Katz. Custom-built hardware and 
software. Stereolzation, REIcrodgnamIc Enhancement. Unique 
Processes. Sonic Solutions Editing. Tube and Solid-State Analog Recorders. 

CD Mastering is an art. Levels, dynamics. fades. spacing... 
everything is important to you and to us. 

Recorded & Mastered 1997 Latin Jazz Grammy 

CD Replication... Booklet Printing... Graphic Design... 
How to make a superior pressed CD: 
1) IX speed Glass Mastering Digital Domain 
2) Quality control (800)344-4361 in Orlando, FL 
3) Attention to detail 
4) Personalized Service 
5) Good, clean packaging and packing 
6) Dependable, on-time delivery 

The Definitive, Award-Winning 
Internet CD Mastering Website 

http://www.digido.com 
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Reality Has Just Become Affordable 
Introducing the Taylor 

Hohendahl Engineering 
30 Binaural Sphere 

oreo Microphone. 

Real Spring Reverb for 
the digital age 

"The best sounding spring reverb" Ry Cooder 

Overload 
• 

anelog spnng reverto e 
Demeter Amplification • 

Demeter Amplification 
818-994-7658 demeteramps.com • demeter@gte.net 
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[-Class A Vacuum Tube Signal Processors 

•- '0i-1;1f:.1112e BM ME. _  
sy Pendulum Aodlo - Note,» 

- 

MDP-1 Mic/DI Preamp 
The ultimate front end for high resolution recording 

OCL-2 Optical Compressor 
Smooth dynamics processing without coloration 

ES-8 Variable-Mu Limiter 

At Pendulum, our modern tube designs 
provide superior audio performance and a 
level of clarity, intimacy and detail that is 
unattainable with vintage tube products. 

/111(lio 
Clasic feedback compression with a modem twist inn. Box 339, Gillette, NJ 07933 

(908) 665-9333 

Hand-built in the USA - www.pendulumaudio.com 
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RACK FILLER PANELS 
FOR THE 

NEATLY TWISTED 

z‘.7/7 14eite 

760.305.6213 www.f unk log ic.com 

«I a 
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MARQUETTE AUDIO LABS 
pier 

.1. 
- 

_ ON» it sm., • .11.4 . 
e • • 

New, Used gi Vintage 
Recording Equipment 
Specializing in 
Custom Racking 
•Neve • Telefunken 
*Siemens • Calrec 
•Langevin...and more! 

Phone 510-581-3817 • Fax 510-581-3917 
www.marquetteaudiolalis.com 

•,.4ieecieri7. • 

Mercury Recording Equipment Co. 
"There's nothing better than the best!" 

• " All Tube and All Transformer," 
fully- balanced, variable-bias 
limiting amplifier, (comp./1er.) 

"Hand built in the USA. Ma PC 
board or ICs (chips). 

• Mono (linkable) 

,..1.-,11Yill' .,1 if ' 

Ar4 e lellelee0"*Iillallib• 

,x1;;I • 4 
• .  

For more info and closest dealer please go to our website. 

Phone 510/581-3817 • Fax 510/581-3917 
www.mercury-rec.com 

CIRCLE AD NUMBER 265 ON PRODUCT INFO CARD 

The Audio Toolbox,. 
The amazing DSP-powered acoustical analysis, 
audio test, calibration and troubleshooting tool. 

Functions 
SPL • 1/12 octave RTA • RT60 • Energy Time Graph 
Distortion Meter • Speaker Polarity • Signal Generator 
Frequency Counter • Stereo dB Meter • MIDI Analyzer 
Audio Scope w/phase • Impedance Meter • Cable Tester 
Time Code Generator / Reader / Re-gen / Analyzer 
Headphone Monitor Amp • Phantom Power Tester 

PC/Mac Interface • 40 memories mom... 

eakr. Tel: 303 545 5848  sa 

Toll-free: 888 433 2821 and sundani 
Fax: 303 545 6066 Rack-mouni. Plus. 

Asadable 

models (dlouln 
MorraSonde www.terrasonde.com   
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the wily wy tc, vieteric 

thare )= 

iritteiractimetele 

ergonomic computer furniture 

Liz(cintorphdesk_cciitn_   
call ilovtr for free catioleg 1 -088 302-13ESI  

Buornple •• • 4awilerecl ',NW..., à Su.atf epippeeeml fUSI ' NI NYC 

CET LI' Fi 5 
Don't trust your audiophile duplication needs to anyone else! 

Progressive Music 
,..,res.sivecds.c  I Avail. VISA 8,1 

Master Card  

2116 Southview Ave. 

Tampa, FL 33606 

)813) 251-8093 

FAX ( 81 3) 251-6050 

Toll Free: (800) 421-TAPE 

"Fastest Turn-Around in 
the Known Universe!" 

.,ALL COMPLETE: 
Full colis, Pkgs. 'Ann Insert, non, !. our 

CLlt & Film 
500 CD'S 

500 CASS 
IMO ('D'S 
1000 CASS 

s980.00 
S690.110 

SI 275.00 
S905.00 

*NEW! IOU CD. RETAIL READY 
PACKAGE IN 5 DAYS!!! S589.00 
i just gne us dphom & inockup'!!I  
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CD 
LABELING 8t 
PACKAGING 
FROM YOUR  
DESKTOP! 

DESIGN • PRINT 
APPLY • PACKAGE 

dà' ',net 

l• 
Li 

ffie' 
Cb 

utsitut 
Kr/ 
""t•trea.„, 

4tebt. 

ofe, 
coudels 
,00 

t:;-11e.eint c 

NEAT® 
Media Labeling Products 

>é 

ONLY 

$2995 

KIT INCLUDES 

• HIATO 2000 CD Label Applicator 

• Assortment of labels and 
Jewel Cose Inverts 

• MediaFACE-11 
• Design Software (PC), Templates ( Mot) 
• Digitoi Bad ground Art for Labels and Insert 
• Label and lined Templates sr Popular 
Graphics Programs ( PC/Ma) 

800-984-9800 
Also available... 
Other Media Labeling Products Including - 
Video Sleevet/Wraps/Labels, 
Business Card CD lobels/Sleeves 

250 Dodge Ave East Haven, CT 06512 800-984-9800 203-466-5170 fax 203-466-5178 

www.neato.com 
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VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier 

.Anyone NN h0 has heard it knoNss 

D.W. FEARN 
www.dvidearn.corn 

610-793-2526 
610-7934479 fax 

PO Boo 57 • Pocopson, PA • 19366 • U.S.A. 

CIRCLE AD NUMBER 270 ON PRODUCT INFO CARD 

CD & OVO Duplication 
f C 

• Duplicators LOW price! 
i heck  °ut 0-0;11 

tslext-day delivery ! 
nscripta at 

• Printers edRi ia m age • Signature Ill • I 
All maor brands • B an 1 t__ 

ne 

w• wet jbeat any advertised price. — 

n • Supplies ml Stock - ready to ship 1 

• Duplication Services 24 hour 
turnar°und 

es ediaFORM • Rimage • Cedar • Primers • More... 

• labeled • sleeved 
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MRS 
MULTIMEDIA RECORDING SYSTEMS 

WWW.GOMRS.COM 

s A SOUND TECHNOLOGY 
7 v ,: nerum eeeee is. sad el....tips 

TransformYourPCIntoAPowerful 
SpectralAnalysisSystem 

Call To Order 1-800-401-3472 

Fax: 408-378-6847 
info@soundtechnology com 

http:I/www.soundtechnology.com 

I ut t Stti II SI I). MT) 

The Best In Test offers a totally new chmension Audio Testing. 

CIRCLE AD NUMBER 272 ON PRODUCT INFO CARO 
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- 100 Retail cos 
o $.1.997 
1000 Retail 

cos 100 Bulk 
CDs 

"The sound env, 
1-inchATR is incredible. 

tun 

I won't mix to 
stereo without it " 

ixesl-Inch 
(„„ :tgo. Chuck Ainlay bought this 

U I-inch machine from AIR Service Company It's 
been his exclusive siervo mixdomm deck ever since. 
Listen to the results on recent CDs by Mark 
Knopfler, Tneis Tritt, and Trisha Yeanvood, among 
others. Then call AIR Service, the originator of 
1-inch stereo on the legendary AIR- 102. Now, more 
than evec the ultimate music mastering machine. 

717.8521700 / www.arrservice.com 

IA SERVICE 
C OMPANY 
AMPEX SPECIALISTS 

CIRCLE AD NUMBER 273 ON PRODUCT INFO CARD 

MEDIA 
t'à 

CALL with any 
questions or Inquiries 

1.888.891.9091 
II I 

LOW PRICE GUARANTEE! 

.10 FREE CDR's 
MEDIA SERVICES WILL BEAT ANY QUOTE BY 5% OR RECEIVE 10 FREE CDR'S 

PROVIDE A COPY OF A COMPETITORS WRITTEN QUOTE 

ON THEIR LETTERHEAD (1000 plec• minimum owl«) 

PmuDell 2Ged 2emd? CEA 
Includes: 

Glass Mastering, CD Replication (with 3 color printing) 
CD films, 4 panel (4/1 Book), Tray (4/0), Print Films, 
FREE Barcode, Jewel Case, Assembly & Wrap 

1 
CD's Tapes CDR's Graphic Design 
Designer CD's Posters Postcards --

Printing DVD's CD-Rom's 

CIRCLE AD NUMBER 274 ON PRODUCT INFO CARD 

•graphle 

Records com •web se 
•masteri 
•cassett 

-print 
-dye! 
-cd 

• FREE national distribution 
Amazon.com, Yahoo.com 

LonelyRecords.com. 

Sell your music today' 

CIRCLE AD NUMBER 275 ON PRODUCT INFO CARO 
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PHONE 818-340-6930 FAX 

AKE MONEY MAKING CDS 
Start your own duplication ≤ hop! 

Duplication suite # 9 
Inferno 10 Bay 12e Tower • Ink- Jet CD Printer • Shrinkwrapping System 

Leese as low as 0199.00 per month 

VVVVW.SUPERDUPS.COM 
TOWERS 

start fl,g from 

$99.00 
per month 

500+ COS 
PER DAY 
POSSIBLE! 

4/b ey-e, 
- o .29e 800-617-3877 10..sar.ki Papa« -11,ely-

\1•XeAS 
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N.- 1m Ogutiqup. Me E Ppsign 
P,esents 

A safe harbor for your valuable 
vintage modules at a great price 

095.00 (Any Rack) 
•Mothn cm hot oruluded 

-Enclosed 31111 Chassis 

-Internal shielded power supply 

-Conductive plastic output pots 

-All steel chassis 

•Rear chassis mount XLR's 

-Front panel 1/4" line/inst inputs 

Also available Nene 8 channel racks 
and : ustom racks 

818-340,',252 Web: www.boutiqueaudio.corn 

CIRCLE AD NUMBER 277 ON PRODUCT INFO CARD 

Compact Disc Replication 

Cassett a Duplication 

Complete Packages 

deal direct Digi-.al Mastering 

and SAVE Graphics and Printing 

FREE CATALOG or CUSTOM QUOTE 

OUTSIDE V-IE U.S. CALL: 516-244-0800 

You'll Hear and Feel the Difference 
WWI! CandCmusic.com 

CIRCLE AD NUMBER 278 ON PRODUCT INFO CARD 

ANCHOR Your Speakers 
With 

Sound Anchor Stands 

SOUND ANCHORS is your first choice when it 
comes to speaker stands for your studio. We have a 
complete range of designs to fill any speaker stand 
requirements. 
The Adjustable Stand in this picture is designed 
to support small to mid sized monitors behind the 
console. 

STABLE RIGID DAMPED 

Sound Anchors Inc. 

Phone/Fax (321) 724-1237 

CIRCLE AD NUMBER 280 ON PRODUCT INFO CARO 
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%U lh CT-We ALIIL 111 1 
www. Click Here for Great Deals! 

1-800-214-9222 We Eiuy Used 
Gear! Marshall 4, 

Pike TOO LOW 
to advertise! 

Ask about FREE 
ift included! 

ustom & hard to f' 
cables IN STOCK! 
,rcesferecl a 2°,cashcIscort andresdedb 
2vrye brew nat., Flews are stsed b a 15% 
•-•srdre lee Nor uspdede br type-a:WA 

The most powetul digttal 
console made today! 

MORE 
PL-41•=71P=-.4 

AKAI DPS 12 v2 

Um! .4 Time Only! 

1-800-2149222 
NOR 24/36 Aga*. I sniffle 

Shi 

LOWEST Prices 
on Shure mks! 

TASCAM 

1200 Marshall s Shreverert LA 71101 

'Roland 
We have Roland keyboards, recorders, 

filter synthaskers...anything you need! Karma Jpgrade 
or trade ;n 

, :'our old 
geyboare 

IIIIIIIIIIIIIIII11111:1 . ,1 ¡Wraedetask!e 

SPIRIT 
IRV Mrle...i.r.éroAe, 

.1 32,3 On 

Sa/sil 
42 input. 8 - bus.3/9/tal 
mixing cons4I4 with 
Lexicon effects 

JUST LISTEN! 

CIRCLE AD NUMBER 283 ON PRODUCT INFO CARD 

Speaker Isolators! 
0 Bring out the best your speakers have to offer 
0 Damps low frequencies - firms and cleans up bottom end response 
I:1 Eliminates mechanical coupling - speakers stop annoying neighbors 
1:1 Eliminates mechanically induced buzzes and vibrations in walls and floors 
0 Genuine Sorbothane Á the best high-performance vibration isolation material 
I:I Small size - 3/4" diameter hemisphere - discreet and unobtrusive 
El Isolate sensitive equipment such as CD players and tube equipment 
O Can be used in multiples - accommodates any size speaker 
121 Inexpensive - use it on all your speakers 

805-653-5557 
Fine Audio Products since 1984 

• 
www_blacleauclio_corn 

CIRCLE AD NUMBER 284 ON PRODUCT INFO CARD 

"After 27 years of Mastering, I can use anything 
I want and 1 use Requisite limiters, everyday." 

Denny Purcell - ( eorgelreWh Masters - Nashville 

ALL-TUBE, ALL-TRANSFORMER, POINT-TO-POINT 

requisiteAudio.com 
818-247-2047 

CIRCLE AD NUMBER 285 ON PRODUCT INFO CARD 

a rtivriz 

500 free CDS Ill —.S'C  
ie.,'„: q"e,reeree.g,.. 

• Las n9' 9fatedek'fian • 91X009 

1199.00 e 4,986.00 
500 CDs 
allkcage orr ";=4 panel insert 

or on cd printing 
master, 

x.<\wink wrap 

1000 CDs 
package includes: 
film seperations 

all color 2 page/4 panel insert 
3 color on cd printi 

glaIss'eaP ekvl o 
-shrink wra 

i‘L 

eking-Cain 

new_ alz ILLed 
Pcuricage D_excei 

Buy- Set!. Tfuede 
Chun. 250 VieLtacge Et2/Prsee. 6-

77Zer.rte Than. 75 Tcciza ffla in_ Sine* 

1C241C28/C60-61/1)12/K,0/1345/451/414buls /460b pr 
COMPEX; ALAN SMARTCL1Y2:AMS RMX 16/1580s 

4x16.12x24 consoles/API frames/racks/525/560a-1/550a 
ALTEC 438c; AUDIX 35102/35101 classic eq/pre racked 

ssic tube mic pre; Bt•K 4003 w/preamp; COLES/STC 4038-flaw/used 
LREC 1061/1161 racked/OL16513czmp-lim-gate: OBX 160/161VU 

DECCA eq-ore/Complim; EAB 8x2 tube console; EMT 25611 comp 
EVENTIDE Instant Flanger; FAIRCHILD 670/661 comps 

FLICKENGER 3-band eq/rack; FOCUSRITE ISA115i130 comps 
HELIOS IslandlOiympic eq/prs Helios 20 input console 

KLARK TECH. ONT130; KORBY Emoynan mics/new CM3 
LANGE PE04; LEXICON LXP1-5-MRC/PCM411480L 

NEVE consoles: BCM10/80,4/24x8x16-1081 13/24x8-1073518058/80 series 
24x8 frame-fits 1023/8T-313 frame-24xSx113-holds 1081NR Legend 
NEVE 1073 MIC PRE ONLY-racked to pars, output level, 48v, 01'n) 

1368/1073/1081/1089/1095/2053/2074/33314/83065/2254a/3415/1272/1290/racks 
NEUMANN Ltefet/U47./M49A450/M259/ILM57/1.177/KM253/53 cons./ 

254/54/8.4/84/85/86/U67A.187/587./CMV563/9.423P-eipzig 
7151.TUA 170/shock mounts:Ma9 screens-shalls 

NIP 179 comps: OPT1FILE 3d 56 oban.Automation; PANSCAN 
PRO TOOLS (inquire). PULTEC EOPIA/E0H2. PTE comps 

RCA 44 jr/77 RHODES Sod SViARTZ Omn1 measurement mie 
ROLAND Dim ,01513F 325 Flanger SCHEOPP 221 
SPENDOR SA300; SSL 404SA056, 4080 factory G. 

STUDER 827- 700 hrs-8000 or/A800MKIII 
TELEFUNKEN V72n/728/76N78s/77N672N676M1395eq 

TRIDENT 80C/ stereo comp-hm 
UREI 1476LN blacrsilver/1178/LAVLA3/LA4/565 filter 

VALLEY dynamite/Keypex II 

NEW ITEMS - GML, Fairman and Universal Audio 
eieaee Inr.LI•te cd.out ¿tee-n.o not iloteci.  

info rintajeiinpotn * 07111314S65-0645 * era:0;496415338 

CREDIT CARDS ACCEPTED FINANCING AVAILABLE 

CIRCLE 00 NUMBER 287 ON PRODUCT INFO CARD 

Stage or Studio usd 
(3) 55-2 

GET 
CONTROL! 

LOW FACTORY-DIRECT PRICES! 

New 8c Improved 

SORBER 
Free-standing 

Portable 

Absorption 

Baffles 

1.800.888.6360 
clearsonic.com 

001( 
CIRCLE AD NUMBER 286 ON PRODUCT INFO CARD 
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(CIASSIFIEDS 
MIX Classified Ads are the easiest and most economical means to reach a bitter 

for your product or service. 'the classified pages ef Mix supply our readers with a 

valuable shopping marketplace. We suggest you huy wisely; mail-order con-
sumers hare rights, and sellers must comply with the Federal Trade C'ommission, 

as ire as rations state laws. Mix shall not be liable for the contents of adtrdise-

merits. For complete information on prices and deadlines. call (800) 544-5530. 

r-Acoustic Producis- 110 

Acousfics by clb 
..all the others are Just brokers. 

New products from Quested. üakmg 
Neolek•Martech.Sontec•MRL 

Tndent•Shep/Neve•United Audio 
Prizm•Eventide•Alan Smart 

• Total studio concepts created by experienced producers Et engineers. 
• Control rooms, studios, full facilities and turnkey packages. 
• Wiring system design, custom cabling and full installations. 
• Consultation and advice on equipment or system choices. 

• Room tuning, noise problems,existing plans and custom traps. 
• Packages of used ft vintage consoles, 24 Ir, mics ft processing available.  

Building Studios & Keeping 'em alive for BO 31 yearsl 

Nave Classic 80 Range•Neve VI-VR Range 
SSL 4000 . 5000 • 6000 • E/G/G+ • 900W 

Flying Faders•API 3224. Trident 80C/808 
Neumann L147 VF14•U67•1147•KM84 

Studer A827 • A820•A800 MKIII•A80 MKIV 
Otan MTR9O• MX80•Radar • Sony J1-124ALIII 
Sony PCM3348•Studer D827•Dolby XPiSR 
EMT 25CV251/140•Lek 480/2'24 • Sony DRE 
AKG C244C452EB•Cl2clone•C28•C60 
AKG Citt4EB Silver, Nave 106B/10734 Shep 
Fairchild 670/660•0uantec•AMS RMX1DMX 

Building a project studio? 
Designs from ekisting plans 
start at $ 1,000 per room. 

SMALL AFFORDABLE SPECIALS 
Trident 24 • Studer 169 • Alesis • Eventide 
Nec4ek•Amett Big•Tascam MSR24•MS16 
Neumann U87ai•UHEI 813C•809• Manley 
Lliel 1176LN• 1178•LA3A • LA2A•LA3A 
Neumann TLM103• KM184. U87. KMS105 
AKG C414EB • C451 E • C60• C 12VR 

Digidesign • Olari • Ampex • API 

ARCHITECTUAL ACOUSTICS FROM 

• DESIGN AND CONSULTATION FOR EVERY PROJECT 
- NO MATTER THE SIZE OR BUDGET 
• EXCLUSIVE U.S. REPRESENTATIVES FOR MUNRO ASSOCIATES DESIGN, LONDON 
• ROOM ANALYSIS AND MONITOR SYSTEM TUNING 
• CUSTOM DYNAUDIO/IVIUNRO MAIN MONITOR SYSTEMS 
• CUSTOM WIRING SYSTEMS DESIGNED AND INSTALLED 
• EXCLUSrVE U.S. RESELLER FOR PRE-OWNED SSL 
CONSOLES 

THE SYSTEMS COMPANY 
Recc4oNb Sru:es • MAsreaNq 
FI.X4 • Pcsr • EltionocAsf 

V (781) 982-2600 F (781) 982-2610 
www.proaudiodesign.com 

Professional 
@Audio 

Design 
Inc. 

kvc.com 
Design 4 Integration 
800.822.3443 

SILENT 
Nornemptun. mos 0.62 

INFO (413) SOX-7.. • FAX WI.) X.•••-.XX, 

ORDER (800) 583-7174 
info@silentsource corn • wvAvsilentsource.com 
Acousticore Fabric Panels • Sound Barrier 

Isolation Hangers • A.S.C. Tube Traps 
Silence Wancovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.PG. Diffusors • Sonex • Sound Quilt 

1 BRIVT  
SOUND CONTROL 
DIFFUSER PANELS 

800-449-0845 
www.vibrantech.com 

AcousticsFirst 
;7ie 888-765-2900 

Full product line for sound 

control and noise elimination 

Web: http://www.acousticsfirst.com 

Hear Today. Gone Tomorrow. 
INTRODUCING THE MAX-Wall 

from Aural«. 

Its the super-affordable, world-class, 
stand-mounted recording & mixing 
environment that can go ANYWHERE! 

Our patent-pending. interlocking MAX-Wall 
system can grow & grow as your needs 
change and allows you to do critical stereo 
or 5.1 work in ANY room at ANY time. 

The MAX-Wall offers linear acoustic control 
in an attractive, portable package that's the 

perfect solution when wall-mounted & ceiling-
mounted acoustical treatments are out of the 

question. Amazingly, its absorption only varies 14 over the entire test frequency spectrum! 
That's accJracy & performance you can't get anywhere else. 

Add Sunburst-360s - or some of our new stand-mounted 4' tall LENRD - Bass Traps and 
you've got an incredible amount of AFFORDABLE and TOTALLY MOBILE acoustical control. 
Visit www.auralex.com for more oto IS put a MAX-Wall to work...today! 

ON DISPLAY & IN-STOCK AT MAJOR DEALERS EVERYWHERE! • 000.95•WEDOE 

NEED 'ITCH HELP? 
• Studio Design! 
• Custom Wiring! 

• Equipment Installation! 
Small or Large Projects - 

CALL US NOW 
:101.607.6607 

AUDIO DESIGN SOLUTIONS 

SoundSuckers.com 
"New" Economy Model ISO Booth 

ONLY $999 
1-888-833-1554 

Soundproofing Products & Supplies 

W INC 
rISper ROOM 

SOUND ISOLATION ENCLOSURES 

Celebrating over 10 years of 
reducing sound to a Whisper! 

Recording, Broadcasting, l'racticing 

IS Sizes and 2 Le, els of Isolation :%sailable 

I I 

New! Sound Wave Deflection System 
(change parallel walls to non-parallel t 

Immediate Shipping! 

www.whisperroom.com 

PI I: 423- 5S5- 5A: - I X-123- ,N5- 5N31 

Business Opps. 
Eft Consulting 

Startin a studio? 

Get advicE, IdEas and duldancE 

from an ExpErlEnCEd 

studio owner and Educator 

vvww.CriticalPathCoach.com 
301-596-5018 

ivica..tnivonline.coni • MIX, July 20H I 241 



$68,500 buys you So. Florida's most 
charming high-end project studio. 
Incredible location, just one mile from 
the ocean. Long lease & low over-
head. Steady client base; strong 
name recognition. Serious inquiries to: 

yourownstudio@aol.com 

Check out 

Mix online@ 

www.mixonline.com 

COMPUTERS for MUSIC.  
Pre-configured Macs and PCs optimized for Cakewalk, Cubase, Digi 
001, Digital Performer, Emagic, Gigasampler, Pro Tools LUTDM, 
Sonar and more. Featuring audio & MIDI hardware from Digidesign, 
MOTU, Midiman, Frontier, RME. Optimized for MIDI sequencing, hard 
disk recording, AN, and CD-R mastering & duplication. Desktop, 
tower and rack-mount configurations available. 

www.wavedigital.com (973) 728-2425 
Call for information about our new 

Rack-mount Apple G4 Macs and 
Powerbook-based portable DAW solutions 

Employment Offered 

The job you want. 
Sales • Service • Technical AP; 
Support • Recording Studioiri 
Creative Marketing 
And More 

Call and ask for Kristine Haas 
or the Career Center today! 

music to direct " 

800-222-4700 
www.sweetwater.com 
careers@sweetwater.com 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176 F AX (219) 432-1758 

Maintenance Engineer 
Fantasy Studios, a four+ room music 
recoiling facility in Northern California, 
needs a third tech to complete our 
team. Candidates must have at least 
2 years of studio tech experience, 2 
years of electronics repair experi-
ence or an associates degree in 
electronics. Must be logical, quick, 
and able to work independently and 
in pressure situations. If you're inter-
ested in electronics, computers, music 
and the newest recording technolo-
gy; want to work in a really cool envi-
ronment; and don't want to be a 
recording engineer, then send your 
resume to: 

Fantasy Studios 
2800 Tenth Street 
Berkeley, CA 94710 

Attn: Guy Lento 
e-mail: glentolefantasyjazz.com 

Sound & Video 
Contractor 

Reach 20,000 + 
sound & video equipment 
installation companies 
with a classified ad. 

Call Kevin Blackford 
S&VC Classifieds 
(800) 544-5530 

svc_class@intertec.com 

Mix 
presents 

JobZone 
Your Source for Qualified Entertainment Technology Professionals 

jobzone.industryclick.com 
For rates and info, contact: 

Robin Boyce-Trubitt at 800.544.5530 

Equipment Financing  e 
EQUIPMENT FINANCING 
• VAST, LAS), APPROVALS 
• We Specialize in 

Audio-Visual Equipment 
• No Financials Necessary 
• True Lease or Finance 

Lease Option 
• New or Used Equipment 

LOANS BY PHONE 

Call MY Selle 

(800)699-FLEX 
24hr. Fax (972)599-0650 

FLEXLEASE Inc.  
alm COMMERCIAL EQUIPMENT FINANCING 

Cowart Us at Our 
Web Address: 

www.flexlease.com 

A/V EQUIPMENT FINANCING 
Specializing in Audio-Video Equipment Visit Our Web Site For 

• No Financials Required A lications & Qualifications 

• New & Used Equipment 

• Upgrade Existing Leases • 
We Are Direct Lenders Call: 800 626 LFCI 

Equipment For Sale  3 
Professional Audio Design 

• Exclusive factory, authorized U.S agent for 
pre-owned Solid State Logic consoles 

• US representatives for Munro Associates 
studio design and custom monitors 

, \ 5 
• \ ' • < •• 

\ \ , • 

• In-twiuse service, custom wiring design 
and fabication ad installation services. 

*New, used and vintage equipment SdeS 

Please call drd. lo dr.s.c.4.4i yaw/ 

inc4/44 sepritementi. 

Voice 
(781) 982-2600 

Fax 
(781) 982-2610 

Main 
abaig, 

REPRESENTING OVER 100 MANUFACTURERS 
PLUS HARD TO FIND I/WAGE GEAR 

API, AKG, AVALON,DYNAUDe. 
FOCUSRITE.GML.LEXICON, 

MANLEY LABS.MUNROCUSTOM 
MONITORS.NEVE,OTARI,SONY, 
ssL, T.c. ELECTRONIC. 8 MORE 

www.prótiodiodesign.com 

AVALON GD DES IGN 
PURE CLASS A MUSIC RECORDING SYSTEMS 

www.avalondesign.com 

tel: 949-492-2000 fax. 949-492-4284 

email: avalon@avalondesiign.com 
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www.vintayahiny.corn 

oq,dh ittLetv ad 
A(313)965-0645 7a: (313)964-33 

SEE OUR AD IN MARKETPLACE pg. 240 

THE MIC SHOP 
TUBE MICROPHONES 

BOUGHT/SOLD/SERVICED 
Mic Power Supplies & Cables 
Bill Bradley: (615) 595-1717 

Fax: (615) 595-1718 

www.micshop.com 

Open for business 
24 hours 

http://wwwmercenary.com 

"this us not a problem" 

TEL: ( 508) 543-0069 
FAX: ( 508) 543-9670 

HARBOR SOUND 
HUGE SELECTION OF 

USED, VINTAGE & NEW GEAR 
Consoles: Euphonix CS2000F 
80-input w/film bus injection 
$129.5k; AMS NEVE Libra 48-
input $129.5k; Amek 9098RN 72-
input call; Neve VRX 48-input 
w/FF call; Amek Angel II w/ 
Supertrue $ 18.5k. Buy & Sell 
vintage NEVE & API modules. 
Credit Cards Accepted. 

Ph: (781) 231-0095 
Fax: (781) 231-0295 

www.harborsound.com 

SOUND DEALS, INC. 
Audio Production Specialists 
Digital Recording Systems 
Keyboards/Microphones 
Professional Support 

1564 Montgomery Highway 
Birmingham, AL 35216 

(800) 822-6434 (205) 823-4888 

www.sounddeals.com 

ALAN SMART COMPRESSORS 

C-1, C-2 & Multichannel version 

available in the U.S. & exclusively distributed by: 
Sunset Sound, Hollywood (323) 469-1186 

www.sunsetsound.com 

ES-8 Variable Mu Tube Limiter 
, e • „ aim • • 

0 • • 

A Modem Approach to Classic Tube Compression 
Same Compression Profile as the Fairchild Limiter 

Class A Sonically Accurate Signal Path 

IMO 665-9333 
Pe1I(lll/U iii A 11(110 www.pendulumaudio.com 

SEE OUR AD IN MARKETPLACE pg. 236 

VISA I1119D22a 

Switch between 
any combination 
of two computers. 

(Pc and Mac) 

800-545-6900 
www.gefen.com 

ex.tena 
rn ni PC/Mac 

Ale 4. 

GEFEN, INC 

SEE OUR AD IN MARKETPLACE pg. 239 

M313 QC/7U° 

MIXERS • AMPS • SPEAKERS 
EFFEr,CiTEZA; .Cfgg• C•DAEBeg s• .WBESFTIUNCEI 

SINGERSMers 
Unlimited Free Backgrounds 
from Original Standard Recordings, 
Thompson Vocal Eliminator"' 
VE-4 Free Brochure & 
24 Hour Demo/Into Line - 
770)482.2485 • Exl 8 41.8 d 

LT Sound Dept MX17980 LT Parkway Uthonia, GA 30058 
lryternet www.LTSouncl.com 

Better Than Karaoke for Over 25 Years: 

LOOKING FOR 
BETTER SOUND? 

Component-level upgrades for mixing 
consoles, tape machines, mics & 
all outboard gear. Also, high-speed, 
high-quality mic preamps. 

AUDIO UPGRADES 
6410 Matilija Ave. 

Van Nuys, CA 91401 
(818) 780-1222 

Fax:(818) 886-4012 
www.audioupgrades.com 

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! 
(845) 692-6922.680 Rt. 211 E. 

Middletown, NY 10940 
www.Altomusic.com 

altomusic@altomusic.com 

Trident TSM. 
48-Input, 24-Bus, 

32 Monitor. 
Good condition. 

Call (707) 795-7011 

SSL - NEUMANN K.G.11. STUDER - NEVE 

http://killergearbroker.com 
VISA Professional Audio Specialist MC 

phone (818) 904-9400 fax (818) 904-9444 pgr (818) 999-8970 
ANY GEAR NOT LISTED CAN BE FOUND WITHIN 48 HRS!" 

BEST PRICES & SELECTION OF 
WORKSTATIONS, DIGITAL 
MIXERS, RECORDERS, 
OUTBOARD GEAR, 

MICROPHONES AND MONITORS. 

Pro Tools MIX/MIX Plus, ToolBox, 
Plug-ins, Mackie Digital, Manley, 
TC Electronic, dbx Quantum, 
Panasonic Digital, Amek, Tube-
Tech, Apogee, Dolby, Neumann, 
MOTU 2408 and 1224, API, 
Summit, Genelec, Hafler, Lexi-
con, AKG, Otani, Yamaha Digital, 
Soundcraft, Tannoy, Roland Digi-
tal, Alesis Digital. 

• Very Aggressive Pricing 
• Experienced & Knowledgeable 

Sales Staff 
• Serving the Recording Industry For 
Over 20 Years 

• Ask About Our Used & Demo 
Selections 
EAR PROFESSIONAL AUDIO 

(602) 267-0600 
Visit our Website for more 

Product Information 
and Incredible Blowouts at 

WWW.EAR.NET 

Your search has ended! 
We sell the finest new, 
used and vintage studio 
equipment in the world! 

ri 

(615) 269-0704 
www.prImalgear.com 

16th Ave. South, Nashville, TN 37212 

SEE OUR AD IN MARKETPLACE pg. 235 

prose lee « have had the largest equerrrent Data anent. wadi 

Ocean 
Audio 
Inc. 

46, 
431:4 111 

Call (303) 449-8322 Fox ( 303) 449-8558 
Email hadlerclro.rimLnon,et 

http (//  

Now in 
Mixpander, R.Ed, Mixtreme 

& Plug-ins 
at Neikirk Audio, Inc. 

www.neikirk-audio.com 

VT-2 Vacuum Tube Mie Preamp 

www.dwfearn.com 

D.W. FEARN é 

SEE OUR AD IN MARKETPLACE pg. 238 
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I EquipmentII 
lk For Sale ) 

CELEBRATING 10 YEARS 
OF GREAT DEALS! 

We list over 600 recording an 
live boards, plus speakers. 
effects, more. We can help 

your used equipment, too! 

*Soundcraft TS12 from 
•Soundcraft 600, 6000.--
•Crest 4801 amps 
oSennheiser/Sony Wire 
*Soundcraft Spirit   

1/E- mail now for details 8 FREE 
The Gru 
(6101 

CLASSIC MICS 
FROM RUSSIA 

VINTAGE TUBE & FET 
Teletunken, NEUMANN 

AKG, LOMO, OKTAVA, etc. 
TEL/FAX: 011-7-095-250-420C 
E-mail: aeg210268@mtu-net.ru 

r AMPEX - ITC 
SCULLY PARTS 1 

SEQUOIA 
ELECTRONICS 
TEL: (800) 848-4428 
FAX: (408) 363-0957 

SSL 8096 G+ w/Ultimation Film panel 
Multiformatter w/two 6-channel auto 
joysticks, LCR on all channels, 24-E 
Series EQ, remote p/b, very clean, in 
great shape, 96 frame loaded 88, 
$265k; Sony PCM-3348 HR mint, re-
mote locator & meter bridge, cases & 
covers, $130k; NEVE 32-channel con-
sole + 16 line in, 33114 mic pre EQs. (3-
band version of 8078-type EQ) dis-
crete, 16 bus, 10 aux sends w/prepost, 
remote p/b & phantom switching, 
speaker switcher, in 2 sections on 
casters, all on Elco connectors & very 
portable, exclnt shape, $78k; call for 
mote items. Can e-mail jogs, Ernie Woody 
(323) 467-9375, or digd@earthlink.net. 

THE CASE SPECIALISTS 
FREE CA1ALOGUE 

(803) 348-4638 
(634 563-8326 NY 
(631)563-1390, Fex 

Cu.torr or stock sizes 
Our pnces can't b. beat! 

DIS.:munt Distnbutot., 

EXCLUSIVE FACTORY AUTHORIZED RESELLER 

www.UsedSSI—com 

PROFESSIONAL AUDIO DESIGN, INC. 
(781) 982-2600 

234 WEST 30TH st. NYC 10001 
geraudio@aol.com 

MAKE YOUR 
OWN CDS! 
Free Guide To Purchasing 
CD Duplication Equipment 

Buy • Sell • Trade 
www.superdups.com 

SEE OUR AD IN MARKETPLACE pg. 239 

Otan i Status 18R Recording 

111
 Console. 24 modules/48 automated inputs w/Eagle 

Automation. 480-point 
patchbay. Two years old, 

in excellent condition. 
Asking $10k/OBO. 
Call (414) 708-3070 

NEVE 8058/68 console, 28-in, 4 
return, 31102 EQs/mic pre's, (2) 
32264 in-board comp/limiters, 'X," 
patchbays. 44 channels of Flying 
Faders. Recap w/Nichicon caps 
2 years ago when Flying Faders 
.nstalled. Elegantly integrated 
sidecar console with 24 more 
EQs, 24 more tape returns, 8 aux 
sends (integrated w/Neve aux 
sends) allows 56 inputs a pinch. 
System-wide aux busing (all con-
soles), 10x2 monitor and speaker 
select modules by Hybrid Labs. 
Includes matching sloped racks. 

(914) 381-4141/Peter 

V 1 .1'1'AG 1:' .VE11: 1 272 PREi.%1I'S with 1).1. 
a • 

e ' : 0 
• • 

$1089 Single w/p.s. $1859 Two channel 

14,1 TAU \ / t E 3415 PREAMPS with DJ. 'PRE 11« )17 \EI'L 101 EQ) 
$849 Single w/p.s. $1349 Two channel w/p.s. 

CIA SSW ;I/// PRE.1.111'.1 ll 1111-: FRO.11 VINTAGI Ill ( .0,31PONENTs 
$1449 Two channel w/p.s. $549 Plug-in module 

MIU.R1 11R I( A1 / HA' I / \ / I/;/ Ir/ PH/. I Ill'', I \ /, fly\ 
1569 ô Module portable $569 6-Module rack mt 5899 11-Module rack mt 

gebef4 Aiebe 
a. P. T In Fli•ORIISIE 5 

14300 14orlense Sneer • Sherman O. CA 91423 
818 784.2046 FAX 818 784+0750 

www.brentaverill corn 

evemAt. Plug1-g.),e4*-- 
• Rated 15 amps - circuit breaker protector 
• Securely clamps 5 wall warts or plugs 
• All Steel construction. UL listed 

1-800-776-5173 

Musician's Friend 
wwwmusiciansfriend.com 

$39.99 

New, Used and Vintage Recording Equipment 
API, Neve, Fairchild, Manley, guested, Llrei 
Pultec, Neumann, Lang, Studer, and More! 
www.odysseyprosound.com 

1 - 8 0 - 2 4 9 - 1 8 2 1 
Phone: (978) 744-2001 Fax: (978) 744-7224 

API, Jensen, etc.... 

Finally, pure Class-A, all discrete 

direct replacement J-FET op-amps 

of exceptional musical realism. 

From Millennia Media, Inc. 

T 530-647-0750 www mil-media.com 
Info@mil-media.com 

SoundBroker.com 
Bringing buyers & sellers together. 

CONSOLES'SPEAKERS'AMPLIFIERS 

(310) 333-1960 
sales@SoundBrokercom 
www.SoundBroker.com 

• Trident English corso.e $13k, 
28-in/24-out. 8 aux sends, full 
metering, 180-point patchbay 
• Otan Radar Digital 24-Track 
hard disk recorder, $7k incl. Exa-
byte & Travan back-up system 
• Ramsa WR-T820 20-in/16-
out, $2,000, lull metering. (716) 
621-6270. Information & photos: 

www.dynrec.com/forsale 

SEE OUR AD IN MARKETPLACE pg. 239 

SELLING EQUIPMENT? e 
GEar IT SOLD digibid.co 

the Drofesslonl equipment macketplacr_-
It's fast and easy on Digibid! 

b*WW Cigibid.001111 
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Sto. VISA' I P22 

VINTAGE a 
NEUMANN • NEVE•AKG•STUDER 

API • TRIDENT • AMEK • UREI• RCA • SSL • TELEFUNKEN 

<> 
< 

Buy/Sell - We pay top dollar - FAX us your list 
Worldwide Shipping • Visit our website 

<> 

512.338.6777 • http://audio.home.texas.net 

Digital Recording 
Factory Direct Discount Dealer 
' Alesis • Yamaha • Sony • Tascam • 
' Roland • Akai • Event Electronics • 
' Digital Audio ' Fostex ' Korg ' 

Pro Audio Plus (800) 336-0199 
Division of Rolls Music Center 

www.rollsmusic.com 

MARQUETTE AUDIO LABS 
New, Used B5111111 Our • Specializins in Calm Racking 

• , • • - - - 
- IL • 

Phone 510.5111•3817. Fin: 511.511.3117 
www.marquetteaudiolabs.com 

SEE OUR AO IN MARKETPLACE pg. 237 

Neve 8068 64-input, 31102 mic 
pre/EQ modules. This console 
was formerly the two 8068s from 
Media Sound in New York. 
Custom refurbishment, assembly 
and mods by Fred Hill. Mods 
include insert on master fader, 
additional switching for monitoring 
ext. sources, level match between 
mix bus and external source, 
splittable bus structure. GML 
automation with Mac interface, 
$360k. (212) 627-8200, 

IFKLIMILX111317131213111.ei 

hundreds of items in stock 
just point...click...and buy 

www.toyspecialists.corn 
800 445 3330 

SOUTHERN CALIFORNIA 
PRO AUDIO 

NEW, USED AND VINTAGE 
THE LAST CALL YOU'LL 

HAVE TO MAKE! 
Phone: (818) 222-4522 

Fax: (818) 222-2248 
www.socalproaudio.com 

1
 Coles 4038 
RCA 44s & 77s 

(800) 798-9127 

Call Wes Dooley 

A&H GL4000-840S 40-in, $9,750 
Amek Tac SR6000 40 mono, 8 stereo 
in, $18.5k. Dolby XPSR-24, $5k 
Neumann U47 FET, $1.8k. Studer 
A827-24 w/remote, $35k. Studer 
A820-24 w/Dolby SR, $32.5k. Trident 
TSM 48x24x32, $40k. 

National Tech-Traders 
T-free (888) 256-8650/(902) 477-6860 

E-mail: linus@techtraders.com 
www.techtraders.com 

Neut TT Cabl: $ 10.99 
Swtchft TT Bay: $279 

Sig II CD Printr: $599 

Sig III Printer: $ 1,099 

Green Dot: 615-366-5964 
www.greendotaudio.com 

PATCH BAYS 
VINTAGE GEAR 
we buy-sell-trade, see our list at 

www.audiovillage.org 

(760) 320-0728 

TAKE A BITE 0 CRIME 
E STOLEN EQUIPMENT REGIS 

CONSOLES FOR SALE 
SSL 9080 J, 

80 Series Neves 
60- & 72-channel Neve VRs 

Flying Faders or GML 
Contact Gary Belz 

House of Blues Studios 
(818) 990-1296 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

NEVE — 1272 COMPONENTS 
www.vintech-audio.com 

call toll free: 1-877-4-mic-pre 

Sony 3348 w/remote, current version 
software, orig, heads w/3,000 hrs, re-
cently serviced, $50k OBO. Boxer T5 
spkrs w/(2) crossovers & 3 amps, 
black, $15k OBO. Sony DMX-R100 
digital mixer, $15k; (2) Ampex ATR102 
1/2-inch 2-track, mods by Mike Spitz, 
1 w/Dolby SR/A, $6k ea. 080. Peter 
(4151 721-7081, uuugh@pacbell.net. 

The gear 
you need. 
We've got it. 

Recording • Guitars 
Amplifiers • Pro Audio 
Keyboards • 8e More 
We have everything you need 

for studio and sta e! 
17 
, - 

music technology direct 

800-222-4700 
www.sweetwater.co 
sales@sweetwatenco 
5335 Bass Road, Fort Wayne, IN 46808 
(219) 432-8176 • FAX (219) 432-1758 

LEquipment 
Rentals , 

Pro Tools Rental! 
Pro Tools Training! 

Call us now! 
(301) 607-6607 

AUDIO DESIGN SOLUTIONS 

Su B11'111111111 Uurslions? 

Call (800) 532-8190 

We Bu For You 

New Used 

, 

Sales@SoundEtroker.com 

(310 í -1960 
f 

Consoles - Speakers - Amps 
Meyer, Crown, Crest, QSC 
Satisfaction Guaranteed 

We want your used recording, 
audio and keyboard equipment. 
We will airmail you cash $$$ or 
take your gear in trade. Over 350 
brands of new and used gear 
in stock. Absolutely the best 
prices anywhere! Come in or do 
it all through the mail. Over 70 
years in business. 
Call (800) 264-6614 or e-mail 
sales@carusomusic.com 
today for a free appraisal. 

Fax: (860) 442-0463. 
Caruso Music, 

94 State St., New London, CT 
06320 www.carusomusic.com 

LFurniture 

NEW 90 series 
console enclosure 
Mr SONY DMX-R100 

SpeciallZed Studio FurrishIngs 

WWW. argosyconsole.com 

catalog: 8 0 0 • 3 1 5 • 0 8 7 8 

CIMNIFMK 
STUDIO FURNITURE 

CODA 013 
voth Sidecars 

OIVOIVIRAX 000332 3393 415 332 3992 

PAX aie 332 2607 

www.omnirax.com 
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SOUND ANCHOR 
SPECIALTY AUDIO STANDS 

(321) 724-1237 
DESIGNED FOR ULTIMATE I  SOUND  
PERFORMANCE BEHIND 
CONSOLE AND FREE SPACE , 
APPLICATIONS. 1,1 
S1ANdARd & CUSTOM ModEts AnCieNtS 

SEE OUR AD IN MARKETPLACE 

SEE OUIR' AD IN MARKETPLACE pg. 239 

- 
www.rackittm.com  
Modular. stackable media furniture 

holds ail formats and equipment 

Free brochure ( please mention Mix) 

Clifee4-91141,_ 
(800) 821-4883 

Mum, 

XERE RUN EN ME; 
* TRAIN AT HOME 
E asy Flume- Study practical training in 

Multi-track Recording. Join our successful 
cursing graduates or build your own studio. 
Career guidance...Diploma ... Licensed. 

FREE INFORMATION: 

Sadie InsIilsiIc or %merles 
Eli 46111 Ave. Stale F San Franc,. CA 94121 

50r visit us at www.audicinstilutw.com 

Audio Recording 

Technology Institute 

• Extensive Hands-On Training • 
• Analog and Digital Workstations • 
• Music. SEX Design. Audio Post • 
• Low Student/Teacher Ratio • 
• Placement Assistance • 

• Financing to Qualified Applicants • 
• Accredited by ACCSCT • 

• Located in Beautiful Orlando. Florida • 

888-543-ARTI • aedlocareer.com 

Mx C assl leds (800) 544-5530 

Recording Engineer 
Broadcasting 
Multimedia/Digital/Video/Film 
Radio/TV/Sports/News/D1fralk Show 
No experience required! 

In local major Reconling Studios & Radio/IV Stations 
Part-time. nights. weekends - Call recorded info line for FREE video 

1-800/295-4433 www.radioconneetion.com 

earn e o eco sing 
• Recording Technology 41•41 • Solid State Logic 
• Recording for TV/Film • Neve 
• Music Business dill" • Yamaha 02R 
• Music Theory _~- ' .._.,,..,. 1310isi...•..»...,w- - — • Protools 
• Small Classes Nnuizatuulde,' • Synclavier 
• Placement Assistance  • Otan 
6305 N 0 Connor BM1 Suit 119 www.datassoundlab.com • Tascam DA88 
Irving Texas 75039 

e 

Maintenance 
Services & 
Repairs  

Midwest Digital Services Inc. 
DAT and CA-88 Repair 
(Chicagoland Area) 

Professional DAT Service since 1985. 

Authorized by Sony, 
Panasonic, Tascam & Fostex 

(888) 809-3309 
Ph: (708) 448-7539 

www.midwestdigitalservices.com 

SPEAKERRECONING 
REPLACEMENT DIAPHRAGMS 

ACCUTRACK RECORDING 
AND SOUND INC. 

VVWVV.ACCUTRACKRECORUNG.COM 
(847) 465-8862 

AIR with References 
inpu\ reinanutacuired 11 

Michael Spitz are !mom' worldwide as 
the reference standard for high qualit 
analog mastering. Fora user list, please 
see www.atrservice.com/atr/dients.htm. 

A T R COMTE . 1(717)852-7700 

SEE OUR AD IN MARKETPLACE pg. 238 

0p1S FIXED FAS11. 

Expert solutions for all 
DAT recorder problems 

• All makes and models 
Experienced, factory-trained tech. 

*Fast turnaround 

• Repairs. overhauls. parts 

"The DA T doctor is in!" 

NXT 
GENERA 

973-579-4849 FAX 973-579-7571 

HEAD RELAP/ REPLACEMENT 

multitrack analog specialists 

iL413M. 

Palatine, IL 
(800) 227-4323 

www.iemmag.com 

0 DIGITAL INC. 
www PRODIGI TM_ INC. C1,41 

chart raucrrnuenc_csZuru. REPAIRS 

OVER 13,00IIERVICED 

ALL BRANDS AND MODELS 

(6749 3 
MAST SERVICE 

£11?2111 

Music 
Production 

"LOOKING FOR A 
RECORD DEAL???" 

Getting signed is eery hard to do. But we 
will get the record deal you are looking for! 

Guaranteed Service. 
Call now1n receive your FREE information 

TALENT 2000 
1-800-499-6395 

Orchestras for Recording 
for Film, TV, games, promo or 

distribution. Competitive 
prices, from $450/hour for a full 

professional orchestra. See 
story, Oct. 2000 EM, pg 82. 
info@symphonicworkshops.com 
www.symphorucworkshops.corn 

TO SUBSCRIBE 

TO MIX, CALL 

(800) 532-8190 

TODAY! 

small ad.. big savings 
cd...cassettes...graphics 

(800)801-SONG 

www.accuratemediaservices.com 

Better CD/Tape Duplication! 
Premium CDs: As low as $.54 ea. 

Creative Sound 

(800) 323-PACK 
www.csoundcorp.com 

46 PRODUCTIONS 
25 CD-Rs - $45 50 CD-Rs - $88 

100 CD-Rs - $150 ...200 CD-Rs - $290 
ASK ABOUT OUR DISCOUNT FOR 

ASCAP MEMBERS 
From CD or CD-R master. Includes CD-R in 
jewel box with text printing on CD label. Add 
$35 for other digital master. $55 for analog 
master. Orders must be pre-paid. Shipping 
not included. 

42 W. 557 Hawk Circle 
St. Charles, IL 60175 
Phone: (800) 850-5423 
E-mail: info@46p.com 

Visit our Web page at http://www.46p.com 

CD- R DUPLICATION 
50+ 2.49 300+ 189 
100+ 1.99 5004 1.79 

200. 1.94 10004 1.69 

Price Include, CD - R. Duplication, Thermal 
Imprinting. Jewell Box, 

insetting of cover. 

THE 4th CREATION shrinkwtappea 

4,11; 

DU PL IC ATION 

(936) 756-6861 

THE GATE MEDIA GROUP 

1-800-655-1625 

WE 

WILL 

BEAT 

ANY 

QUOTE! 

WE 

WILL 

BEAT 

ANY 

QUOTE! 

WWW.GATEMEDIA.COM 

SEE OUR AD IN MARKETPLACE pg. 234 

Mix Marketplace 
Mix Classifieds 

For Rates and Deadlinu, 

Call Kevin Blackford 

(800) 544-5530 

FAX (510) 653-8171 

e-mail: 
mixclass@intertec.com 
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Best Price... Best Service... Period. 

• Graphics Studio - complete custom desigri. m 

• On-Demand Printing - stunning color. fast delivery! 

• Audio Mastering Studio - BB charted records every week! 

• Vinyl Records - Direct Metal Mastering - simply the best! 

• Cassette Duplication - Lyrec w/HX-Pro! 

• Digital Business Cards & Shaped Disks - now available! 

nor 

(80011155-8555 
7-7300 

. u !I!TV 

www.europadisk.com 
Maher Credit Cards Accepted 

CD, CASSETTE, CDR and CD-ROM 
Complete Packages! 

r VMS 

Pi, II I U 1N11‘ , At'1 ,10 INt. 

c48 
1-800-444-DDAI 

P1 

IttSsiLL 

• Compact Discs 

• Mastering 

• Graphic design 

• Free over runs 

• 24 hr ont-ne 
t-acking CI» Call Toll Free 

1000 CD's (SOLID) 

$599 
www.xtcdisc.com 

1-866-XTC-DISC 
*dtee 

CDs on time 
or FREE ! 
call for details 

1  M USIC 
M ANUFACTURING 
S ERVICES 

We stake our reputation on it. 

1-800-MMS-4CDS 
mmsdirect.com 
We're the MMS in .rm.,!,,Aireci. 

Since 1988 

Our CD & Cass's are 

BEM I CHEAPER! 
(800) 421-8273 

Progressive Music 

SEE OUR AD IN MARKETPLACE pg. 237 

RECORDING 
DUPUCATING 
SUPPUES 

srf_ 

TDK BASF SONY 
ARCM ' QUANTEGY MAXELL 

. 
Cassettes • Reel- to- Reel Tapes 
C-O's • Cassette Albums • Labels 
R-Dat's • CDR's • Video Tapes 

Data Storage Media 

ARCAL CORP. 
2732 Bay Rd., Redwood City, CA 94063 

TOLL FREE 1-800-272-2591 
FAX (650) 369-7446 

Voit our web srte• http.//www arcal.com 

EARTH DISC 
YOUR NEXT 

REPLICATION OF 
500 CDS COULD BE 

800-876-5950 
www.earthdisc.com 

SEE OUR AD IN MARKETPLACE pg. 240 

Unbeatable 

'VERSA' Prices! 

/877-778-7987 
wrnv.unhfersalta- .com 

SEE OUR AD IN MARKETPLACE pg. 236 

www.gyrjr.com 
Good Vibrations-RJR Digital 

8 0 - 8 2 8 - 6 5 3 7 
"Simply the best prices and 
service for CD Replication, 
Duplication and Design!" 

SINCE 1976 

sus, Productions lflys 

$1395.00 
Expert metering & GraPI*3 Includes 4-psnel 
Short runs & Custom orders book cr, 

Greet pious on cardboard sleeves eriperiorreS 

.leigiditett.1245!) 
All major credit c.d., see•pt•cl 

6 M/rif t .... 
'". . , . milyailo,kiii;i:).(Av,ii 

SPECTRUM'S Full Color CDs_ rastrrack From your CD or DAT master 
inn Pfl'e 

AUDIO CDs 
CD ROMS 
AUDIO TAPES 
INCLUDES: 
• Full color one side front insert card 
• Matching color tray card with color photo 
• Fast Track layout and design 
• One color black print on disc 
• Jewel case and wrap 

1.800.334.9328 
Fast Track 
Digital Chrome Cassettes 

DEE 25 FR)) 
.rvtry IS 
ORDERED 

u u u uu.voniuu• L'un • MIX, Irdy 200/ 247 



Records Tapes CD Services ji 

•  

MAJOR LABEL QUALITYI 

1,000 CD's 
$650! 

1.000 CO Business Cards S950 
WE SPECIALIZE IN RUSH ORDERS! 

1-888-691-3150 

www.novamusic.com 

Got Fat Sound? 
AnalogMastering.com 

(800) 884-2576 

Lyric CD Studios 
Small Run Duplication 

-10 CD's $49 

-25 CD's $99 
-50 CD's $150 
-100 CD's $250 
-over 100 call for pricing 

INCLUDES CD's from CD/CDR 
Master, Text Design, Text Printed 

on white or silver CD. 
NO UGLY LABELS 

Jewel Case and Insertion. 
Add $35 for transfer from 

DAT/analog masters or cassette. 
Dep.Req'd./Shipp.ng not incl. 

Full Color/B&W Graphic CO's Avail. 
FULL DESIGN SERVICES 

MENTION MIX GET FREE SET-UP 
S25+SAVINGS 

1- 800- 77- LYRIC 
wwwlyrIcstudios.com 

:CCO duplication 
Guaranteed Reliable Highest Quality! 

9 
100 CD 
Retail Ready 

Promo Package $379 

Call Toll Free 888-673-2615 
www.newenglendcd.com 

New England 

Compact Disc 
A Di Ion al New England Digital Media. Inc 

FREE DESIGN 
RETAIL READY CDs 

IN-HOUSE GRAPHIC DESIGN 
usirÀ jyocure/ des / Éri_iani,LieotLAB y 

ONE PRICE ALL INCLUDED 
1000 0 61250 - 500 0 $925 
DESIGN & DUPLICATION SINCE 1983 

dbsduplication.corn 
DEAL DIRECT o 888-565-8882 

500 CDs and Jewel 
Boxes for 650" 

800-859-8401 QCCI 

Great prices on complete packages w/ 
printing, graphic design & mastering 

www.go-QCA.com 

www.mrsmedia.conn 

IVIRSmedia 
&loftier Recording Supply 

Serviciwlue Diellcaliw Industry 1m 25 yersi 

DVD-R liege& DoplIcatioe Equipment 
Ole ol tee LARGEST dealers at MITSUI Mello. 

TOLL FREE (8012)-1160-4560 

AMERICA'S BEST CD PACKAGE HANDS DOWN 
1000 COs Only $1399 Includes: 
• full color inserts • design • film • reference CD • glass master 
• 2 color on disk • shrink wrapped • priority proofs 
• manufactured at a Major Manufacturing plant for the 

Very Best Quality • Fast Turnaround • Free Overruns!! 

ELECTRIC 
100 CDs Only $379 
includes full color inserts, 

full color on disc, design, shrink wrapped 

Retail Ready! 

www.electricdusc com 

100 cassette 
With Inserts' 
$199 

Lovingly Handcrafted CDs 
at Factory Direct Prices. 

We own the factory. ( And the Elves aren't unionized.) 

CD S*URCE.NET 
www.cdsource. net 

toll free 1-877-CD PRESS 

EST 1967 "IF IT'S RECORDABLE WE HAVE IT" 

FOR EASY 800-221-6578 

SECURE ORDERING www.anclol.com  
RECORDING AND 

DUPLICATING SUPPLIES 
SONY•BASFEMTEC•MAXELl 

TDK•QUANTEGY•MICROBOARDS 
MEDIAMM•PRINCO 

ND., 4 

EST 1967 

0 AUDIO PRODUCTS INC. o  

16X BLANK CD'S CALL FOR BEST PRICE. 

ocio 

CUSTOM L_OA.C3E. AllICSICP CA SSE -1-1-E S AN/AIL/SOLE 
▪ Ff ON, a NI, e. TO x 20 MI pa 

Best Prices 
1000 CD Package  Better Peri 
4 - Panel, 4/1, 3 color disc, 

full color rear tray. Includes film & glass master. 

SINGLE-SPEED 
GLASS CUTTING 
Nm AVAILABLE 

FOR OASIS" CD CLIENTS 

CAN YOUR REPLICATION COMPANY 

CUT YOUR GLASS MASTER AT SINGLE SPEED? 

let another unitp«' offiTtng from Oasis CD Duplication, 
the most unusual replication company in the world. 

We also offer our clients: 

• Complete CD packages 
• Patent-pending eco-packaging alternatives 

including the Oasis Jewel-Free" Box. 
• Free radio promotion 

• Free national distribution via CDnow, 
amazon.com, & more 

Single 
Speed Glass 

fro' Oasis 
OA S I S & CASSETTL 

DUPLICATION 

Call now for free information and samples of our products. 
888/296-2747 • info@oasisCD.com•www.oasisCD.com 
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Musicians-Bands-Studios 
HIGH BIAS BULK/BLANK 

AUDIO CASSMES 
BASF maxell *TDK 

C-10  .18 / ea. PERFECT 

C-20  .22 / ea. DEMO 
C-30  .28 / ea. LENGTHS 

CHROME Cr02 C-94  .50 / ea. 

Clear Norelco Box/Round Edge .12 / ea. 

Al Lenglhs Available From 1 le 126 minutes 

Mandl 
BAWOr Sony 

124 94 64 48 34 15 
55.40 54.75 $4.20 $4.00 53.60 53.10 

MMPACT 

Recordable CDR'S 
*TDK OR MITSUI BLANK FACE WITH JEWEL BOX 
10-99 95 00-499 90 500+ 85 

BULK / SPINDLES 
Princo  .55 / ea Mitsui 80 / ea. 
Genes  .50 / ea. TDK 80 / ea. 

Tatyo Suden  / ea. Volume Discounts 
CD Jewel Boxes With Trays . 15 / ea 

riE OUANTEGY 
; 14. " BASF 
- SONY 

$8.50 
$8.50 
58.50 
57.00 

WE WILL MATCH ANY ADVERTISED 
OR CATALOG Mai 

All Formats and Brands Available. 

Please Contact our Sales Department For the Lowest Prices!!! HHB 

Brooklyn, New York 11232 
764 5th Avenue, _ Rs 

CONTACT US FOR A FREE 
In NY: (718) 369-8273 - - FULL LINE RECORDING 

24 Hour Fax: (718) 369-8275 National Recording Supplies Inc. SUPPLIES CATALOG 

an 

ri 

4Q 4111111.-
QUANTEGY 

maxell 

ee DK 
CI BASF 
SONY 

!aye Yuden  

MITSUI 

HWR 

MECHELEN 

e\II I / \ 

41:111* 

SKC 
AKROEXIARDS 

RIMAGE 

http://www.TAPES.com • e-mail: sdas@NRSTAPES.com 

TOLL FREE 1-800-538-2336 (Outside NY Only) 

Serving you since 1987 

www.tgsdisc.com 
OA 111 o( ir,m 

cm 
tapei 
+0i5C 

t€61313.6s.2'72 
duplication 

www.rApEANddisc.com szityleie@tapEANddisc.com 

State of the Art CDs and Cassettes in 2 — 3 Weeks! 
1,000 Packaged CDs - $975.00 / 1,000 Packaged Cassettes - $699.00 

Take advantage of our superior product & customer services' 

• Awesome Graphic Design • Full Color Proofs & Pribing • No Hidden Fees 

• Dogital Mastering • Film Color Seperations • FedEs Correspondence 

OUR QUALITY AND PRICES CANT BE BEATS TOIL FREE 1-877-456-9385 

vieww.brronsd.corn 

300 • 585.00 
500 - 625.00 

1000 - 999.00 

Multimedia Inc. 

gm SOO-579-7010 MIDI 

PRINCO 

TELEX 

617 577-0089  
MASTERING 

STUDIOS 
sonic solutions • restoration 
sony PCM 1630 • HDCD 
CO replication and one off, 

FREE Guide 
;ayes You Time & Money! 

Contact Us Today! 

I -800-468-9353 
nenni.discmakers.com/mix 
info@discmakers.com 

DISC MAKERS 

littlItC 
CD, CD-R, OM VIDEO a CASSETTE 

DUPLICATION 

WE'LL BEAT ANY PRICE, 

8-382-2238 

Lowest 
Price Period! 
• CD, CD Rom, DVD, cassette 

R. video manufacturing 
• Graphic design & print production 
• Customized packaging solutions 
• Low run capability 

1-888-256-DISC ballmedia.com 

Check Out IIIX Online 
ht.t.p:iwww.mixonline.com 

earthidlisc 

Est 1969 

at %/lc ikanuLtsscinhinLis 

Call Today 1- 800- 527- 3472 
(214) 741-2027 

www. a rrecordsmfg.com 
902 N Industrial Blvd Dallas, TX 75207 

$1325.00 
1000 CDs 
packer includes 

tecoket 2 page-4 Peel ...en 
1poter on cd pants.) 

glass «ant 
OWbon.evvi wrap 

*mastering • graphic design • printing 

$129 9 -® 

500 CDs 
«ea.rtaki 

insert package eckees 
wip6K dreg., f4^I 

(.020.2 ffle'à paroi 'nee 
3 cote cd dnnt,̂9 
ezmasu4 boo. sn nnwee 

$986.00 
500 CDs 
"„bie educle, 
lad colee2 pagel4 Panel 
3 cokx al !gown 
'Liss mean. 
mwel boo. shot* .0 Of 

c4r iiseossee SOIL"  C  S) 1 I ill I I 141 

«Mg 
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Records Tapes CD Services 

CD.. • Cr) ROM • CO R • SHAPED COn * AUDIO CASSETTES 

YSTALCL EAR* 
DISC & TAPE 

ClID-13E11:1-13137.3 innnisv.crysralclearcds.corn 

nit--.1rAt MASTERING • ART DESIGN • PRINTING • PACKAGING 

SEE OUR AD IN MARKETPLACE pg. 235 

Whitney Houston • Jennifer Lopez • Bob Dylan • Alice In Cha 

When a leading Digital Rights Management company needed 
someone they could trust to handle top artists Internet material, 
they chose Eastco as one of the r Preferred Service Partners. 
You can choose Eastco to handle your projects too. 

1000 CD's. $599 3 Color : ilk screen 
Bulk on :pale 

Full •: olor lined Traycard 100 CD 's. $ 369 Direct on Disc Imprint 
J(welbox Shrinkwrao 

• Business Card CD's, Shaped CD's • On demand short-run color printing 
• Audio/Video Cassette Duplication • WINVI Development & Encoding 
• A/V Mastering/Digital Editing • Design/Printing/Packaging 

1-800-365-8273 
flEASTCO PRO MEDIA Serving the sr2rid slice 1' 

C0110.0grloon 

Disney • Warner Horne Video • Sony Music Entertainment Inc. 

experience 

t —difference 
call for your free catalogue, or visit our webalte 

ICIDtat for almromey isaaelippiort! 

500 -retail Ready CD Pacrk&rjr.. 
wItra Color irrrEert. 

$999 
1.800.835.1362 "Illmeigroneene• Need 1000 CDs? Just add S499 

diec •••••••••••Knortnr. • 

www healeyclisc t; ciii 

1  INK -- vw 

Ila7DIA . . . i.„,,,,...  
SEE 0111R AD IN MARKETPLACE pg. 238 

Next time you call a 

classified advertiser, 

let them know you 

saw their ad in Mix! 

L 
RECORDING STUDIO 

VV/COUNTRY HOME FOR SALE 
Eigene. Oregon. Rock solift 
ai:pustically excellent, artistic, 

creative, turnkey 24-track studio & 
separate ,our bedroom home in 

picturesque setting. 
Pnc:e & photos at www.brightway.org. 

brightway@earthlink.net 
(541)686-3114 

Lake Tahoe recording studio. 

On 8+ acres just steps from lake. 

2 bed, 2 bath home w/3,000 sq 

ft ± new bldg/studio. Live, work 

& play 0 beautifJI Tahoe. Skiing 

nearby. $3,468,000. Owner 

(530) 525-0372. 

E-mail your aft mixelaueintettec.eom 

DIel-ROM Full Services 
For Electronic Media 

CD-ROM • DVD • AUDIO CD 
MASTERING REPLICATION PRINTING 

• CD-ROM One•Offs. Same Day - On Site • 2000 CD-R Duplication: Next Day - On Site 
• Video Compression: Befog & VHS to AVI, Ouicktime, MPEGI & MPEG2: On-Site 
• Audio & OVO Masterin-j Suites. On- Site • OVO-R Disc Duplicotion On Site 

Audio Archival Restoration will, CEDAR ••• • Personalized Service: Outta Sight! 

800-815-3444 
In New fork Oty: 212-130-211f On the web ww.digirom.com 

MIX CLASSIFIEDS WORK FOR YOU 

Text rate: $120 (minimum) per inch; eight (8) lines per inch (approx. 27-32 lower case character spaces per line). 

Enhancements: $50 per inch for 4-color; $25 for 1-color screen (CMYK only); $ 10 per bold line; $ 10 for a black border; $25 for reverse type (white on 
black background). 

Display rate: $156 per ,nch; 1-inch minimum / half-page maximum. Classifieds display must be camera-ready, sized to MIX column widths and art 
specs. Frequency discount rates available. 

Deadlines: Fifteenth of each month, six weeks prior to the cover date (e.g.: April issue closes February 15). Ads received after closing will be held for the 
next month unless otherwise stated. Cancellations will not be accepted after the closing date. Please submit copy changes and cancellations in writing. 

Other requirements: Payment must be included with copy: check, Visa, MasterCard or American Express accepted. Sony, no billing or credit available. 
Full street address (PO boxes aren't sufficient) and poone numpers must accompany all requests. All words to be bold should be underlined. Copy must 
be typed or printed legibly in standard upper/ lower case. Publishers are not responsib'e for errors due to poor copy. Arrangement of characters may 
be altered in typesetting process due to space. The publishers are not liable for the contents of advertisements.The small print: No slated or implied 
discounts allowed on new equipment sales. Publishers reserve the right to refuse or discontinue any ad deemed inappropriate. 

Direct all correspondence to: MIX CLASSIFIEDS 6400 Ho4is Street, Suite 12, Emeryville, CA 94608 
Tel. (800) 544-5530 or (510) 653-3307; fax (510) 653-8171 E-mail: mixclass@intertec.com 

CATEGORIES AVAILABLE (check me 

J Acoustic Products 

J Business Opps. 
& Consulting 

J Computer Products 

:_l Employment 

J Equipment Financing 
8, Insurance 

J Equipment for Sale 

J Equipment Rentals 

J Equipment Wanted L L  

iture 

motion 

o) 

J Maintenance Services 
& Repairs 

O Music/Software 

O Music Production 

O Publications/Books 

O Recording Services 

U Records, Tapes 
& CO Services 

0 Studios 

0 Video Equipment 

O Miscellaneous 

Attach Your Classified Ad Copy on a Separate Sheet, Typed 
Double-Spaced or Printed Clearly is Capital and Lower-Csse 
Letters. 

Company Name 

Name 

Address (no PO Bombe 

City 

State  Zip 

Phone ( 

Signatire 

Display ($156 per incb) 

Text ($120 per inch, 
one-inch minimum) 

Bold (§2$10 per line 

Border @ $10 

Reverse @ $25 

  Screen @ $25 

  Blind PO box @ $25 

TOTAL PAYMENT INCLUDED 

Visa J MC 

"..) Check/Money Order # 

Cad # 

Exp. 

S 

J AMEX J Discover 



What's New, 

What's Next, 

What Works. 
Look for It At 

Internet World Fall 2001 

Today, businesses are looking for practical solutions 
to help increase productivity, cut costs, become 
more customer focused and in the end, increase 
profits. Companies will continue to look for the 
latest, most relevant technologies.They will look 
for technologies that offer the besi solutions 
to solve their business problems and also create 
new opportunities. 

Internet World Fall is where your business can find 
those solutions it's look ng for, through its in-depth 
conference program and exhibit floor brimming 
with companies showing the latest technologies. 
Join us at Internet World Fall 2001 and discover 
what's new, what's next and most importantly, 
what works — for your business. 

THE NINTH ANNUAL Co-Located With: 

Storage Area 
Networks 
Conference & Expo 

teiit 
INTERNET WORLD zM-RNI1 

L- I-
=MC= Fall 2001 

f' echnology 
Media Group 

For more information, 
visit www.internetworld.com. 

For information about exhibiting, 

e-mail: eventsalesfaiw.com 

or call 203-559-2866 

Internet World Fall 2001 
Conference: October 1-5 

Exhibits: October 3-5 
Jacob K. Javits 
Convention Center 

New York City 

Produced by: 

'4 Itnton 

Official Sponsors: 

INTERNET 

WORLD 

Media Sponsors: 

INTERNET WORLD.COM 

boardwatch 
Internet . com 

PENTON'S 

m-Commerce 

Wireless Enterprise • Small Business E-Commerce • EnteF prise Streaming • Sezurity • One-to-One Marketing • Extended Supply Chain Services 

Effective Outsourcing • Content Management • Peer-to- Peer Networking • Advanced E-Business Practices • E- Procurement • Storage Area 
Networking • Electronic Customer Relationship Management 

Code: FOI 



FIELD TEST 

—FROM PAGE 170, SOUNDSCAPE RED 

AES/EBU and S/PDIF (two channels in 
and four out) are provided for connecting 

DAT players and other digital toys. Sync 
ports include superclock, wordclock and 

MIDI. An optional Sync AV card ($649) 
handles video sync and LTC SMPTE oper-

ations for post work. 
The entire system is balanced by the 

host controller card that you install into an 

ISA slot on your PC. In the absence of an 
available ISA slot, users can purchase a 

parallel port adapter. Low-cost PCI EPP 

parallel cards are also avail-

able for applications where 

the printer port is used by 

a sequencer dongle. 

PLETHORA OF PLUG-INS 

R.Ed includes an amazing 

complement of DSP plug-
ins, including a Time Mod-

ule for time stretch, pitch 
shift and sample rate con-
version; an Audio Toolbox 

fielding chorus/flanging, 
dynamics, delay and dither; 
Wave Mechanics Reverb; 

TC Works Reverb; TC Works Dynamizer to 
handle multiband expansion, compres-

sion, limiting and several levels of master-

ing tasks; Synchro Arts VocALign for vocal 
overdubs and dialog replacement; Dolby 

Surround Pro Logic; Cedar Declick; Cedar 
Dehiss; Arboretum Hyperprism Multi-EX 

bundle; Aphex Aural Exciter and big Bot-
tom Pro; Apogee UV22 Mastertools; and 

Sonic Timeworks Compressor-X. 
The selection of plug-ins is impressive, 

and they all worked well. However, the 

graphic layout was a bit underwhelrning. 

But once you're used to the look and feel 
of the plug-ins, you're good to go. Just re-

member that your selection of plug-ins 

will greatly depend on third-party devel-

opers and how quick they are to chum out 
product for R.Ed. 

dropped on-the-fly and used for looping 
and auditioning edits. 

The software seemed to have been de-

signed by a computer programmer and 

not a recording engineer. The interface is 

not overly intuitive, and many of the icons 

don't provide graphical clues as to what 
they actually do. There are no pop-up 

icon helpers to differentiate between the 
tools, although tool help is available by 

double-clicking in the toolbar. Viewing a 

waveform onscreen should be a no-

Wainer, and we wondered why Wave-
form mode is optional. [Editor's note: In 

the latest software, V. 3.3, Waveform view 
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The mixer offers full recall of all parameters. 

THE SOFTWARE INTERFACE 

If there's a drawback of the R.Ed, it's the 

software interface. The system is based on 
Version 2 of Soundscape's earlier foray in-

to DAWs: the SSHDR1-Plus. As you would 
expect, here you can handle nondestruc-

tive editing functions such as Cut, Copy, 
Move, Trim, Slip, Normalize and Fades in 
real time. You can work with any con-

troller that you prefer: mouse, trackball, 

pen/tablet or other device. Punch-in/-out 

ri-rording, editing on-the-fly and multiple 

undo/redo are provided, along 

nameable markers that can be 

is now automatic.] 

The ease-of-use factor tripped us up 

several times while doing a voice-over 
session for a 30-second TV promo. Our 
basic modus operandi was this: load in 

music strips from a DAT, select sound ef-

fects from a CD library, record and edit 
the voice-over talent, and then mix using 
a variety of plug-ins. While most of the 
session was smooth—and sounded 
great—the interface made the session ar-

duous. Each task required several steps to 

choose your action before selecting what 
you want to apply the action to. These 

additional steps impede your speed, even 

while carrying out simple cut and paste 
tasks. [Editor's note: According to Sound-

scape, this is addressed via a new Multi-

Function Tool function in V. 3.3. Here, the 

mouse pointer turns into an icon for fast 

access to any user-defined edit function 
when the pointer is moved over an audio 

segment. Also, custornizeable function 

keys offer access to frequently needed 
tools or commands.] 

We were impressed with the R.Ed sys-
tem's lack of latency—there was no delay 
between the initial sound source and the 

sound at the outputs. The inherent sound 

quality was also a bonus, making R.Ed vi-

able for all professional situations. And, 

drum roll please, the system didn't crash 

once—a comforting thought when you 
run sessions with clients underfoot. 

ENDGAME 
There are five factors that will put R.Ed on 

your "A" list: 
1. The cost: It's less expensive than 

many competing products. 
2. R.Ed sounds good. 

3. It's super stable. 
4. The IDE drives. For the reasons stat-

ed earlier in this article, IDE makes a lot 

of sense for the post pro environment. 
5. Onboard DSP enhanced by the pow-

er of the Mixpander card. Soundscape has 

put a lot of effort into the DSP options, and 

the quality and diversity from third-party 
vendors is outstanding. 

Soundscape's R.Ed does 

everything any other DAW 

editor does—and some 

functions are carried out 

with much more panache. 

But, until you're accustomed 
to using the system and take 

advantage of setting up the 
function keys, shortcuts, 
etc.—navigation will be 
slow. Our wish list for the 

next version of R.Ed also in-
cludes a improved manual 

and better implementation 

for the HUI. 
Soundscape is in investment mode right 

now, so these improvements may be in the 

works. Considerable R&D is being done by 

the company, and a line of complementa-
ry products for R.Ed is offered, including 

the very powerful Mixtreme PCI card that 
provides 16 channels of 24-bit digital input 
and output via two 8-channel TDIF ports. 
It also has full 24-bit digital mixing and 
real-time DSP effects plug-ins. In addition, 
if you're concerned about DSP power, have 

no fear. The Mixpander card takes some of 
the load from the Mixtreme, allowing for 

fast and reliable DSP processing, as well as 
integration of any PC-hosted software run-

ning ASIO, MME or GSIF (Gigasampler/Stu-

dio) drivers. As R.Ed doesn't tax on the PC's 
processing, running GigaStudio or software 

synths should be no problem. 

Another check in the "Pro" column is 
Soundscape's commitment to creating 

products that are backward-compatible. If 

you've already got the company's SSHDR1-
Plus, then check out the company's trade-

up program. And, finally, the price: about 
$5,700 for the standard 32-track system. 

Soundscape Digital Technology Inc., 

4435 McGrath Street, Suite 308, Ventura, 
CA 93003; 805/658-7375; fax: 805/658-

6395; www.soundscape-digital.com. • 

Leonard Hospidor is a post engineer based 

in New York City. Andrea Rotondo Hospi-

dor is an engineer and freelance writer. 
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MOILID 
Dream stud' 
eIVIOTU 828"A— MOTU's new 18-channel FireWire audio interface connects 

instantly to any FireVVire-equipped laptop or desktop computerwith no PCI card required! 

eDigital PerformerTM 3.0 — MOTU's award-winning audio sequencer has been re-engineered from 

the ground up, with a completely new look and hundreds of new features, including full surround production up to 10.2. 

e -- 8-fader automated control surface for Digital Performer. 

el Auto-Tune"' 3.0 --- the worldwide standard for real-time pitch correction. 
HANDS-ON AUTOMATED VVORKSURFACE 

With its new, custom software written specially 

for Digital Performer, MotorMix becomes a 

seamless, tactile extension of your MOTU software 

recording environment Put your hands on eight 

100mm motorized faders and rotary encoders to 

tweak your mixes in record time. Gain instant easy 

access to all MIDI and audio 

tracks with control 

banks. You'll never 

I al. lb even think about 

"The perfect portable studio 
for your laptop!" 

mixing with a mouse again. Imagine having 

tactile control over most of Digital 

Performer's features with MotorMix's 

intuitive layout and easy operation. 

MotorMix gives you all the advantages of 

a professional mixing board, at an incredibly 

affordable price. Bring motorized mixing to your 

MOTU desktop today. For more info, visit 

cmlabs.net or contact your Sweetwater sales 

engineer today to enter the future of mixing. 

THE 'HOLY GRAIL' OF PERFECT INTONATION 

Hailed as a " Holy Grail of recording" by Recording 

Magazine, Auto-Tune is used daily by thousands 

of audio professionals around the world. Whether 

to save studio and editing time, ease the frustration 

of endless retakes, or save that once-in-a-lifetime 

performance, Auto-Tune has become the 

professional pitch correction tool of choice. Now 

Antares has introduced Auto-Tune 3. Preserving 

the great sound quality and ease of use of Auto-

Tune, Version 3 adds significant new features and 

a snazzy new look. As a result of Antares research 

into the unique characteristics of various types of 

audio signals, Auto-Tune 3 offers a selection of 

optimized, " Source Specific" 

processing algorithms for the 

most common 

types of pitch-A ARES 
REALLY COOL STUFF FOR MAKING MUSIC 

corrected audio material, resulting in even faster 

and more accurate pitch detection and correction. 

Choices include Soprano Voice, Alto/Tenor Voice, 

Low Male Voice, Instrument, and Bass Instrument. 

Other key new features include phase-coherent 

pitch correction of stereo tracks, and Bass Mode, 

which lets you easily apply pitch correction to 

fretless bass lines and other low bass range 

instruments. Auto-Tune 3 also lets you set target 

pitches in real-time via MIDI from a keyboard or 

sequencer track. For harmonically complex 

material, the "Make Scale From MIDI" lets you 

simp:y play the line from a MIDI keyboard or 

sequencer and then Auto-Tune 3 constructs a 

custom scale containing only those notes! 

Auto-Tune 3 also now supports high sample rates 

like .2kHz and 96kHz. Get Auto-Tune 3 today! 

MotorMix"' 

Auto-TuneTM 3.0 

ORDER YOURS TODAY 800-222-4700 

irmaynowit vtnanmaitweetwateecoA bee 01141,4111Mag 406111 
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MOTU 
Dream stud' 

re 

MOTU 2408mk1I'm - 24-channel expandable PCI audio interface 111 

Digital Performer"' 3.0 — award-winning workstation software with MIDI sequencing 

J SAC-2 KTM expandable, touch-sensitive, 8-fader automated control surface for Digital Performer 

Digil\/1axTM 8-channel mic pre-amplifier with 24- bit optical connection to the 2408mk11:computer 

It) Bias Peak 2.5 Verm— award-winning waveform editing software 

PRECISION TOUCH-SENSITIVE CONTROL 

The Radikal Technologies SAC-2K sets a new 

standard for hands-on control of Digital Performer. 

The SAC-2K's custom plug-in for Digital Performer 

gives you easy, one-touch access to every element 

of the recording process in Digital Performer with 

responsive, touch-sensitive automated controls. 

Within minutes, you'll achieve a whole new level 

of interaction and 

411r1 1 creativity that 
you never thought 

? 
, A CUK AL TECHNOLOGIES possible. Fader 

SAC-2KTM 

groups, mix automation, plug-in 

automation for up to 12 parameters at 

a time, window sets, transport control 

with jog/shuttle, I/O routing and 

assignments, solos, mutes, track-

arming... it's all just one touch 

away. The SAC-2K is your 

all-access ticket to the world 

of Digital Performer-based 

recording, editing, mixing, 

processing and mastering. 

PRISTINE MIC PRE-AMPLIFICATION 

Why is the PreSonus DigiMax perfect for your 

MOTU rig? Because it's the purest path to digital. 

DigiMax combines 

8 channels of PreSonus 
[audio electronics] 

DigiMaxTm 

award winning 24- bit mic pre-amplification with 

our unique simultaneous RMS/peak detection 

limiting and al enhancement giving you maximum 

gain before clipping while maintaining the musical 

transparency of a compressor. The result? Fast, 

natural and versatile limiting on every channel. And 

DigiMax connects all 8 channels optically to your 

MOTU system in pristine, 24- bit digital glory. 

ADVANCED WAVEFORM EDITING AND MASTERING 

BIAS Peak 2.5 VST is the ultimate editing and 

mastering companion for Digital Performer! Peak 

gives you lightning fast nondestructive waveform 

editing with support for audio files up to 32 bits 

and 10 MHz, including 24-bit/96kHz files. Unlimited 

Undo/Redo with independent edit histories for 

each audio document gives you the freedom to 

(----work creatively. Select an 
-- \ audio region in Digital 

1:=... Performer, choose the 

"Use External Waveform 

Editor" command, and instantly 

switch into Peak! Peak's sophisticated options for 

on-the-fly marker, region and loop creation are 

simply unparalleled. Advanced looping tools 

include Loop Tuner'', Loop Surfer', Loop It" and 

Guess Tempo. Process thousands of files—or 

just a few—using Peak's batch processor. Peak 

directly supports the 2408mk11 and all other MOTU 

audio interfaces and includes Toast" CD burning 

software for making your own redbook audio CDs 

directly from Peak's powerful playlists. Or create 

web or multimedia content using Peak's support 

for Shockwave, RealAudio, MP3 and more. 

otit vats We 

Peak 2.5 VSTTH 

music technology direct,. 



"If timing is everything, MOTU is definitely on top. 
This is one tough program to beat" 
—Electronic Musician, January 2001 

morrp 
Dream stud' 

DigitalPe 

0  MOTU 1296- 12-chalnel expandable 24- bit/ 96KHz PCI audio interface 

O Digital Performer- 3.0 - award-winning workstation software with MIDI sequenci 
0 HUI' -- automated, touch-sensitive control surface for Digital Performer 

O  PowerCorena- DSP accelerator for TC Works MAS plug-ins (and other advanced 3rd-party MAS plug- ins) 

•  MAS STOW"- reliable, high-performance SCSI storage and backup for MOTU Audio System based studios 

rn 

FULLY AUTOMATED WORK SURFACE 

The Human User Interface ( HUI) from Mackie 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. Instantly locate 

to any position and track in your mix. You can even 

call up plug-ins on- screen directly from HUI. 

Keypad and transport controls letyou locate Digital 

Performer's main counter instantly, just like the 

familiar keypad on your computer keyboard. HUI 

is an advanced hardware workstation console, 

complete with built-in monitoring and the 

user-friendly ergonomics that Mackie 

mixers are known for. Boost your 

productivity through direct hands-on control. 

DSP TURBO T"' FOR NIAS•POVVERCORE PLUG—INS— 

TC•PowerCore is a major breakthrough for Digital 

Performer's real-time MAS plug-in environment 

because it provides DSP-turbocharged plug-in 

processing. At last, the renowned TC TOOLS/96 

studio- quality FX package ( included), with 

TC MEGAVERB, TC Chorus/DELAY and TC EQsat, 

can be at your fingertips in Digital Performer, plus 

other TC I Works plug-ins such as TC MasterX 

(sold separately). These powerful TC plug- ins 

TC 'W ORKS 

appear in DP's mixing board, just like regularA  

native plug- ins, but they run on four 

powerful 56K DSP chips on the 

TC•PowerCore PCI card. It's like adding 

four G4 processors ( equal to 2.8 gigahertz 

of extra processing powerfito your computer. 
.4- 0 e 

Run 12 studio-quality TC plug-ins with no hit 

on your CPU power, and run other native plug-

ins at the same time! TC•PowerCore is an open 

platform, so it will also run plug- ins from other 

respected 3rd party developers, too (details TBA). 

HIGH PERFORMANCE DRIVES AND BACKUP 

Glyph Technologies is the undisputed leader in 

storage solutions for audio. Now Glyph partners 

with MOTU to bring you the absolute latest in high-

performance storage technology: MAS STOR is a 

two-rack high, two-bay, removable-drive storage 

solution that provides enough massive throughput 

to support even the most demanding multitrack 

recording environments. MAS STOR the ONLY 

TECHNOLOGIES, INC_ tb 

W Sbea121%eare*fre teemuseibmik laiiimmommua et  L. L ‘ -i 1 fe 
WIRLINeetilltaielt011111111 L effetALL j  f ' 
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TC•PowerCore-

MAS STOR-

drive you'll want to use for multitrack 96kHz 

projects recorded with the MOTU 1296 

audio interface. Configure a 

system that's perfect for you 

with the following removable 

drive components: 15,000 RPM 

18GB Ultra3 SCSI drive, VXA 

33GB backup tape drive and/or 

a Plextor 12x redbook compliant 

CD burner, all backed by Glyph's 

legendary service and support. 
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SADiE ARTEMIS 
TIPS FOR INTERFACING TO A STUDIO COMPLEX 

S
ADiE's Artemis is a 32-bit/32-
track, PC-based workstation 

that uses its own card-set to 

handle all DSP and system control. 
Windows is only used to handle the 

graphic interface to SADiE's powerful 

engine, so you are not at the mercy of 
your computer's Windows resources. 
A wide range of options configures 

the system for any combination of 
music recording/editing/mixing, post 

or mastering applications. While these 

suggestions are geared toward the 

Artemis system, many of them are 
equally applicable to SADiE's other 

DAWs as well. 

PRO INTERFACING 
The "pro" side of professional audio 
devices comes from the way they in-

terface with other pro gear in a studio 

complex. This is where SADiE shines. 

For example, consider a post-produc-

tion facility having three audio record-

ing studios, a mastering room and an 
equipment room/chief engineer's of-
fice, each with its own SADiE. From 

the equipment room, send a master 

video black-burst reference signal to 
each studio's control room. Connect 

the video reference signal to each 

room's wordclock generator, like an„.., IL *.,sync II. Now your digital word-generator is synchronous with 

video clock. Gen-lock all your 

digital devices (digital console, DATs, 

MDMs, digital I/O effects processors, 

outboard DACs/ADC.s and, of course, 

the SADiEs) to your wordclock. Lock 

your video machines to the video 

clock. Your analog I/O, digital I/O 
and timecode I/O should be accessi-

ble through patchbays for maximum 

By connecting the Sony 9-pin con-

trolled devices (Beta decks, MDMs, 

etc.) directly to SADiE's 9-pin ports, 

you can control the SADiE and the 

transports of up to four machines 
from your SADiE. SADiE has Machine 

Control windows that pop up for 

each machine. From SADiE, you can 
toggle I/O monitoring on your ana-

log or digi Beta decks, arm their 

tracks, locate, punch in, punch out, 
transfer to and from each ma-

chine, all with perfect frame/ 
sample-accurate sync at any 

SMPTE rate. 

LOCK AND LOAD! 

I often lock lily "Fascarn 

DA-98s to SADiE via 9-

pin. Once the 9-pin con-
trol on the SADiE is en-

gaged, the two act as one ma-
chine, each chasing and operat-

ing each other. Unfortunately, the 
Tascam does a poor job of handling 
timecode over the 9-pin cable as a 

master, while SADiE is more power-

ful as a slave. The simple fix is to 
switch SADiE's timecode type to 

LTC, rather than 9-pin TC. Connect 
the LTC out of the Tascam to the LTC 

on SADiE, and you are good to go. 

All the 9-pin transport controls con-
tinue to talk to each other. The DA-

98's control protocol must be set to 

9-pin—I also select BVW-75 emula-

tion, though other emulation settings 

should work equally well. I fre-
quently transfer eight discrete tracks 

of audio from the Tascam to the 
SADiE via AES, edit the tracks, mas-

ter the audio, then lay them back to 

MIX, July 2001 • www.mixonline.com 

MY JIM FOX 

the Tascam, many times in sync with 
a corresponding picture. It is fast, re-

liable and precise. 

SADIE—YOUR WAY 

Like most DAWs, SADiE's virtual mix-

er and tracks can be configured in nu-

merous ways. Onscreen drop-down 

windows, the mixer and control pan-

els can be arranged and sized to fit 
your particular project. SADiE can cre-

ate desktop templates, and a Set Up 
window can store system defaults 

(sync sources, hot keys, pre/post-roll 
times, PQ parameters, etc.), so SADiE 

works your way. It's comprehensive 

but potentially time-consuming if you 
have to set them each time you run 

the application. To accommodate this, 

SADiE has a "users.ini" file to save all 
of your preferred settings. It's cool, 

but there's a bonus for users with mul-
tiple systems: After creating the ideal 
startup configuration on one machine, 

simply copy the template files and 
user.ini files via your studio's LAN to 
each of the other SADiEs in the house. 

Now each SADiE in the facility starts 
and runs exactly the same. Each engi-

neer can work from the same uniform 

beginning. 

UPGRADES AND MORE 
In a Licility with multiple systems, up-

grading SADiE software is a breeze. 
Simply go to www.sadieus.com and 
download the latest executable pro-

gram file (free upgrade) to a directory 

in one of the studio computers. Then 

go to each SADiE and navigate over 

Windows network neighborhood to 

the computer with your upgrade file. 

Double-click the file and answer yes 
to all of the default questions. You'll 

be done within five minutes—main-
taining consistency among multiple 

machines couldn't be easier. 

An active engineer/producer for 28 
years (and loving it!), Jim Fox oper-

ates Lion and Fox Recording Studios 

in the Washington, D.C., area. Visit 
the facility at www.lionfox.com. 
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ADDED SO MANY NEW 
ES THAT WE SHOULD 

BLY CALL IT THE 
L 8•BUS MK. 3.0 

' 

Mackie Real Time OS" 3.O 
Fat Channel Screen. 

New 3.0 Mix Editor Window 

1C-21 ICZI ICU dla.11. Cal ILI. 611 !CM 

New 3.0 24- Ch. (herein( Screen 

Massenbergi Stereo Parametric 
Equalizer 
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Ot her digital mixers get old. The Mackie Digital 8•Bus gets better and better. 
We just added over 50 significant enhancements with 

our new, free Mackie Real Time OSTM 3.0 upgrade 
including... 

• 3rd-party plug-ins 
• Enhanced dynamics 
• Pre-DSP inserts 
• 200 levels of undo 
• 48-channel overview screen 
• 24-bit Alt VO 
• An advanced Mix Editor with auto-
punch, view sizing arrows, auto-
loop SMIll'E time code boxes, Loop 
In/Loop Out, Punch In/Punch Out 
and Locate markers in the time bar 
• Event Automation Track 
• Enhanced Surround Sound mix environment 
with Depth of Center and LF Gain Control 
for each channel, surround-corrected bus and 
track assignment, front-to-rear pan via D8B 
control surface or MIDI and a 72-channel 
Overview window that instantly shows you 
where everything is 
• Enhanced, flexible MIDI VO mapping for all 
channel strip and Master parameters 

• 24-bit plug-in inserts across the main UR buses 

We could go on and on. But the main point is that 
if you buy a Mackie Digital 8•Bus now, you're not 
just getting a superb, productivity-boosting creative tool. 
You're buying the only digital console with an open 
architecture that provides for future enhancements, too. 
Mackie Real Time OSTM 3.0 is dramatic proof...and 
there's more to come. 

Call for an excruciatingly detailed brochure or log onto 
our web site for more information on the remarkable 
Digital 8•Bus. 

SEE US AT rJAMM BOOTH # 423 

;Inn molar 

Acuma Labs,. Filter 
Machine.. and more. 

Antares,. 
Auto-Tune,. 

www.mackie.com • 800.258.6883 

Made kr 
Mackoids in 

WA, / S1 
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yERTEE Line Arrays. 
17orking In Concert 

1'/ith The l'forld's Leading 
People, Projects And Places 
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Sound:, Meeting Services-, Microsoft Exchange 

Collaborative Solutions Conferences-, Morgan 
Sound., National Assn. of Elementary Principals 
Convention; PUR Stadium lour Sirius); MAC 

ShowService; Rocksound-, Roc ky Mountain 

AudioNistiü.SnsSchaiitechnik Services, Gmbh-, SPI. 

Sound-, Story Sound-, Stylelad Company 'Tow USA 2001 

(Audio Analysts); T1I Guide Awards (Shrine Auditorium); 

TwoMix, Inc.; UCSO Commencement, San Diego (Meeting 
Services); University of Washington Commencement 
(Morgan Sound); Utah Governor's Gala 2001; Wango Tango 

(ATK); XFL Stadium Productions; XXXX Audio.. 

Visit us at 

wwwjblpro.com/verteclipro user comment.htm 
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