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DP563 Dolby Surround and Pro Logic II Encoder 

Add impact to television viewing by including Dolby Pro Logic II surround 

in your programs and commercials. That's what ABC, CBS, and FOX 

are doing this season on pro football broadcasts over their NTSC stereo 

services, immersing viewers in the action. 

Dolby Pro Logic II offers the best matrix-surround experience for 

stereo television, with five full-range channels and an exceptionally 

stable soundfield. And it's completely compatible for viewers with 

Dolby Pro Logic surround, stereo, and mono systems. 

A huge potential audience anticipates surround—more than loci million 

home theaters are equipped with Dolby Pro Logic II and Dolby Pro Logic 

decoders. Creating Dolby Pro Logic II surround for these viewers is easy 

with hardware and software encoding/monitoring solutions available 

from Dolby and Minnetonka Audio. 

Contact Minnetonka Audio at www.minnetonkaaudio.com 

and Dolby Laboratories at www.dolby.com/professional. 

Minnetonka 
AUDIO SOFTWARE. INC 
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SurCode for Dolby Pro Logic Il 
from Minnetonka Audio 

CIO DOLBY 
Dolby. Pro Logic and the double-D symbol are registered trademarks of Dolby Laboratories. SurCoste is a trademark of Minnetonka Audio.* 2003 Dolby Laboratories. Inc. All rights resened. 503/15097 



SuperAnalogue Performance 
Now Measures 19" 

Xlogic Multichannel Compressor 
A 2U rack-mounting, 6-channel device utilising classic SSL centre compressor 

design elements within a SuperAnalogue design topology. The unique 
Multichannel Compressor provides innovative controls for a true 5.1 solution. 

7 _ 'Puff! 

X Logic SuperAnalogue Mic Amp 
Provides 4 of the legendary XL 9000 K Series Supere Microphcne 

Pre-Amplifiers in a 1U rack mounted unit, with optional remote control. 
Designed to work stand-alone, remote controlled or directly from a suitably 
configured SSL XL 9000 console, the )( Logic SuperAnalogue Mic Amp places 
the acclaimed quality of these world-renowned mic amps right next to the 

sane to be captured. 
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Xlogic G Series Stereo Compressor 
A 1U rack-mounting stereo device utilising the classic SSL G Selies 

centre compressor design elements within a SuperAnalogue design topology. 
The G Series Stereo Compressor brings the dual benefits of spectacular audio 

performance with a universally acclaimed compressor characieri!tic. 

)(Logic Channel 

With DC-coupled SuperAnalogue processing identical to the legendary 

XL 9000 K Series console from which it is derived, the XLogic Channel 

delivers a bandwidth greater than 192 KHz recorders and a dynamic 

range well beyond that of 24- bit A/D converters. 

The perfect accompaniment to any high quality recording system, 

XLogic Channel features include: 

• SuperAnalogue Pre-Amplifier with mic, line or instrument inputs, 

and switched gain for easy reset 

• Twin-Curve Dynamics, selectable RMS or peak sensing for subtle to 

dramatic compression, including soft distortion at extreme settings 

• High and Low Pass Filters, with routing into the dynamics 

sidechain, allowing frequency-dependent gating 

• G series and E series ' Twin- Curve' EQ - 4 band parametric EQ, 

with variable Q on both mid bands, and shelving/Bel high and 

low bands 

• Variable Output Level, with switchable metering 

• Optional digital interface card, featuring high quality A/D 

conversion and externally synchronised AES output 

9gIC  
SUPFRANALOGUE 

Solid State Logic 
Oxford +44 (0)1865 842300 New York + 1 ( 1)212 315 1111 Los Angeles + 1 ( 1)323 463 4444 

Paris + 33 10)1 3460 4666 Milan +39 039 2328 094 Tokyo +81 (0)3 5474 1144 

www.solid-state-logic.com 



The Standard of Performance. 
The most trusted professional digital audio editor moves forward with 

version 7. Incorporating lew features and functions, nothing's more 

powerful or comprehens,ve. 

Sound Forge software is the established leader for 24-bit, non-destrJctive 

two-track digital audio editing and mastering. It's the best application 

available for audio recording, real-time editing and processing, and 

streaming media creation. Sound Forge software offers over 40 built-in 

effects and processes, saves to all popular audio formats, and includes 

the acclaimed Acoustic MirrorTM, Wave Hammer', and Spectrum Analysis 

tools. Over a decade ago, Sound Forge software revolutionized the audio 

industry through its effec:iveness and ease-of-use. Now it further raises 

the standard of performance you require from a digital audio editor. 

Sound Forge sofware advances with version 7.0. New features include: 

• Automated time-based recording 

• Audio threshold record triggering 

• Clipped peak detection and marking 

• Windows Mediae 9 Series import and export 

• Support for 24fps DV and other video formats 

Sony Sound Forge 7.0 software maximizes its legacy to deliver a new 

level of technological sophistication. 

Rely on it. 

SONY 

Sound Forge 7.0 
,rrifessional Digital Audio Editing Software 

Available worldwide, or on the Web at: www.sony.com/mediasoftware 

BH TlMusicianSFriend SONYs 
2003 Sony Pictures Digital Inc. All rights reserved. Sound Forge is a trademark or registered trademark of Sony Pictures Digital Inc. All other trademarks are the property of their respective owners. 
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M-24 with IF-FW I/O card 
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t DM-24 doe Pro Tools 

The DM-24's powe-ful 
internal DSP frees your 

computer CPU to rjn more 
processor-inteisive lug-
ins. 

16, mic preamps,16 balanced 
mic/line inputs on XLR and 

US jacks and 16 inserts. 

Studio-quality compressor 

and 4-band parametric E0 

on every channel. Gate/ 
Expanders on channels 1-16. 
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DM-24 does Performer'. 

t DM-24 does Nuendo" 

Now the DM-24 is also a really big 
24-input computer sound card. 

HUI® control for Pro Tools, 
Performer'" and Nuendo® 

includes external control 
of leve.. mutes, pans. track 
arming and aux sends. 

Power:L.11 built-in aulo-

mation with LED ring 
encoders for hands-on 
"analog" adjustments cf 
digita' parameters. 
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Twenty-four inputs, 

twenty-four outputs 

plus MIDI for con-

trol and timing 

data. All thru 

a single 

FireWire" 

cable betwixt 

your computer 

and the DM-24 

digital mixer. 
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II Optional MU-24 meter bridge , 
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Co-developed with — 
SaneWave"", the 
TASCAM IF-FW I/0 

- card includes two 
FirEWire 400 ports 
plus MIDI In and 

Ou:. 

The DM-24's 
V2.1 software 
adds over 20 new 
featu-es includ .ng 
5.1 surround pan-

ning and virtually 
unlimited signal 

pouting. 
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loomm touch-sensitive 
moto ,i2ed faders. 

6o irrnt channels during 
mixdown. 

3 internal processors with 
revert), by TC Works ", spa-
tial Effects by Tascam and 

mic/speaker moieling by 
Ant a res'". 

• 24-bit/96kHz compatible 
with 32-bit floating point 
internal process ng 

• 24. TDIF and 8 ADA— chan-

nets, stereo S/PDIF and 
AES I/0s come standard 

Along with all the 

other way-cool fea-

tures that make the 

DM-24 an incredible 

DAW controller. 

Fire up a demo at a 

TASCAM dealer or 

visit our web site for 

more info. 

e 2003 TASCAM All Right‘. Reserved. All specifications ar.•. subject to change without 
matice. HUI is a reg:stered trademark of Mackie Designs Inc.Pro Tools is a egi;le red 
t ademark of Avid Technology, Inc and its subsidiaries ale d visions. Nuendo and cubas. 
are registered trad2marks cf Steinberg Media Technclogies G. Digital Pertorner is a 
trademark of Mark of the Lnicorn. All other trademarksare property of TI- r -espective 
Folders. Lawyers are a tredemark of why we have to aut ell : his fineprint inta our ads. 

TASCAM 

CONTRACTOR 

www. 
tascam 
.com Di AND 

PRODUCER 

Wei 

PERSONAL 

CREATIVITY 



Adjustable Power Seat 
Featuring unprecedented control over response at the mix position, JBL steps forward with the new LSR6300 Studio 
Monitors, the first complete solution to tackle problems in the room. Our exclusive RMCim Room Mode Correction 

system, including a hand-held acoustic analyzer (shown above in your seat), accurately measures boundary-induced low 
frequency modes so you can adjust the speaker's 1/10th octave parametric equalizer and correct the problems in the 

room. Designed from the ground up, the LSR6300's deliver ultra-flat response (+ 1/-1.5 dB), an exceptionally wide sweet 
spot free of spatial anomalies and an incredibly accurate window on your mix. Shielded, mountable, and THX° pm3° 

approved, for stereo or multi-channel, music or post, the LSR6300's truly put you in the power seat. 
See your JBL Dealer today for a demo of this extraordinary new monitoring system. 

LSR6300 Studio Monitors — Mix Without Boundaries. 

Learn more about the power of the LSR6300 Studio Monitors at www.jblpro.com/LSR 
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PRODUCER EDITION 

Inspiration > Speed > Precision 
In today's fast-paced production world, it's not enough to have all the features at 

your fingertip3. SONAR 3 offers a complete software-based production environment 

that expands your creativity with fast, intuitive controls that capture and excite your 

inspiration; and powerful, precis.on tools for true real-time editing. And SONAR 3 

provides unparalleled customization, allowing you to fine-tune your studio to matcn 

your workflow. Take your music to new heights with SONAR 3 today. 

Completely redesigned Ul 

Cutting edge mixing environment 

Advanced MIDI routing & synth layering 

Integrated per-channel EQ and assignable FX controls 

Universal Bus Architecture 

Smoother audio engine with gapless effects patching 

ACID loop & MIDI Groove Clip support 

DX, DXi, ReWire, VST, VSTi support 

Integrate MIDI-compatible control surfaces 

Import/export OMFI & Broadcast WAV 

VSampler 3.0 DXi multi-format digital sampler 

Ultrafunk Sonitus:fx audio effects suite 

Lexicon Pantheon Reverb 

ASIO & WD:M compatibility 

Multi-port MTC transmission 

Confidence recording 

Full plug-in delay compensation 

S719 MSRP 

For more information: visit your local SONAR retailer 

www.cakewalk.com I 888.CAKEWALK I 617.423.9004 (outside the U.S.) 
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On the Coven Mi Casas 
Studio A, designed by 

John Storyk, features two 

"cascading" Sony DMX-
R100 desks, Genelec 
1032A monitoring system, 
a SADiE workstation and 

Z-Systems 64x64 router. 
For more, see page 22. 
Photo: Robert Wolsch. 

Inset photo: Courtesy Lu-
casfilm. 
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desktop production special! 

Desktop production has been established for decades now, but the 

professional tools to create anything and everything in software are 

being released at a higher quality and at more affordable prices. 

Throw in the processing power of today's PC or Mac, the slew of 

virtual instruments and a smattering of effects, and a hit record can 

be made entirely inside the computer. Today's engineers must be 

as conversant in operating systems as they are in pushing faders. 

32 Not Just For Dance Music Anymore 
Adding Loops Into Live Tracks Brings a New Audio Dimension 

Loops had a bad rap when they first emerged in the production chain; there 

were few choices, the sound quality was below par and many believed that 

they were overused. However, the use of loops has become a significant 

production tool in all types of music, from R&B to hip hop—and even rock. 

Mix chats with top producers to get their trade secrets on effectively 

blending loops with their live studio tracks to make a hit song. 

40 G5 Live! 
Loading Up the Desktop for an Audio/Video Event 

The new Apple G5 promises to provide all the processor speed and 

memory any audio pro would need. Find out what happened when technical 

editor Kevin Becka and three other instructors at the Conservatory of 

Recording Arts & Sciences took the computer and a dizzying array of audio 

(and video) gear to the edge in a live event. 

46 Virtual Instruments, Real Musicians 
Software Emulations of Classic Keyboards 

The legacy of classic pianos, organs and synths is carried on in virtual form. 

No longer is it necessary to cart around a grand piano or a Hammond B3— 

or even an ARP—to the studio or stage. Today's offerings emulate the 

sounds and interface to a "T" in hyper-realistic detail. Take a walk through 

Mix's gallery of current offerings and make the jump to the virtual world. 

Check Out Mix Online! http://www.mixonline.com 

Mix (Volume 28, Number 3) is ©2004 by PRIMEDIA Business Magazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-99571 is published monthly except semimonthly in Jan-
uary. One-year ( 13 issues) subscription is $52. Canada is $60. All other international is $ 110. POSTMASTER: Send address changes to Mix, P.O. Box 1939, Marion, OH 43306. Periodicals Postage Paid 
at Shawnee Mission, KS and at additional mailing officesAis publication may not be reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers. 
Printed in the USA. Canadian GST # 129597951; Canada Post Publications Moil Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 61S. 

6 MIX, February 2004 • www.mLvonline.com 
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Absolute accuracy 

-whatever you play 

o tr. 
MK 4061: DPA 4061 Miniature Mk roplx,ne, XLR4pret AAkrophone holder for strings Minienre windscreens, Self-adlirse, rninkiture holder. Minksture imignet 

The DPA 4061 miniature microphone is designed to mount directly onto virtually any acoustical instru-

ment and produce a uniquely crisp, accurate and natural sound. The 4061's versatility is based on a 

combination of its extremely low noise floor, wide, flat frequency response and ability to handle sound 

pressure levels up to 144dB before clipping. 

The IMK 4061 Microphone Kit contains the DPA 4061 microphone us mounting accessories for drums, 

wind and string instruments. So, with the DPA 4061, you're guaranteed absolutely accurate sound 

-whatever instrument you play. 

D Pi 
MICROPHONES 

For more information call 1.866.DPA.MICS or click to wiantv.dpamicrophones.com 
OPA Microphones, Inc. info-usaiiiicIpamicrophones.com JUST ADD TALENT 
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FOR CtVER 30 YEARS LEXICON HAS BEEN IN 
WORLD-CLASS 

- ,112.12ST UDIOS 

NOW YOUR HOME CAN 
BE ONE OF THEM 

QMEGA 
DESKTOP RECORDING STUDIO 

Lexicon has taken a whole- system approach to desktop 

recording. Omega Studio is an integrated computer 

recording system that includes the Omega 8x4x2 USB 

I/O mixer, Pro Tracks Plus 32-track recording software 

and Pantheon world-class Lexicon reverb plug-in. 

Omega Studio contains all of the components neces-

sary to transform your computer into a professional 

24-bit recording studio. 

Whether you're working on your first demo or your 

fifth gold record, Omega has the performance to pro-

duce your masterpiece. 

Maybe you don't have the coin to record in the city of 

Westminster on Abbey Road, but that's no reason your 

music shouldn't sound like it. 

Visit your local Lexicon dealer today and see what 

Omega can do for your studio. 

Omega 8x4x2 USB I/O mixer 
Differentiating itself from standard computer 
I/O boxes which are typically based on a 

patch-bay paradigm, the Omega 8x4x2 USB 
I/O mixer is based on a mixer paradigm and 

includes input, output and mixing functions that support a variety of 
tracking/monitoring applications while reqiiiring no additional mixing hardware. The I/O mixer is 
packed with professional features such as ultra-transparent, high resolution A/D converters, 
extremely low- noise mic preamps with 48-volt phantom power and active balanced line level inputs. 
MIDI and S/PDIF ports allow connection to a variety of digital equipment. 

Pro Tracks" Plus PC Recording Software 
Pro Tracks Plus is an easy-to- use, comprehensive 32-track recording 
suite that includes all the modules you'll need to track, edit, process, 
sequence and mix your masterpiece. Not only does it include intuitive 
non-linear editing, plug-in support, and acidized looping features, it 
contains a full featured MIDI sequencer with outstanding event editing 
and powerful automation features as well as soft synth support. 

BIAS' Deck" 3.5 SE Mac Recording Software 
BIAS Deck 3.5 SE turns your Mac into a full-fledged recording 
studio. Easily record up to 64 tracks, with full CD quality and then 
edit your work instantly, while always being able to revert to your 
original recordings. 

Pantheon' Reverb Plug-in 
From the name synonymous with "world's best reverb", Lexicon brings 

you Pantheon. With 35 factory presets, 6 reverb types and a simple 
yet powerful user interface, Pantheon is an indispensable tool for your 
recording studio. 

llokol 
Lexicon Pro 8760 So. Sandy Parkway, Sandy, Utah 84070 • Tel: (801) 568-7567 I Fax: (801) 568-7662 • www.lcxiconpro.com • www.protracksrecording.com 

HA Harman International Company 
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The Desktop Studio Grows Up 

M uch has been said (and written) about the " desktop studio"—and with good 
reason. Given the state of modern DAWs, 24-bit sampling libraries, plug-ins 

and virtual instruments that can conjure anything from a 9-foot Bosendorfer to a road-

worn B3 to any synth imaginable, there are few tasks that the desktop (or laptop) stu-
dio can't perform. 

The desktop studio environment offers convenience in a compact package, yet 
among all of the glitter and magic such systems provide, the need for attention to 

audio details is just as important as in the traditional studio. Although an ever-in-

creasing CPU horsepower supports more and more powerful software with fast, re-

al-time processing, high-resolution 24-bit, 96/192kHz recording applications only 
spotlight the need for an improved signal chain. In any digital system, whether com-

puter- or hardware-based, the heart of the system is the converters, and it is here that 
desktop (and laptop) rigs often fall short. 

Fortunately, this is one area where upgrades are readily available, either in the form 

new AD/DA cards or external converter boxes. The same certainly applies to comput-
ers and low-end cards with built-in mic preamps, where the performance is mediocre 

at best. Here again, reasonably priced outboard preamps with solid specs are plenti-

ful from any number of suppliers, and paired with a good mic will make a significant 
sonic improvement over " stock" offerings. 

Certainly, there are applications where the desktop or laptop studio wins out over 
"traditional" hardware systems, such as editing audio tracks on a laptop during a 
cross-country flight, or loading virtual instruments and sequences into a rackmount 

computer for live performances. However, for most users, a hybrid approach may be 

best, incorporating a computer-based system into a conventional studio, creating the 
"new studio" with a Mac/PC core accompanied by a hardware controller, some stan-

dard outboard gear and perhaps plug-ins handling other processing chores, or as a 
source of production loops, rhythm beds or virtual instruments. 

Of course, desktop production systems are not limited to computer-based systems, as 
the power of stand-alone hardware units also continues to evolve. For example, at last 

month's NAMM show, Roland unveiled its VS8F-3, an expansion board that brings a host 
of third-party plug-ins (from Antares, IK Multimedia, TC Electronics, Universal Audio, 

Massenburg, McDSP and SoundToys) to 250,000 users of its VS Series studios. 

There's more to come. Announced last month and shipping now is Apple's Garage-
Band, which Steve Jobs described as "a pro music tool for everyone." The application 

(Mac, of course) is a 64-track recorder/mixer with 50 virtual instruments, 1,000 loops, 

200 effects, amp simulations and direct iTune file export. Options include a $99 M-
Audio keyboard and a JamPack expander with more loops, effects and instruments. 

Whether desktop, laptop, PC, Mac, software, hardware or hybrid, the virtual stu-

dio is an integral part of the modern production environment. Factor in the absolute 
power of today's computers and the dirt-cheap storage/RAM prices, and there's a rev-
olution waiting to happen. Just add the right song. 

George Petersen 

Editorial Director 

Mir 
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www•GCPRO•com 
+ M USIC PRODUCTION 

+ POST PRODUCTION 

+ BROADCAST 

+ PROJECT STUDIOS 

+ M OBILE RECORDING 

+ EDUCATION FACILITIES 

GUITAR CENTER 

GC Pro was created to offer you solutions to your daily challenges. 

We recognize that rapidly changing technology, frequent upgrades, 
and budgetary constraints can make your life difficult. 

We've assembled a network of seasoned industry professionals to 

assist you in making informed buying decisions. Your GC Pro 
account manager will research solutions for your technical 

problems, demonstrate equipment at your facility, and help 
you with easy account-based purchasing. 

GC Pro leverages Guitar Center's bulk buying power, huge 
inventory and national reach to quickly deliver the right gear 

to your doorstep at very competitive prices. 

Visit us online today to find your local GC Pro account 

manager for direct access to the broadest range of new 

and vintage gear available! 

EXPERTISE. EXCELLENT PRICES. EXTRAORDINARY SERVICE. 

L IN ONE P LAC ' 

Your life is about to get easier! 
PROFESSIONAL 
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Music Production Software 

for professional studios 

They love to keep mixing desks 
- handy at Fox's Newman Stage. 

With _ogic 6ion every computer. 

1111 1.1111111111.1_1111111 111111111111 
Countless legendary film scores have been 

recorded at 20th Century Fox's Newman Stage. 

These days, most of the composers working at 

Fox count on Logic 6 to make their scores leg-

endary. " Logic has become the ultimate tool 

for our composers to keep up with the pace 

and demands of contemporary film scoring," 

says Mike Knobloch, Vice President of Film 

Music at Fox Music. And on various recent 

movies, from Antwone Fisher with composer 

Mychael Danna to Ice Age with composer David 

111111111111111111111 1111111 1111111111116 I 
Newman, Em2gic's Logic and Fox's Newman 

Stage have worked brilliantly together. It's 

absolutely amazing how powerful and indis-

pensable Logic is for the modern film compos-

er." With a comprehensively-equipped internal 

mixer including over SO plug- ins, professional 

real-time notation editing, and MIDI functional-

ity that's second to none, Logic 6 for Macintosh 

meets this challenge with ease. And the best 

thing is that Logic can fit handily into your 

recording studio, too. Technology with soul. 

miR 



FEEDBACK 

Letters to Mix 

R E M 9 .1k . 

Queens 
Stone Aye 

LOOK, THEY LIKE IT WHEN I BLEED 

Good God, Stephen! I just read " Fast Lane" and 

ran downstairs immediately to send this e-mail. 

After everything in the recent past (trees, cats, 

ex-wives, cancer, etc.), now this?! I am stunned. 

God must have something very special for you 

to do with the rest of your life, because He surely 

wouldn't have put you through all of this to 

snuff you. In many ways, I can relate to your hos-

pital experiences, but not completely. When I 
was shot at a gig in Tulsa back in 1972, I spent 

a fun time in intensive care and on my back for 

eight weeks at St. Francis. Fortunately for me, I 
got better. 

Our prayers are with you. If there is any-
thing I can do, if you need some place to get 

away for a while, whatever. You are truly an in-

spiration to many folks out here in the Hinter-

land. You've just about been there and done it 

all: Lived such an exciting lifestyle, motorcycles 

and music, invented new tools for musicians, 

been a CEO, lived at the top of the heap, fallen 

through the bottom floor, and still you get up 

and with tongue firmly planted in cheek, you 

tell us all about it in an off-the-cuff way. How 
do you do that?! 

May you dust yourself off and shake the mor-

phine monkey off your back. May all of your tri-

als and tribulations finally be over. May you have 

accrued [enough] karma to last the rest of your 

life. May you find someone you can dictate to. 
You certainly deserve it. Don't bother answering 

this: Just get back up and keep slugging! 
Bob Ketchum 

Cedar Crest Studio 

SONIC YOUTH 

I'm a 20-year-old student who is learning and 

discovering the craft of audio engineering 

more and more each day. I completely agree 

with what you said [ in November's " Editor's 

Note"], even though I have minimal experience 

with audio recording and pretty much walked 

into an environment where it's all " point and 

shoot" and polish it up with plug-ins. 

Now, anyone with a decent audio interface 

can record. I see it every day at school: Kids 

walk in thinking that they are going to make 

"beats," only to find out that the next class will 

be on EQ curve. Hearing them say, "What do 

we need to know this for?" makes me laugh 
and want to respond, " How do you think they 

got that nice bass sound in that last 50 Cent 
record?" They don't realize that they aren't just 

listening to notes, but that the relationship and 
contrast between that deep bass and the snare 

drum hit is what is making them move. They 

finally got it when the teacher did a demon-

stration for us and did a short mix on a song 

that they all just laughed at in the beginning. 
But while he was mixing it, you could see the 

look on their faces [change]. Then we all tried 

[the technique] and really saw how much you 
need to know about sound. 

I fell in love with audio because there are 

no rules, just guidelines, and they can be ap-

proached in many directions. We can keep on 

learning from them. It's funny, when I first got 

into this, I was just recording my band, picking 

up an audio magazine here and there, reading 

it and not having any idea what those big 

words meant. Now after doing it, I can pick up 

those old issues and relearn what I read before. 

Andy 

R-E-S-P-E-C-T 

I just read your article " Audio: No Experience 

Necessary" and I wanted to let you know that 

I know what you're talking about. I am in high 

school right now, and while I don't know much 

about electronics and analog recording, I want 

to learn. I have put together a small home stu-

dio with a MOTU 828 card, an MX2442 board, 
various AKG mics, an Oktava condenser and 

my old 600MHz computer. I want to learn the 

intricacies of analog recording, but that's a 
huge investment for anyone, let alone a high 

school student. 

It's good to know that good music can be 

recorded for a few hundred dollars using one 

microphone, a computer interface and some 
free software. But what is upsetting is that 

people don't have the respect for the engi-

neers. When I tell people I want to go into au-

dio engineering, a lot of people don't have any 

idea what they do besides "work in a record-

ing studio." I [thought] I'd let you know that 

someone does respect what you and many 

other " real engineers" are actually doing. 

Ricky Chilcott 

THE LEGACY OF AN AUDIOPHILE 

Talk about hitting a nail on the head [Novem-

ber's " Editor's Note"]. I have another 17 years 

on you and have been in the audio business 

since high school. I got my training on amplifiers 
that had those big glass bottles that got real hot. 

At our post-production house for advertis-

ing agencies, we have an intern program for 

students studying recording. We are not a mu-

sic recording facility and that is thoroughly ex-

plained to prospective interns. Most want to 

gain production experience in a professional en-

vironment. I'm truly amazed at their lack of 
knowledge in the technical aspects of what we 

do. Not one of them in the past five years had 

even a basic understanding of gain structure in 

a recording chain. I would get questions like, 

"Why is it so distorted?" when the channel 

fader would be at -40 dB and the preamp in the 

high gain position with the overload LED light-

ing the control room in a bright red glow. 

I was taught professional recording by a 

feisty old-school curmudgeon in the '60s at Au-

dio Recording in Cleveland. We had a la-inch 3-

track Ampex (very state-of-the-art) and the abil-

ity to multitrack. So it was an either "you got it 

or you didn't" type of recording. Vlad Maleckar 
was the owner and resident taskmaster about 

the technical aspects of recording that continue 

to count today. With analog tape recording, we 

were never allowed to record an uncompressed 

voice track hotter than -3 dB or we would 

"grunge up" (Vlad's description) the second and 

third harmonics that contributed so much to the 

overall voice quality. Vlad taught me how to edit 

tape without marking it with a grease pencil. It 

saved a lot of time, let alone the fact that you 
were not poking the playback head constantly. 

Until the advent of DAWs, clients would watch 
me edit trying to figure out how I did it. 

Jim Cogan's articles about Bill Putnam have 

been wonderful reading; Cogan's writing and 
having had the opportunity to watch Bill work 

made the articles all the more interesting. 

Your editorial is a wonderful reminder 

that a little technical direction can go a long 

way to helping people make better-sounding 

recordings. The term " fix it in the mix" only 

goes so far. 

Mike King 

Audio Recording Unlimited 

Chicago 

Send Feedback to Mix 

mixeditorial@primediabusiness.com 
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Fri ZENNHEIZER 

Great Sound Is MY 
Winning Strategy 

The New MKH 418-S gives me the edge. 

From network sports to the Count Basie 

band in 5.1, Mike Pappas brings decades 

of audio experience to every job. And his 

microphone line of choice is Sennheiser 

MKH. Rehable. Great-sounding. Impervious 

to environmental extremes. Just like Mike. 

Naturally, the MKH418-S MS stereo shotgun 

has already become part of his collection. 

Make it part of yours. " It's unanimous. All 

the network audio guys who've tried the new 

Sennheiser stereo shotgun mic love it." 

- Mike Pappas, 

Broadcast A Jclio En inee 

Sennheiser Electronic Corporation • 1 Enterprise Drive, Old Lyme, Connecticut 06371 USA • Tel: 860-434-9190 • Fax: 860-434-1759 

Canada: Tel: 514-426-3013. Fax: 514-426-3951 • Mexico: Tel: ( 525) 639-0956. Fax: ( 525) 639-9482 • Mfg: Am Labor 1, 30900 Wedemark, Germany 

www.sennheiserusa.com 

Al! mics in our award-winning MKH Series feature: 
• Ultra-precise German design and manufacturing ensure consistency and longevity 

• Unique RF capsule design which is impervious to harsh climates and environments 

• Absolutely colorless audio for accurate voice and music reproduction 

• Comprehensive accessories for any application, in the studio or on location 



CURRENT PROFESSIONAL 

MICHAEL KAMEN, 1948-2003 

I
For anyone used to the logistical 
difficulties of being an engineer or 

musician in Manhattan, one of the 

most puzzling has been the lack of 

a major retail outlet downtown or 

anywhere near it. Now, with the 

opening of a new 30,000-square-

foot Guitar Center on 25 West 14th 

Street (the retailer's new flagship 

superstore), there's a convenient 

Michael Kamen was someone who 

crossed the lines between rock and 

classical music when it was a truly rev-

olutionary idea, and he kept on break-

ing down barriers his whole career. A 

Juilliard-trained oboist, in 1968 he 

formed the New York Rock and Roll En-

semble, which appeared with Leonard 

Bernstein and the New York Philhar-

monic, and whom I saw twice, once 

backing Janis Ian at Philharmonic 

(now Avery Fisher) Hall. One of the 

band's running jokes was that they 

had two oboists: lead and rhythm. 

He scored his first film in 1976 

and since then wrote the music for 

more than 70 movies, including such 

blockbusters as the Lethal Weapon and 

Die Hard series, X-Men and Brazil. He 

won four Grammys, two Golden Globes 

and an Emmy. Following the 1995 Os-

car-nominated Mr. Holland's Opus, he 

created, with star Richard Dreyfuss, a 

foundation that donates musical in-

struments to needy schoolchildren. 

He continued to jump genres with 

glee, writing symphonic works for 

Metallica, Eric Clapton and The Chief-

tains, and film scores with the likes 

of Blondie's Chris Stein, to name but 

AUDIO 

a few. Perhaps my favorite work of Ka-

men's is the brilliant orchestrations 

and arrangements he brought to Pink 

Royd's monumental The Wall. Soon 

after that record came out, I inter-

viewed him at length for a music 

magazine, and he invited me to sit in 

on a Tim Curry session for "Working 

on My Tan," which he was producing. 

It was one of the most fun sessions 

I've ever seen. In Michael, I found a 

playful, thoughtful, intellectual and 

brilliant musician, with ferocious eye-

brows and a great smile who, given 

the chance, I could talk shop with, 

JACK EMERSON, 1961-2003 
On November 22, 2003, one of 

Nashville's best-loved visionaries in 

the rock and alt-country communi-

ties, Jack Emerson, passed away 

from a heart attack. Emerson had 

been battling a respiratory ailment 

for a number of months. 

Emerson was the original bassist 

for Jason and The Scorchers, a band 

that drew from the soul of Hank 

Williams-style country and fueled it 

with the raw, reckless energy of the 

Sex Pistols. Emerson would eventual-

ly ditch the bass and become the 

band's manager, helping them release 

their first early '80s recordings on 

Emerson's Praxis imprint, which he 

started in 1982. With partners Andy 

McLenon and Kay Clary, he made Prax-

is one of the hottest artist develop-

ment and management enterprises in 

the South. Ultimately, Emerson would 

land the Scorchers on EMI America, as 

well as elevate the Georgia Satellites 

from a regional act to worldwide suc-

cess with hits like " Keep Your Hands 

to Yourself" and "Battleship Chains." 

As Southeast A&R for A&M and later 

Zoo Entertainment/BMG, Emerson 

and Praxis worked with John Hiatt 

during his landmark Bring the Family 

album, released Billy Joe Shaver's ac-

claimed Tramp on Your Street, and el-

evated the recording careers of Webb 

Wilder, Sonny Landreth, Steve For-

bert, Tim Krekel and The Sluggers, 

Matthew Sweet and others. 

In 1995, Emerson formed E-

Squared Records, a desirable imprint 

for roots and Americana artists, with 

Steve Earle. The label's roster ulti-

mately included 6 String Drag, Cheri 

Knight, Ross Rice and Marah, as well 

as five of Earle's albums. In 1999, 

Emerson and Earle signed a substan-

tial deal with Danny Goldberg's 

Artemis Records. 

Emerson, a huge fan of The Kinks, 

recently spearheaded the critically 

acclaimed This Is Where I Belong: The 

Songs of Ray Davies & The Kinks, 

which featured artists such as 

Matthew Sweet, Fountains of Wayne, 

Steve Forbert, Josh Rouse and Yo La 

NEW YORK GUITAR CENTER OPENS 
downtown location to check out a 

huge selection of musical instru-

ments and gear. 

The new Manhattan location is 

the 120th Guitar Center store and 

also bears special significance, as 

that neighborhood has given rise to 

many famous music venues, such as 

the Academy of Music on East 14th 

Street. Guitar Center's pro audio de-

partment, located on 

the downstairs floor, 

provides an especially 

expansive place to be-

come intimate with a 

wider range of gear than 

can typically be accom-

modated in a New York 

City retail environment. 

—David Weiss 

NEWS AND EVENTS 

and laugh with, for many hours. 

Michael had recently been diag-

nosed with multiple sclerosis, very 

rare for someone his age, but it was 

a heart attack that caused his death 

in November. 

—Paul Lehrman 

Tengo. In the world of film, Emerson 

was also the executive producer of 

the film soundtrack for You Can Count 

on Me, winner of Best Picture and 

Best Screenplay at the Sundance Film 

Festival. 

Donations may be made to the 

MusiCares Foundation, 615/327-0050. 

—Rick Clark 

y, 
Dan Akroyd and family member with Marty 
Alberhon (president, co-CEO of Guitar Center) 
at the grand opening 
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COMPILED BY SARAH BFNZULY 

RE- INSTITUTIONALIZING THE CLASSICS 
There may not be quite as many musicians who fantasize about being the 

next Beethoven as they do the next Beyoncé, but up-and-coming classical 

players with big dreams are out there. However, with the classical cata'Ags 

of many major labels being among the hardest hit in the tough music econ-

omy, it's been getting tougher for today's crop of classical musicians—and 

the engineers who capture their sounds—to get the financial backing to 

move forward with new world-class recordings. 

The Classical Recording Foundation (www.classicatrecordingfounda 

tion.org) celebrated crucial efforts in this direction at its Second Arnual 

Awards Ceremony, held in the beautiful intimacy of Weil Recital Hall at 

Carnegie Hall (New York City) on November 5, 2003. Four breathtaking per-

formances by award-winners Andres Diaz, Judith Gordon, Robert Shannon, 

Anne-Marie McDermott and Ani Kavafian surrounded the presentation of the 

Composer of the Year Award to George Crumb. Hopefully, the great artistry 

of the evening bodes well for the future of this important foundation. 

—David Weiss 

NEW CANON SPOT IS A JEWEL 
Jewel recently 
visited writer/ 
producer Michael 
Lattanzi's home 
studio in the 
Hollywood Hills, 
where they cut and 
mixed tracks on a 
1970s vintage 76-
input API console 
for a Canon digital 
camera national 
commercial. Guitar 
work was handled 
by both Jewel and 
Lattanzi. 

Violinist Ani Kayafian and pianist Anne-Marie McDermott are 

members of The Chamber Music Society of Lincoln Center and are 

involved in recording the complete chamber works of Prokofiev. 

ROLAND THERAPY 
On November 15, Roland and Cali-

fornia State University, Northridge, 

hosted Music Therapy Day L.A. to 

celebrate the healing effects of 

music on the human body and 

mind. Events included a presenta-

tion by CSUN's Music Therapy Well-

ness Clinic director Ron Borczon, a 

drum circle and music activity, 

and demonstrations highlighting 

Roland technologies and the sig-

nificant effects of the digital mu-

sic medium on music therapy. 

MOOG DOCUMENTARY IN THE WORKS 

Music therapist Julie Berghofer 
demonstrating the unique benefits 
of the Roland HandSonic. 

Director Hans Fjellestad and producer Ryan Page 33, the Album Leaf, Pete Devriese, Bostich, Char- produced on Moog instruments for the film's 

are halfway through the production of MOOG, a lie Clouser, Baiyon, Suzanne Ciani, Electric Sky- soundtrack. 

feature-length documentary film that explores church and others are contributing original music To view the trailers, visit www.moogmovie.com. 

the life of electronic musical instrument 

pioneer Robert Moog. The film is currently 

shooting on location in North Carolina, 

New York, Los Angeles, Tokyo and London. 

Page is finalizing a summer 2004 theatri-

cal and soundtrack release. 

Fjellestad said, "I'm very much focused 

on Bob's ideas about creativity, interactiv-

ity, spirituality and the raft of stories in the 

man's head. This is very much an 'in Bob's 

own words' piece." 

Artists such as Stereolab, The Neptunes, 

Devo, Meat Beat Manifesto, Tortoise, 113 

Spooky, The Cure, Money Mark, Luke Vibert, 

www.mixonline.com • February 2004, MIX 17 



CURRENT 

ON CLOUD NINETEEN 

West Los Angeles' newest full-serv-

ice OVO production and post-pro-

duction studio, Cloud Nineteen, 

offers state-of-the-art suites outfit-

ted with Phillips 42-inch HD Plasma 

Cinema Displays for client viewing. 

The DVD Suite offers two Sonic OVO 

Creator workstations, Sony digital 

and analog VTRs, and has digital 

routing and signal patching capabil-

ities. The 5.1 Audio Suite is centered 

around Pro Tools and offers a 4x8-

foot recording booth with a Phillips 

HD flat panel to accommodate 

ADR, original voice-over recordings, 

commentary tracks and single-

instrument recording sessions. The 

Editorial Suite is equipped with 

two Final Cut Pro 4 workstations us-

ing AJA's new I/O box that allows 

for 10- bit uncompressed SD 

video capture, along with 

Sony DigiBeta and Beta SP 

decks for finishing. 

President/founder Scott 

Boutté is also the company's 

OVO executive producer. Cloud 

Nineteen's other principals are 

Michael Tucker ( pictured), 

sound producer, and Andrea 

Morin, executive producer. The 

company is located at 3767 

Overland Ave., Ste. 104, Los 

Angeles, CA 90034; 310/839-

5400. For more information, 

visit www.cloud19.com. 

JAMES MURRAY, 1952-2003 

James Murray died on October 7, 

2003, in his native Oswego, N.Y. A 

natural salesman with enormous in-

tegrity, his career began in the early 

'80s at Express Sound and New West, 

a rep firm in Burbank, Calif. Murray 

eventually became Western regional 

manager for Panasonic/Ramsa and 

then added the Eastern states. He 

later handled sales and marketing for 

Bose, Tannoy and EAW. An outgoing 

and charming guy, he had many 

friends in the manufacturing, rep and 

dealer communities. 

Murray survived a car crash in the 

mid-'90s, in which a tree branch 

struck through his midsection; he 

would later joke about his near-

death experience. Unfortunately, he 

contracted Hepatitis C from a blood 

transfusion, leading to complications 

and major health problems. 

James was one of the warmest 

people I'd ever met, a good friend 

to all who knew him and will be 

missed. He is survived by Vanessa 

(his wife and high school sweet-

heart) and his stepson, Joel. A 

fund has been set up for Joel's ed-

ucation. Please send donations in 

check form to: The Joel Crouse Ed-

ucational Fund, c/o Tim Schaeffer, 

2826 Emily Lane, Simi Valley, CA 

93063. 

—Bill Ford 

TEC AWARDS SITE CHOSEN, CALL FOR ENTRIES 
The Mix Foundation for Excellence in 

Audio announced that the 20th An-

nual Technical Excellence & Creativ-

ity Awards will be held Saturday, 

October 30, 2004, at the San Fran-

cisco Marriott. For ticket or sponsor-

ship information, contact Karen Dunn 

at 925/939-6149 or Karen@tec 

awards.org. 

Product nominations are still 

being accepted. To be eligi-

ble, products must have 

been released and in com-

mercial use during the pe-

riod of March 31, 2003, to 

April 1, 2004. 

Companies that wish to nomi-

nate for Studio Design should send 

the studio name and location, date 

completed, name/phone number of 

the architect(s), the acoustician(s) 

and the studio owner(s). Submitted 

projects must be new studios or 

rooms, or major renovations, com-

pleted and in use during the eligibil-

ity year of March 31, 2003, to April 

I, 2004. 

Forms can be down-

loaded from www.mix 

foundation.org. All en-

tries must be received by 

February 27, 2004. 

INDUSTRY NEWS 

In addition to celebrating its 30th anniversary, Furman 

Sound (Petaluma, CA) has appointed James R. Bonfiglio 

president/CEO...Responsible for the operations of Dol-

by's New York office, Bill Allen was promoted to senior 

director, production services...Greg Batusic joined Gib-

son Guitar Corp. (Nashville) as its chief sales officer and 

senior VP global sales. In other company news, Michael 

Allen is the new chief people officer and senior VP hu-

man resources...DMT Rentals (Burbank, CA) has opened 

a transfer department, which will be headed by Brad 

Cobb and Vicki Giordano...Continually expanding its 

roster, Fluid (New York City) has added editor Bruce Ashley...Console 

manufacturer Audient (Herriard, UK) has brought on Nick Pemberton as 

UK sales manager for its Aztec Live Performance Series... Per Larsen, for-

mer COO of Steinberg Media Technologies, has been named sates and mar-

keting director of Broadjam (Madison, WI), where he will coordinate 

product distribution, sales, marketing and customer service through his 

recently formed firm MI7 (Malmoe, Sweden)... Based out of Atlanta, Tom 

Knesel is the new regional sales manager for Aviom and will cover the 

Southern U.S. Other new distributors for the company include Audio Geer 

(Huntington Beach, CA) covering the Southwest, Eaton Sales and Mar-

keting (Binghamton, NY) representing the Northeast and HP Marketing 

Company (Phoenix) covering the Rocky Mountain region...Overseeing all 

aspects of CISC Audio's (Costa Mesa, CA) export sales operations is Mauri-

cio Saint Martin, export sales manager... National Mobile Television 

(Somerville, NJ) announced that Stan Leshner has joined the company's 

sales team as an account executive. In other NMT news, the company's 

Venue Service Group hired Michael Descoteau as its first director of 

sales.. Solid State Logic's U.S. dealer network for its XLogic line com-

prises Brook Mays Professional Recording Sales ( Dallas), Cutting Edge 

Audio (San Francisco), Harris Audio Systems (North Miami), Interface 

Audio (Nashville), Professional Audio Design (Rockland, MA), Tekserve 

Corporation (New York City) and Guitar Center Professional (Westlake 

Village, CA). The dealer in Canada is Sonotechnique (Montreal), and Vail 

International will cover Mexico. 

Bill Allen 
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LOUDEYE, MICROSOFT LEND A HAND 
Digital music services provider Loudeye and Nocros)ft will collaborate on han-

dling the infrastructure and distribLtion of online music services branded by 

other companies that are looking to sett songs online. Loudeye's services— 

which include its Digital Music Store and iRadio Service that contains 100 

pre-programmed music channels—re based cm Microsoft's Windows Media 9 

Series. Early customers include AT&T Wireless and Gibson Audio. Plans for Mi-

crosoft's own download service are still in the works. 

WAL-MART JOINS THE DOWNLOAD FRENZY 
Retail giant Wal-Mart launched a bare-bones Website ( http://musicdown 

loads.walmart.com/catalog/servlet/MainServlet) to test its new $0.88- per-

song online music service. Offering thousancs, of :racks that can be down-

loaded in the Windows Media Audio farmat, as well as transferred to portable 

devices, burned to CD or played on Windows-compatib.e PCs, the site is cur-

rently in beta test and will formally launch in the spin') of 2004. Tracks avail-

able will mirror those that are sold at the stores, continuing with the 

company's policy of not offering music that it deens cffensive. 

DO I HAVE P2P PROGRAMS ON MY COMPUTER? 
Music-Amnesty.com has debuted its ShareCont-ol ($ 1995), a software pro-

gram that checks for the Top 10 music file-sharing programs and MP3s on a 

SHEDDING LIGHT ON 
MAKING HIT RECORDS 
More than 100 people attended 

the Music Production Forum, a 

free event held on November 29 

at the new Globe Institute of 

Recording and Production in San 

Francisco, during which produc-

ers/authors David Gibson, Mae-

stro Curtis and The Enhancer 

explained how to successfully 

produce any type of music. 

In a step-by-step process for pre- production, the producers cri-

tiqued the 11 aspects of a recorded piece of music: concept, melody, 

harmony, rhythm, lyrics, song structure, density of arrangement, in-

strumentation, performance, mix and equipment. The attendees then 

critiqued a few songs based on the 

quality of the overall production. The 

conference concluded with a discussion 

on the state of the music industry and 

how individuals should take things in-

to their own hands to be successful, in-

cluding learning how to set up and run 

your own record company and do your 

own marketing. 

vi 
Maestro Curtis 

computer and then allows the user 

to delete them. 

"I think most people want to 

comply with the RIAA rul-ng but 

just don't know enough abou: 

their computers," said Mark An-

drews, co-foumder of Music-

Annesty.com. "The key advantage 

we give users is tie abil-ty to po-

lice themselves. ltl.;ers decide if 

they want to delete these programs, turn sharing on and off, delete or 

keep music files; we dor't irr pose our values. Our research shows that 

when parents delete one 

peer- to-peer product, 

their sons or daughters 

often download another 

product and start down-

loaeing music again. Par-

ents need to know if these 

products are on their com-

puters and what their po-

tential liability is." 
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VISIONEERING GIVES SOUNDELUX JUMP START 
In a month's time, Visioneenng Design 

integrated five portable Pro Tools ed-

itorial systems and a loading station 

for digitizing picture and loading au-

dio elements into Soundelux's new 

London editorial 

"The first show we're working on is 

Wolfgang Peterson's Troy," said Bill 

Johnston, Ascent's senior VP of engi-

neering. "The new cornpany is staffed 

completely by British citizens, because 

is it not about our company sending 

over editors from Los Angeles; it's 

about creating a British company." 

According to Doug Mountain, 

Todd-A0 Studios engineer, "All the 

systems are completely portable, so 

they can roll from room to room or to 

a stage. Four of the systems are based 

on Control 24 as a controller and as a 

monitoring environment. We are using 

JBL LSR-28s for monitoring systems 

and a JBL LSR-12 subwoofer. Each of 

the systems has a Mackie 1604 as a 

monitoring device for full 5.1 in the 

editorial rooms." 

Doug Mountain (Todd-AO Studios engineer) is flanked by Visioneering president 
Ron Lagerlof (left) and Bill Johnston, Ascent Media senior VP engineering. 
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ON THE COVER HOLLYWOOD 

Mi Casa Multimedia 

By Maureen Droney 

ucked away in the Hollywood Hills in a 
cozy 1920s-era house, the busy studios 

of Mi Casa Multimedia Inc. are dedicated to 

the art of remixing feature films for the home 
theater surround experience. The brainchild 

of producer/engineer/synthesist Robert Mar-
gouleff and musician/engineer Brant Biles, Mi 

Casa opened in 1997. Since then, it has 

evolved into a three-studio complex with an 
enviable, genre-crossing track record that in-

cludes such notable pictures as Austin Pow-
ers: Goldmember, Dirty Dancing, Se7en, 

About Schmidt, Down From the Mountain, Elf 
and both The Lord of the Rings: The Fellow-

ship of the Ring and The Two Towers. 
Currently in the process of restoring six 

original '60s and '70s James Bond films for 

MGM, along with numerous other projects, 
Mi Casa is equipped with four Sony DMX-

R100 consoles and a sophisticated recording, 
editing and restoration system: a hybrid of 

SADiE, Pro Tools and Sony technology. 
The Grammy-winning Margouleff, known 

for the four records that he made with Stevie 

Wonder (including the classic Innervisions), 

and for his work with artists as disparate as De-
vo, the Doobie Brothers and Norman Brown, 
is your basic Renaissance type. His aesthetics 

are reflected in the painstaking restoration and 

retrofitting of Mi Casas Mediterranean-style 
house and in the way its ambience blends with 

acoustics to create three discrete and dis-
tinctly contemporary " living room" listening 
experiences. 

"Home theater is a very different animal 

than the movie theater," he notes. "What we 

wanted to achieve here was three fairly typi-
cal, but different, listening environments. 

Each room has its own set of speaker systems, 

and we make sure that the end result works 
in all three rooms." 

With the enormous success of DVD-
Video, Mi Casa's remixing for home theater 
premise was a case of the right idea at the 

right time. Margouleff, however, has been a 

surround enthusiast since the mid-' 70s. With 

the advent of 5.1, he and Biles were quick to 
see the potential for music mixing and early 

on created a fruitful collaboration with DTS. 

But, with 5.1 music still only nascent, they 
began looking for other venues. "I started 

listening to DVDs, and they all sounded hor-
rendous," Margouleff recalls. " They were di-

rect transfers trying to imitate 
the theater experience. I knew 
what the capabilities were, so 
we started knocking on the 

doors of movie companies. We 

were fortunate to develop a re-

lationship with New Line Cine-

ma, an unusual company that 

wants every disc that comes out 

to represent the finest solution 
possible. It wasn't long before 

directors, realizing the differ-

ence we could make, started 

getting involved, and the other 
companies quickly followed." 

"For current films, like Elf, 

we remix basically from stems," 
explains Biles. " But even with 

stems, you'd be surprised at the 

amount of noise and dropouts 
that can occur in the original 

material. When your monitors 

are six to 10 feet away from you 
at ear level, the whole environ-

ment is different, especially in 

the surrounds. We take all of 

this into account. The result is not an imita-

tion of a movie house; it's a different, much 
more detailed experience." 

For Mi Casas restoration projects, the req-
uisite tracking down of original source mate-

rial comes first, with supplemental sound 

design added where needed. According to 
both Biles and Margouleff, SADiE's Cedar 

Tools and Retouch programs are invaluable to 

the restoration process. Recently, Mi Casa has 
expanded operations to encompass the full 
spectrum of audio on its DVD projects, in-

cluding remixing and finishing in surround for 
deleted scenes, commentaries and menus. 

Noted architect John Storyk designed Mi 
Casas studios, with input by Vincent Van 

Haaff and room tuning by Bob Hodas; main 
construction was by carpenter/musician Tony 

Clearwater. Biles is responsible for overall 
technical design, with the major portion of 

the wiring work done by Paul Cox. 

Studio A, the largest suite, features two 

"cascading" DMX-R100 desks with a Sony 
SIU 100 AES/MADI interface for a total of 106 

digital inputs and 48 analog inputs, along 

with a Genelec 1032A monitoring system. 

Studios B and C have single R100s; B is 

equipped with JBL L.SR 285 monitors, and C 
with Meyer HM-1s. 

"In Studio A, we're running the SADiEs 
with 24 V0s, Pro Tools with 48 V0s, the two 

DMX-R100 consoles and the SIU 100 all at the 

same time," Biles marvels. " Not to mention 
the TC Electronic 6000s ard Orion Junger 

mastering compression. me Z-Systems 64-by-

64 digital routers in all studios are really help-
ful, as well. It really is an incredible amount of 

power." 

"What we are doing here is truly the con-

vergence of motion pictures, television and 
audiophile audio," comments Margouleff. 

"The home theater platform is where all of 

them reside. What makes Mi Casa different is 
that all of us are musicians. That gives us a dif-

ferent sensibility than people from most of the 
post houses. And we never take what we do 

for granted. We don't ever want to sacrifice 
quality for expediency When people come to 

us, it's because of the audiophile level with 
which we treat the projects." 

Visit Mi Casa online at www.MiCasa 
MM.com. 

Maureen Droney is Mix's Los Angeles editor. 
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THE FAST LANE 
BY STEPHEN ST.CROIX 

So Ya Wanna Make Music 

Just Sign This Pact With the Other Side 

B
efore we get started, I want to thank all of you 
who wrote to offer your support. Your letters 

and e-mails of concern and inspiration were 

greatly appreciated. Gee, if I had known I would get this 
kind of response, I would have slammed into a van long 
ago. 

And so we move ahead, as looking back still hurts 
too much. 

HONEY, PUT THE VETTE OUT ON THE DRIVEWAY 

I have been predicting and advocating totally virtual stu-
dio work environments for some time now, but I must 

admit that I never thought it would start like this. 

Of course Apple did its Thing at MacWorld again, and 
Steve Jobs Jobified everybody rat good. He showed a 

slightly smaller iPod called the iPod MINI, a little toy that 
doesn't really seem properly placed or priced—that is, 

until Jobs explains it all to you and you walk out think-
ing it is the coolest thing since, well...the iPod you own. 

You also find yourself thinking, "How could I have been 

so misguided to think this thing was too expensive and 

didn't fit the market?" Yes, Jobs is good. Only after a day 
or so when his voodoo wears off do you realize that your 
initial assessment might actually have some merit. 

But by then you have already bought one or found a 
new reality halfway between your old one and his, so you 

will at least go see it in the stores. Then you touch it... 

But that's not the point. This is. He also introduced 
iLife, as "Microsoft Office for the rest of your life." Now 

I don't know if he means that you can use iLife for all 
the other things that you do in your life outside of work, 

or that if you buy this program it will immediately kill 

you, thereby assuring that you did in fact use it for the 
rest of your life. 

iLife is a suite of tightly integrated multimedia pro-

grams: brand-new and massively improved versions of 

iMovie, iDVD, iTunes, iPhoto and, of course, the new 
GarageBand. What a friggin' name. iLifed until iCried. 
Fifty bucks American buys you the entire iLife suite. And 
it is free with any new Mac. 

GarageBand is not a little toy, nor is it a pro app by 

any stretch of the imagination. It offers way, way too 

much for the money, yet is far too limited to make an 
actual commercial tune. 

THIS IS THE END, MY FRIEND... 

So what will it do? Well, for starters, it will end the way 
we make music, at least with Macs, as music software 

and DAW developers, feeling betrayed and sabotaged, 
will probably turn their backs on Apple. No one can 
compete. 

This has always been a curious aspect of Apple mar-

keting: its history of buying companies with good soft-

ware, updating and integrating the aspects of the soft-

ware that it feels fit its targets and then releasing pack-
ages that compete with some of its strongest developers' 

efforts. Sometimes this process produces products that 
are exemplary, like the Amazing Avid Killer: Final Cut 

Pro. And sometimes it just seems to muck up the water. 

Only Steve Jobs really knows what the master plan is. 
Having personally made secret business trips to the Ap-

ple campus, I can tell you that I, and most at Apple, have 
absolutely no clue. 

But this I can tell you: Releasing a product with 

GarageBand's bizarre combination of power, limitations 
and price is exactly the kind of move that can destabi-

GarageBand is not a little toy, 

nor is it a pro app by any 

stretch of the imagination. 

It offers way, way too much 

for the money. 

lize the market and force it to regroup at its next level. 

And including it for free with every new Mac virtually as-
sures it a place in history. 

GarageBand is far too easy to use. And while Jobs 
points out that half of American households currently 

have at least one active musician in residence, he also 
claims that nonmusicians can easily, and instantly, create 

music with GarageBand. Both these statements are true. 

May the Masses make their own music. 

This reliable, stable, supersimple 64-track recorder/ 
editor/mixer with built-in virtual synthesizers, along with 

reverb, EQ, compression and a host of other effects, is 
gonna cause some trouble somewhere—or as I suspect, 
everywhere. 

Yup. The Mac-oriented virtual synth, effect plug-in, 
microstudio and MI baby DAW developers who are sud-

denly faced with fully integrated native competition from 

their own target platform are not going to react too well, 
while every kid that likes any kind of music is going to 
at least want to try it. 

And if you think about it, GarageBand probably marks 

the end of physical synthesizers, as well. It contains not 
only virtual synths but real acoustic samples and even live 
musician loops for your drop-and-listen pleasure. 

Of course, virtual synths have been around for a long 
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THE FAIT LANE  

time and have not yet killed off physical 

keyboards, but Apple is in a unique posi-

tion: The company can place GarageBand 

in every Mac kid's home and school virtu-

ally overnight. 7hat's what's new here—Ap-

ple's size and power, and the fact that they 

have musicians working on music products 

as opposed to the technicians who design 

those frustrating, included toy Windows 

apps. 

WE DON'T DO WINDOWS 

Yes, there does seem to be a certain deeply 

ingrained mindset in the Wintel world that 

assures lame, dunky near-miss products of 

little to no value as their freebie consumer 

add-ons. Crippled, unstable and useless lit-

tle applets that sound like crap might make 

it look like you are getting more for your 

buck when you're standing there at Comp-

USA, but they are not going to change the 

world. 

Fluff like this simply isn't part of the 

Macintosh life. I'm not sure why this is true, 

but like it or not, it is. Mac users actually use 

the cool little apps that are part of OS X. 

And GarageBand is just the latest case in 

point. It is integrated. It interacts seamlessly 

with your homemade movies, videos and 

World-class 
digital 

EQ 

Z-Systems Audio Engineering 
www.z-sys.com 
z-sys«, z-sys.com 

Mac users actually use 

the cool little apps that 

are part of OS X. And 

GarageBand is just the latest 

case in point. It is integrated. 

slide shows. And just to make sure you get 

the point, the included iDVD now bums 

pro-quality two-hour DVDs with animated 

menus in the privacy of your own hot little 

teenage lap. 

And these new Mac apps just might 

change the world. Jobs has made seemingly 

crazed moves before, only to show in the 

end that he knew things we didn't. Take Fi-
nal Cut Pro. It is released, with iMovie fol-

lowing for the kidlets, and then Final Cut 

Pro Express for the rest of us, and now Fi-

nal Cut Pro Express 2 with power that the 

masses simply shouldn't have at all. large 

apps first, trickle-down apps next. S.O.P. 

But every time the analysts think they 

understand him, he changes his approach 

(z-Qualizer, $1200 MSRP) 

On a 
project-studio 
budget 

and slips another aspect of personal com-

puting into the future. So maybe, just 

maybe, he's doing it again, but backward 

this time: starting with the little app and 

moving up. If not, this could end Apple Pro. 

If they lose audio developers by placing a 

product that pretty much steps on every-

one's blue-suede shoes but can't deliver the 

goods when a pro steps up, who the hell is 

going to think Mac when it's time to Mix? 

This is why I think they have a monster 

hiding in the wings...a really big monster. I 

also think it will be announced within the 

year, and it will be pretty good. And history 

shows that Apple actually listens to its pro 

users and adds required features and fixes 

mistakes within the next year. 

So, a monster DAW—no, a complete 

recording studio, within the year, and Ver-

sion 2 within a year after that. I make this 

prediction based on five points: 

1. The unfolding of the Avid vs. Final Cut 

Pro story 

2. My network of spies and sources in 

such matters 

3. One to two years is a very long time 

in tech-time 

4. It just smells like it 

—CONTINUED ON PAGE 128 

The z-Qualizer 

Introducing the z-Qualizer by Z-Systems Audio 
Engineering. For nearly a decade, the world's top 
mastering engineers have relied on Z-Systems digital 
equalizers for their daily work. Whatever the job --
pop, metal, country, jazz, or classical -- our digital 
EQs are known for delivering the soul of the best 
analog processors with the precision that only digital 
can bring. 

Now you, too, can have the same glorious-sounding 
digital EQ algorithms in a small, affordable package. 
Break the plug-in habit and hear what 
a world-class outboard EQ can do for Z  111 
your projects. 

• 

To locate a Z-Systems dealer near you, contact TransAmerica Audio Group at 702.365.5155 or salesetransaudiogroup.com 
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INSIDER AUDIO  
BY PAUL D. LEHRMAN 

A Producer That's All Thumbs 

It's a Mad, Mad, Mad Palmtop World 

ILLUSTRATION GORDON STRIDER 

S
o you wanna talk about desktop production? 
Heck, I've been doing that since 1986. A Mac, a 
couple of synths, a Sony PCM-F1 and a cheap 

VHS deck, and I could make an album in a week. And 
I did, too. Two of them, actually. And I'm still getting 

royalties on them, although as of late, my statements 

come with sentences like, "We don't issue checks for less 
than $20," and no checks. 

These days, of course, we don't need no steenking 

converter, tape deck or even synths. For the past couple 
of years, anyone with a laptop, a miniature keyboard and 
a little audio-to-USB (ugh) or Firewire doohickey could 

run an audio/MIDI sequencer and a software synth, mix 
the whole thing down and bum a CD master right inside 
the sucker. 

No, desktop production is old, old, old. The new trend 

is handheld production. And I'm not even talking palm-

top—more like fingertip. At least that's what the makers 
of a very interesting new gadget would like you to think. 

If you've ever thought about how much technology 

there is in a Game Boy or a cell phone, then you real-
ize it's probably more than what was in your entire stu-

dio 10 years ago. There's a whole general MIDI synth 

with downloadable samples inside that phone, and that 

thumbnail-sized smart card in the game player holds 128 

MB of RAM, which, at the beginning of the past decade, 

would have been the size of a vinyl LP and cost about 
$5,000. The disk storage in an iPod alone would have 
taken up a whole closet. Even the connectors have 

shrunk. Not long ago, recorders and reverbs required 

hooking up everything with pairs of XLRs, but today's in-
puts and outputs are stereo minis and subminis. SCSI 
connectors have been replaced with USB, and AC 
cords—well, they're hardly necessary when the whole 
shebang runs on batteries. 

It was Yamaha that first developed the idea of palm-
top music. In 1995, the company came out with the MU5, 

a 28-voice, 16-part general MIDI synth, which boasted a 

built-in serial port for direct connection to a PC, an in-

temal sequencer and, best of all, a little two-octave "chi-
clet" keyboard that could be virtually stretched to 10 oc-
taves by which you played and programmed the thing. 

It ate AA batteries—six at a gulp—but if you traveled 
with a bag full of Duracells and had really tiny fingers 
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Carillo 
pro tools HD 
solutions 

The first Windows XP based PC 
Solution to be officially qualified 
for Pro Tools HD. We have worked 
closely with Digidesign to 
optimise the component selection 
and performance. The AC-1/HD, 
features Intel motherboards and 
processors and runs up to 128 
tracks of audio. CPU speed, RAM 
amount and drive sizes can be 
tailored to suit. AC-1fi-ID is 
available as a bare machine (HD 
Core from $1849) or complete 
rigs can be built to order. 

002 solutions 
from $2398 

QUIETEST 
performance 

FINEST 
support 

TOUGHEST 
hardware 

EASIEST 
to use 

FITTEST 
for the purpose 

BEST 
value for money 

ultrasampler 

giga 160 

A single standalone Software 
Sampler with the power to replace 
an entire rack of hardware 
samplers & catalogue your entire 
library. 160 notes, 64 instruments 
and 4 MIDI ports. 

Key Components: 
Tascam GigaStudio 160 Software 
Sampler, Chicken Systems 
Translator, Frontier Designs 
Dakota or RME HDSP9652 ADAT 
card with MIDI interface. 
Configured Solutions with one of 
our Cores from $1849 

cubase solutions 
from $1799 
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urban 
solutions 

SL Battery Beats combines Akai 
MPC beat creation tools & the 
best drum sample software for 
"hardware feel" with software 
flexibility in Cubase from $2297 

SX Beat Sampler Add Kontakt 
soft-sampler for the ultimate in 
beat creation. Akai pads and pro 
mixing in Cubase SX with 8 outs 
via M Audio's Delta 1010LT. 
From $30911 

guitarist 

solutions from 
S2674 

SAVE 
FIT/SPLIT 

Our isolating vibration damped 
enclosure, Ultramute PSU and the very 
quietest compornents helped the AC-1 
measure an industry best 23db in tests 

ISVR.' 

rf the forums. You'll find that our no 
cost, no quibble support including our 
own unique Fix remote control support 
service has earned us an unequalled 
reputation. 

Our FCC / CE approved broadcast 
grade chassis is over engineered from 
hign grade aluminium alloy and 2mm 
14 gauge steel for years of use live or 
in the studio 

Each Carillon Hardware/Software 
Solution is Ready to Run and supplied 
with over 50 pages of manuals, 
tutortials and help custom written for 
that system. 

The AC-1 is the only computer 
designed from the ground up for audio 
and incorporates dozens of music 
specific features like front panel 
patching and real controllers. 

Cost in stuff like our Loopstation 
Sample Jukebox and remote Fix 
software and it becomes obvious that 
Carillon is the best value on a like-for-
like basis. 

Urban solution pictured. Monitor for illustration purposes only. 

Add a 15 LCD for $299. Add a 17' LCD for $399. 

core computers from $1199 

niesase call for details 

audio pc now from only $ 1199 
Due to the ever-c n perserreB.p r ndustry, priCès an specifications -Efr 0e e t rd c ge ut no ice 

Please visit www.carillonu-:.com or call 866-4CARILL 
email info@carillonusa.com Carillon Audio Systems 1141C Greenwood Lk Tpke Ringwood, NJ 07456 

for up-to-the-minute pricing and component info. 
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Free Catalog 
8( Sample 

800.782.5742 
www,acousticalsolutions.com 

and a lot of patience, you could get quite a 

bit done with it during a transcontinental 

flight. Originally $300, these days on eBay, 
you can find people bidding $10 for them. 

It was a niche item, of course, and the 

niche turned out to be awfully small, so the 
MU5 didn't spawn any direct successors. 

But it did pave the way for a slew of groove 
boxes and small "studios": little 4- and 8-
track digital recorders from Korg, Zoom and 
Roland with drum machines and effects, 

and maybe a bass synth built in. 

But even with those devices, you still 
need a certain amount of talent and knowl-

edge to make decent-sounding music. Un-

Rather than simply sitting 

back and listening to music, 

users become active 

participants in the 

process by mixing and 

matching layers. 

But this is a far cry from 

actually "creating" music. 

less, of course, your idea of music is ran-
dom noises and verbiage over a couple of 
relentless rhythmic loops, which, granted, is 

true for a certain percentage of the public. 

Individual tastes in music notwithstand-

ing, it was inevitable that someone would 

come out with a palm-top production stu-
dio that made real, original music and re-
quired nothing at all from the user. And 

that's a pretty fair description of a new 
gadget from a company called MadWaves 

that is located in, of all places, France. 

I don't know if the folks from MAD mag-

azine have any objections to the company's 

name or naming its product the MadPlayer 

(the magazine doesn't seem to mind that 

wonderful Alfred W. Bush caricature that's 

going around, which I have proudly posted 
on my personal site), but I haven't heard 

any objection yet. They've got PC/Mac soft-

ware called MadWare, the documentation is 
the MadManual and its Internet community 
is, of course, MadWorld. 

The MadPlayer bills itself as a "generac-
tive digital music player." It puts a lot of stuff 

into a package the size of a Game Boy with 

a game-like user interface: a 1x2-inch 1-bit 

LCD encircled by 10 buttons that act as 

mode and function controls; a four-way 

rocker switch that the company refers to as 
a "joystick," which selects and edits data; a 

two-way rocker switch that controls vol-
ume; two "shift" buttons to select DSP con-

trol; and two tiny buttons to turn on the 

power and store the music. There are mini 

headphone and microphone jacks—the unit 
includes a pair of headphones with a tiny 

electret mic attached on a boom—and a 
proprietary USE jack with cable supplied. 

Two AA cells provide power. No wall wart 
operation is possible, but a charger and two 

rechargable Ni-MH batteries are included, 

and the player can also draw power off of 
the USE cable. Files are stored on a 32MB 

smart card that slides into the back. 
To get the thing rolling, power up, go 

into "e-DJ" mode and choose one of 21 

styles, which range from bossa to urban mix 

to garage. Immediately, it starts to play a 
complete arrangement—no encouragement 

needed. You have eight tracks to mess with: 
drums, bass, lead, riff, back, pad, sample 

and mic. The mic track controls volume and 
some rudimentary effects that you can apply 
to the mic input so you can rap or sing 

lcaraoke over the thing (yes, it will show you 
the words), and you can record the track if 

you are so inclined. The sample track, be-

sides allowing you to record samples, lets 
you order them in memory for playback and 

fire them as either loops or one-shots. 
The instrumental tracks are the interest-

ing ones. If you don't like what you're hear-
ing on any track, then you can tell the 

player to "recompose" it, which it does on 

the spot, creating a new two-bar segment 

with a new instrumental sound and differ-

ent notes while staying in the same key and 

meter (i.e., 4/4). There are some very clever 
algorithms at work here. A lot of the re-
composed riffs are quite good and, like 

snowflakes, it would seem that no two are 

ever the same. You can keep recomposing 
each part endlessly and the player will re-

member the last 16 patterns on each track. 
You can also change volume and reverb 

levels on each track, adjust resonance and 

center frequency of a simple bandpass 
and change pitch and tempo globally. Each 

track has its own set of instruments with 

about 510 different sounds in all, and you 
can scroll through the instrument sounds on 
a track without recomposing it. While you 

are playing with the sounds, the MadPlayer 

"composes" an entire song—creating an in-
tro, verses, choruses and an ending—using 

a predetermined formula that is different for 

each style. When it gets to the end, if you 

like how it came out, you can save it as a 

-CON77NUED ON PAGE 130 
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London to Los Angeles. Now. 

Introducing DigiDelivery 
Faster and less expensive than overnight delivery services. 

More secure and reliable than FTP. Able to leap across planet Earth with a single click. 

I•••• 

SERVIGT oft #40 sue agg lot tinge one 4» exe-
Visit www.digidesign.cornicligidelivery for the full story on DigiDelivery. 

WAR 1.1.¢ sigir 

Exchange any kind of file of virtually any size with anyone in the world 

Robust network appliance easily installs on your existing network, DSL, 
or cable mcdem 

128-bit encryption for mileitary-grade security from sender to recipient 

One-click secure downloads — Recipients don't need accounts, passwords, etc. 

No per-use or subscriptior; fees 

All administration managed with standard Web browsers 

Automated reporting hr billing clients 
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Adding Loops Into 

Live Tracks Brings a 

New Audio Dimension 
By Erik Hawkins 

W
hen we think of loop-based production, we often imag-
ine techno and dance music or remixed pop hits—or 
in any ease, music that's been a.ssembled loop by ioop. 

But take a close listen to some of the Ft&B, hip hop and even rock 

that's on the radio today, and you might notice the use of loops in 

the mix. 
It used to be that "loop" was a dirty word, and for gooe rea-

son: The material available to bu-ld a loop was weak, technology 
was limited and plenty of loops just sounded cheesy. But the pop-

ularity of electronic music has helped usher in a new generation 
of technology that allows for more creative flearibility in any mu-

sic production environment. Thar., combined wih the loop-heavy 

state of modern pop music, results in more music across the board 

that brings together loops and live audio tracks. 
To gain a clear understanding of both the technical and creative 

sides of combining loops and audio tracks, Mix spoke with several 
well-known music producers and asked them to share some of their 
tricks. Producer/engineer/songwriter Michael Bradford (Kid Rock, 

Uncle Kracker, New Radicals) recently completed production on the 

new Deep Purple album Bananas (Sanctuary Records) and is about 

to begin producticn on Uncle Kradcer's next album. Veteran pro-
ducer/songwriter David Frank has been churning out hits for more 

than three decades, from ChaIca Khan's "I Feel kw You" to Christi-
na Aguilera's "Genie in a Bottle" (which he co-wrote with Steve Kio-

ner and Pam Sheyne). Recent work includes tracks with European 
pop star Ronan Keatings, American Idol runner-up Justin Guarihi 

and a forthcoming American Juniors album. Joe Solo is a produc-

er/songwriter with Famous Music, the music publishing division of 

Paramount. His credits Include Macy Gray and co-writes with John 

Ingoldsby ¡Madonna and Elton Jiahn) and Arnie Roman (Celine 

Dion). 

THE BIRTH OF A LOOP 
Bradford explains that a well-chosen loop adds "spice" to a pro-
duction that may be difficult to achieve with only an artist's studio 

performance. "The right loop will introduce a certain ambience 

to a track, creating a mental picture of where you want to take 
the listener—whether a busy city street, a dark alley or some 

place more exotic. A good loop can really do a lot psychologi-

cally for the listener and help you to tell a story with the song. 

It's like lighting in a visual setting: It helps set the mood." 

A loop's repetitive nature can also function as a production's 
rhythmic, and sometimes harmonic, glue. "The basis for all con-

temporary groove-based music is one- or two-bar loops of re-

peating rhythmic or harmonic patterns," says Frank. "A loop can 
give a track that hypnotic feel, which can be used to a producer 

or songwriter's advantage," adds Solo, who will often loop a vo-
cal line during the final chorus to underpin a song's hook. Brad-
ford adds, "The good thing about loops is that they have that 
steady time, while the bad thing is that they're missing the human 

part of the equation—that spontaneous element of a performance. 
What makes a song that is heavily loop-based sound human is to 

have real fills and percussion played over the loop—something to 
break up the loop's repetitiveness." 
A loop can be added midway through a track, but it also can 

ignite the creative process from the get-go. "There was a song I did 
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recently where I just keep repeating an or-

gan riff over and over again, and the whole 
composition was built up from this loop," 
says Frank. Generally, a looped element, 

such as a rhythm track or obscure melody 

from an old funk recording used during the 
songwriting process, will remain part of the 
final production even if the loop itself does 
not. As Solo puts it, "The loop may or may 

not end up in the final mix, but since the 

production was initially built using it as a 
starting point, the loop's feel' stays with the 
song to the end." 

During the course of a production, a 

loop may make its first appearance at any 

time. Loops may be incorporated during 

the songwriting process and remain 
through to the final mix or added after a 
song has been recorded and carefully syn-

chronized to these performances. Bradford 
says, "If I'm using a loop during the record-

ing, it probably has a beat or a character 
that I want musicians to key into as they're 

performing the song. Otherwise, I'll record 
using a click so that I can edit and fly sec-
tions around without worrying about tem-

po changes; this also gives me a tempo that 
I can rely on when I want to use my loops." 

HOMEGROWN AND READY-MADE 

N‘..  hile there are numerous sample libraries 

on the market that offer quality loops, for 
the most part, these producers sample loops 
of their own creation. "I'll come up with 

PPESCIliniOil REX 

some sort of sequence that I like," says 
Frank. "This could be a rhythmic loop as-
sembled from analog noise samples or a 

harmonic loop, like I might play a four-bar 

chord progression on a clavinet or Rhodes. 
Then I record the performance into Logic 

Audio so that I have the loop as an audio 

file. That's when the fun begins. In Logic, I 

work on the loop some more, filter it, chop 
it up and throw away the pieces that I don't 

like. There's a song called 'Heartbreaker' on 
Justin Guarini's debut album where I used 
this technique. I recorded a four-bar pattern 

of arpeggiated chords using Emagic's virtu-
al Fender Rhodes, the EVP88. Then I 

changed the audio around in Logic. That 
loop is the harmonic underpinning of the 
song." 

"I have a great drum kit, a ton of snares 
and a bunch of percussion instruments," 

says Bradford. "Often, I'll just go into my 
studio, have a click running and record my-

self playing. Then I'll process the perform-

ances, do various things with ambience 
and echo, and burn loops out of them. I'll 

also record individual drum hits and then 

put everything together to build my own 

pattern libraries." Bradford fashions loops 

from his guitar playing, as well. "A lot of 

the loops I make are guitar that's been 
heavily processed, sort of repeating, sonic 
patterns. I have TC Electronic's G-Force, a 

guitar processor with nine built-in effects— 

like compression, delay, distortion, reverb, 

some filters—that can be chained together 
in any sequence. And there are all sorts of 

modulation choices. It's an incredible 

With Propellerhead's Recycle application, 

loops can be chopped up into component 
"hits," where each hit becomes one sample. An 

associated MIDI file plays back all of the sam-

ples in order, re-creating the performance 
heard in the original audio file. These are 
called ReCycled loops. Such loops are often re-

ferred to by their extension, . rex, for REX files. 

(There are actually two types of REX files: . rex, 
the original mono version, and . rx2, the more 

recent stereo version.) REX loops provide a 

high degree of tempo control without any of 
the nasty artifacts normally associated with 

traditional time compression/expansion. More-

over, because of their unique architecture, Re-

Cycled loops can be easily quantized, re-
grooved and even rearranged. 

Many of today's top digital audio se-
quencers can read REX files, including Digital 

Performer, Logic Audio and 

Cubase SX. A handful of other 

popular programs also work with 
REX files, including Propeller-

head's Reason (the Dr. REX mod-

ule) and Emagic's EXS24 sampler. 
There are a lot of cool REX li-

braries available, but it's also pos-

sible to write your own RD( files 

with the ReCycle application. 
With this program in your loop-

making toolbox, you can recycle 
your own loops to create the ulti-

mate and totally flexible custom 
loop library. 

Locking a ReCycled loop with the groove of 
a live performance is a piece of cake: By alter-
ing its MIDI performance file or the placement 
of each individual sample (as is the case when 

importing a REX file directly to an audio track), 
you can change the actual "feel" of the loop as 
easily as you can change its tempo. For exam-

David Frank 

sound design tool that I've used to make 

loops from guitar playing that sound noth-
ing like guitars." 

Solo takes a similar approach to creating 
loops. "In order to have my own custom 

building blocks, I'll sample my guitar play-
ing and extract parts from my productions 
that haven't been released. Then I'll spend 

time mangling these elements with plug-ins, 
effects units and even stomp boxes, like 
wah wah and whammy pedals, to invent re-
ally unique-sounding loops." Solo says that 

he has two "special weapons" for process-

ing loops: Antares' Kantos and Roger Linn 

Designs' Adrenalinn II. "I love the Kantos 

plug-in. It can twist an audio file in really 

unconventional ways, and the results are al-
ways original. Adrenalinn is a groove-filter 
stomp box, which can impart that classic, 
dirty loop feel to any instrument. I run 

a hie fat new few«. tal.er Inmews Warn Miti 

g • 

811 .1aleJ'""é"•`...",:e" J..* ,••••,.)   

Propellerheod's Recycle chops up loops into "hit" samples. 

pie, you can create a groove template based on 
the drummer's performance and then quantize all 

of the RD( files' samples to that groove. This al-

lows many loops that wouldn't normally sound 
good on top of each other to be layered together 

because they are all locked to am& 
the same groove engine. 

—Erik Hawkins 
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instruments through it that aren't usually as-
sociated with loops, from guitar to vocals 

and acoustic piano. It can even synchronize 

to MIDI Beat Clock for some amazing 

rhythmic effects. I once spent six hours 
straight running a couple of looped vocal 

lines through Adrenalinn and exploring all 

the various possibilities." 

LOOP-LOCKED 

But there are times when these producers 

employ loops from a commercially avail-
able library. For example, both Frank and 

Solo name Spectrasonics' Stylus as a drum 

loop source. Bradford also names a few of 
his preferred CD-ROM releases: "One of 

my favorites is Zero-G's Chemical Beats," 

he says. "And E-Lab's Vinylistic Series is al-
ways great to have on hand. I've used that 

one on everyone from Terence Trent D'Ar-

by to Uncle Kracker. One other library is 

Big Fish Audio's Alien Guitars. It's really 
good for sounds that you don't necessari-

ly recognize as guitars; the loops just be-
come ambience." 
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"After a decade of 
refining Sabine's FBX 
processors, the latest 
Feedback Exterminator 
is the best yet. Other 
imitators are poor 
substitutes, don't 
waste your money." 

MIX January 2001 

MORE FOR LESS 
GRQ-3102 

The Graphi-Q Multifunction Processor 

More Functions 
• Independently configurable 
Graphic, Parametric and 
our genuine FBX Feedback 
Exterminator' automatic 
feedback control filters — 
all usable simultaneously 

• Full-function Compressor 
with separate Limiter— 
both usable simultaneously 

• Dual outputs (GRQ-3101, 
G RQ- 3101 S) allow separate 
delay times and levels for 
each output 

More Control 
• Hands-on or hands-off 
control 

• Sensitivity control over 
the patented Sabine FBX 
algorithm— fine-tunable for 
specific applications 

• Control of up to 16 GRQ 
channels with independent 
links across channels 
and functions 

• Remote switching allows 
access to as many as 68 
user presets 

More Features 
• Four Graphi-Q models 
to choose from 

• FBX Turbo Setup mode 
for the fastest, quietest 
feedback control setup 

• Superior 32-bit digital 
signal processing and 
24- bit conversion for 
exceptional sound 

• Proven quality, reliability 
and value your customers 
can depend on 

Less Money 
MSRP: GRQ-3101-5 $699.95, GRQ-3101 $ 799.95, GRQ-3102-S $ 1099.95 GRQ-3102 $ 1299.95 

Get your hands on a Graphi-Q RISK FREE. Call us at 800.626.7394. 

41111111111111111110 
SABINE® 800.626.7394 

www.sabine.com 
ADAPTIVEVAUDIO PATENTED • MADE IN 

GRQ-3101-S 

USA 

783 and Ffta Feedback Exterrnmator• are regtstered trademarks of Sabee Inc.. and are the brand names of ns kn, of automatic feedback controllers Covered by U 5 Patent Na 5.245.665. 
Australian Patent No. 653.736. German Patent No. 69118486.0, U.K. Patent No. 0486679. and Canadian Patent No 2,066,624.2 Other patents pending C 2002 Sabine 

"I recently did a production for Amer-
ican Juniors, where I used a loop from 

Stylus," says Frank. "The track needed 

more of a swing feel, so I found a loop in 
Stylus that had the right type of feel. It was 

almost the right tempo as well, so rather 
than time stretch it, I simply tuned it to 

match the song's tempo. The song's origi-

nal drums had sort of an eighth-note feel, 

while the loop from Stylus featured more 
of a swinging 16th-note feel. In this case, 

tuning the loop to lock it up with the orig-

inal groove worked fine because there 
were no conflicts between any of the 

parts. The loop added the perfect feel for 
the final production." 

For those times when more drastic 

measures must be taken to synchronize a 
loop, Solo employs Digital Performer's 

built-in time compression/expansion tool. 
"To change the tempo of one of my home-

made drum loops, I use Digital Per-

former's graphic time-stretching tool. Ini-

tially, you need to be meticulous about 
truncating the loop so that it starts and 

ends perfectly in time, but after this, you 
can just grab the end of the loop and snap 

it to your sequence's tempo grid. The loop 
is then automatically stretched or com-
pressed to match the tempo of your song. 

I have the whole process down to about 
20 seconds." 

Bradford depends on Serato's Pitch 'n 

Time plug-in for his time-stretching tasks. 
"If it's a matter of speeding up or slowing 
down the entire loop a significant amount, 

Pitch 'n Time is great. A lot of percussion 
has pitches, and if you speed them up or 
down, you don't necessarily want the pitch 

to change, just the tempo. You can do this 

with Pitch 'n Time." When even more de-
tailed editing is required, Bradford employs 
Pro Tools' Beat Detective. "The Beat De-

tective feature lets me take any loop and 

chop it up into smaller sections, which can 
then be quantized. Between Pitch 'n Time 

and Beat Detective, I can pretty much line 
up anything with anything." 

Most loops are in 4/4 meter, but with a 

tool like Beat Detective and some imagina-
tive editing, it's possible to lock a 4/4-me-

ter loop into a song of a different meter. 

"On the Deep Purple album, there was one 
song where the verses were in 7 and the 

choruses in 5," says Bradford. "I found a 
very cool latin percussion loop in 4/4, then 

chopped it up to make it in 7. A lot of peo-

ple think 4/4 time in terms of loops, but 
there's no reason why you can't do other 

time signatures. As long as you can get the 
loop to blend in so that you feel it but don't 
necessarily hear it." 
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Ross says 

"I've used my Royer s on every 
recording I've done since 1998. 
These mics have made a huge 
difference to me in my quest for 
real sounding records. From blues 
to heavy metal , I keep finding new 
and effective ways to use the mics 
and by far they have become my 
main electric guitar mic I Just finished 
producing and engineering Ziggy 
Marley's new record and single 
and the Royers are everywhere. I 
used them on the drums, organ, 
percussion, the four piece horn 
section and of course the guitars 
I brought in my old friend David 
Lindley to play his arsenal of 
stringed instruments and ho wnç 
very impressed with the 
detail translated from - 
iner I don't look ba,,, 
forward and the bÍ or 
won't ever make a col, 
without these mics." ¡hem 
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NOTJUST FOR 

DANCE MUSIC 
ANYMORE 

IN THE MIX 

"The remake of Dobie Gray's song 'Drift 

Away' on Uncle 'Cracker's No Stranger to 
Shame album is a good example of how I 

work," says Bradford. "I cut the rhythm sec-
tion with drummer Russ Kunkel, one of the 
best drummers in the world; he played on 
Jackson Brown's 'Running on Empty,' Bob 

Seger's 'Like a Rock' and Carly Simon's 'An-

ticipation.' At that point, the song sounded 
very retro—too similar to the original. So to 

give it a more contemporary sound, I de-
cided to try some loops, which really 

brought it into this century. The loops alone 

would have been too youthful, too hip hop 
and not paid any respect to the original ver-

sion, which is one of the most popular 
songs of the last 30 years. It was really the 

combination that made everything work. 
And it paid off. 'Drift Away' was Number 
One on Billboards AC chart for a record 24 

weeks, and the album went Gold largely on 

the strength of that single." 

All three producers often use filtering to 

help a loop sit in the mix. As Solo explains, 
"I'll filter out all the frequencies below 

around 5 kHz, leaving just the high end. 
That way, the loop's kick and snare won't 

interfere with the real drummer's perform-
ance. This technique was used in Macy 

Gray's 'Sweet Baby,' the first single from 

The Id album, which was co-produced with 

Daryl Swann and Rick Rubin." According to 

Bradford, "I'll occasionally drop a loop out 

during the mix, but I'm more likely to filter 
it. The downside with loops is that they 

take up so much room; if you take them 

out completely, you feel like the bottom 
has dropped out of the song. So rather than 

having a loop go away completely, filtering 

just changes its tone." Frank also employs 
bit reduction. "The effect is to remove some 

of the loop's bottom end so that it sits be-
hind the main drum groove." 

Processing the same loop in different 

Michael Bradford 

Jo, Solo 

ways, for different sections of a song, can 
also help to keep things interesting. For ex-
ample, you could lightly filter the loop dur-

ing the verses, then put a phasing effect on 

the loop for the choruses. Bradford says, 

"Another thing I do is use different kinds of 
loops, one for the verse, another for the 

chorus and a different one for the bridge. 
To do this, you want to select loops that are 

similar, but not exact, so switching between 
them doesn't sound abrupt. It's the same 

idea as a live drummer who might play one 

beat during the verse and, for more energy, 
a slightly different beat during the chorus." 

Bradford offers some wise advice to inte-
grate loops and live percussion: "If you're go-
ing to use loops against live percussion, it's 

very important to have a drummer who has 
really good time. Loops are so steady, they 
can really show any flaws in the drummer's 

timing. But when you have a drummer who 

can really play in the pocket right along with 
the loop, it's a magnificent sound." 

The right loop can add flavor to your 
production, and using a loop of your own 

creation will ensure that the flavor is not 

canned. As Solo puts it, "If you just stick 

with factory loops, you're using the same 

musical building blocks that everyone else 
in the world has access too." Don't be 

afraid to experiment, because as Frank 
points out, "Playing with a loop in a digital 

audio sequencer is not unlike working with 
another musician: You can get different 
ideas from your interplay with the pro-

gram." Loops have become a staple in pop-
ular music production. If you need proof, 

just look at the charts. So throw out any 
preconceived notions about 

what type of music loops be-
long in, and dig in. 

Erik Hawkins was totally looped when he 
wrote this story. Look for his new book, How 
to Remix: Produce Dance-Floor Hits on Your 
Personal Computer (coming next month 

from Beth/ce Press) to learn more sizzling 
production tricks. 
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NUENDO 2.0 MEDIA PRO1 
"MIMI 

Introducing Nuendo 2.0 - 
The professional solution 

Nuendo 2.0 forms the core of a complete solution for today's audio 

professional. Nuendo's superior audio quality is combined with 

advanced mixing, routing, editing, and networking capabilites as well 

as professional components such as the new ID Controller, Time Base 

Synchronizer, 8 I/O 96k AD/DA Convertors, and DTS and Dolby 

Surround Encoding Plug-ins. A system so scalable - from laptop to 

installation - the choices are endless. 

Nuendo 2.0: 

• A new configurable mixer, toolbar, and trarsport control 

• Multiple 12 channel busses for "stem" monitoring up to 10.2 

• Multiple output configurations for multiple speaker set-ups 

• Plug-in delay compensation throughout entire audio chain 

• Flexible routing: any input to any output at any point 

• Hyper-threading support for optimum performance 

• Automation that moves with the audio data 

• Support for Microsoft's WMA Pro (audio and video) 

• Multiple time-lines and multiple VST directories 

• VST System Link and TCP/IP networking 

• Unlimited Rewire 2 channels 

• Comprehensive MIDI functionality 

Nuendo 2.0 

The solution is clear. The choice is now yours. 
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TAKING THE 

G5 Live! 
How Much Audio, Video and DSP-Intensive 

Processing Can the New Mac Handle? 

Whenever Apple releases a new computer, it invari-

ably makes audio folks drool with anticipation but ul-
timately begs the question: Does it offer the features, 

speed and compatibility to make it worth dumping my 

old system? Because the G5 is more of a ground-up 

redesign than a faster, prettier box, the hype sur-

rounding it has created a lot more than the usual in-

terest. So when Apple offered to send Mix a shiny new 

über-computer loaded with Logic Platinum 6.3—an 
update of the first major version release since Apple 

took over Emagic and the first workstation to be fully 

optimized for the G5—we were very interested. 

We wanted this to be more than a test of Logic on 

the new platform so I talked to Robert Brock, head of 

the digital department at the Conservatory of Record-

ing Arts & Sciences in Arizona, about creating a test 

that would be fresh and informative. Brock co-wrote 

the Apple Pro Training Series book Logic 6 Profes-

sional Music Creation and Audio Production for 

Peachpit Press. When I mentioned that I had access to 

a new G5, Brock's wheels started spinning and the out-

come of the conversation was the G5 Live Project. 

THE G5: A QUICK LOOK 

The G5 is built for speed. Unlike its 32-bit predeces-

sors, the G5 delivers the ability to address up to 8 GB 
of main memory and perform advanced 64-bit com-

putation. For audio, this means that large sample li-

braries can be held in RAM, allowing faster access than 

off of the hard drive. During our test, the G5 was able 

to play back complex mixes while synching a Quick-

Time movie, changing screensets, changing settings on 
plug-ins and viewing multiple RTA displays on the 

channel equalizer. Even when we loaded up the ses-

sion, there was no sluggishness or mouse slowdown 

as with past G Series computers. 
The reason for the speed is a wider data path. To 

allow the processor faster access to data in memory, 

the frontside bus offers a clock frequency of up to 1 

GHz. (On dual-processor systems, each processor gets 

its own dedicated frontside bus.) As a comparison, the 

G4's frontside bus maxed out at 167 MHz. 

The SDRAM is equipped with a dual-channel in-

terface that allows simultaneous read/writes. Each sec-

ond, up to 6.4 GB of data can be exchanged between 

the main memory and processor. 
The two serial ATA drive bays allow the installation 

of two 250GB hard drives, each having its own bus. 

Up to 55 MB per second of data can be written to the 

drive, while 54 MB per second can be read. OS X's in-

tegrated RAID software allows the two drives to be 

viewed as one or allows data from one drive to be mir-

rored to the second. 
On the outside, the G5 offers two FireWire 400 

ports, one FireWire 800 port, three USB 2.0 and two 

USB 1.1 connections, Gigabit Ethernet and an optical 

Toslink I/O (S/PDIF). There is a USB 2.0 and FireWire 

400 jack on the front of the unit for those quick 
hookups. Clearly, the G5 is poised to be everyone's 

"everything" computer. Whether that was true for au-

dio is what we set to find out. 

AN EARLY HICCUP 
With any new or next-generation gear, problems can 
come up. In our case, the problem was a low-level, 

but unacceptable, noise that emanated from the G5's 

optical output port. We encountered this early on in 

the project—before we acquired a MOTU FireWire in-

terface and initial I/O was ported through the G5's op-

tical I/O into a Tascam US-428. In the initial G5 test 

unit, the noise could be altered by moving windows 

on the desktop and seemed to be tied to changes on 

the video screen; this was odd, to say the least. The 

noise could also be physically heard coming out of the 

area of the power supply. 
The noise wasn't isolated to just our unit, as the Web 

was alive with buzz relating to the problem. An entire 

Web page complete with audio files at Accelerate Your 

Mac (http://www.x1r8yourmac.com/systems.html) has 

been devoted to this issue. Apple was very helpful and 

interested in tracking this down and sent us another G5 
immediately. Apple engineers offered that the problerr 

was grounding-related, but the US-428 uses a wall wart 

which usually helps, rather than hinders, noise prob. 

BY KEVIN BECKA 
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lems. The second unit still had the noise but 

it was no longer related to the video. By this 

time, MOTU had shipped us an 896HD, and 

we discovered that the noise didn't exit the 

FireWire port. When I tested the FireWire 

output of another GS that I had access to, 

it was quiet as well. Although I felt confi-

dent that we could carry on unhindered by 

noise, Apple sent us a third unit that was 

completely clear of the problem. Apple 

suggests that users who have this problem 

call AppleCare for assistance. 

PROJECT SETUP 

The purpose of the project was to load 

down the G5 with as many tasks as we 

could while recording a song during a live 

performance. The GS and Logic were to 

handle everything; we only went outside the 

box when we had to. Certainly, pulling off 

an event such as this put a lot of responsi-

bility on our test unit, but it was not unfair 

to do so. After all, our computer had dual 

2GHz processors, 2 Gigabytes of RAM and 

two Serial ATA drives all running an audio 

application capable of tapping into the mas-
sive horsepower of the GS. The plan was to 

play back prerecorded, sequenced tracks us-

ing some CPU-hogging sample libraries and 

virtual instruments while triggering new 

events and recording live players—all while 

playing it back to an audience in quad. 

The project started with Brock writing 
and sequencing a demo of the song that we 
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The tangled web we wove: The G5, center, played back sequenced tracks, plus sample library material 
and virtual instruments, while triggering events and recording live players, all playing back in quad. 

were going to perform. I contacted a num-

ber of manufacturers of virtual instrument 

plug-ins and sample libraries who sent us 
their latest and greatest. What we got was the 

massive VSL sample library from RIO; BFD 

drum library from FXpansion; the Trilogy, At-

mosphere and Stylus VI plug-ins from Spec-

trasonics; and the Space Designer Reverb 

plug-in from Emagic. The stunning audio 

quality and advanced feature sets of these 

products come at a high DSP price, and we 

wanted to see how the GS would handle it. 

To be able to store the large libraries and 

have the audio files on a different drive than 

Logic, Maxtor loaned us a 250GB, 7,200 rpm 

internal SATA drive. To be able to port the 

cession to another platform, we had the Max-

tor 250GB OneTouch FireWire drive. 

SETUP OUTSIDE THE BOX 

Foi the ( ive periolittance, the song's MIDI 
tracks were going to be played back with a 

combination of live and triggered drums, 

two guitars, keyboards and three vocal mics. 

A band comprising Conservatory instructors, 

named "G5 and the Black Hats," was as-

sembled, with Bobby Frasier and myself on 

guitars and vocals, Tony Nunes on drums, 

and Brock on keys and lead vocal. 

The first task was to set up the drums to 

trigger our sample library. Nunes brought 

in a full kit that would be used to drive the 

samples. To keep the drums from becom-

ing overpowering onstage and in the mix, 
they were muted with a set of SoundOff 

drum set silencers. Trigger Perfect and 

other piezo-electric transducers were used 
on the snare, kick and toms, with an extra 

trigger added to a music stand to be used 

as a side stick trigger. These were sent to 

an Alesis DM5 to change the trigger pulses 

to MIDI events. The DM5's MIDI output 
was sent to a MOTU MIDI Express XT USB, 

which was sent via USB into the G5 and 

then to Logic running the BFD drum plug-
in from FXpansion. 

We used a MOTU 896HD FireWire inter-
face for all of the audio ins and outs. Cym-

bals and hi-hat were recorded live through a 

pair of overhead condenser mics sent 

through the 896HD. The guitars, played 

through Line 6 Pods, and three vocal mics 

were sent to the 896HD FireWire'd to the G5, 
and tracks were assigned in Logic. We 

looked for a compatible amp-modeling plug-

in that we could use for the guitars, but they 
hadn't yet hit the market. The 896HD's out-

puts fed both the quad mix to the house and 

the in-ear monitors used for the stage. The 

house mix was sent back to the FOH drive 

rack, where it was EQ'd and sent to 

crossovers before it went out to the house 

system. If there were such a thing as a 

crossover plug-in (hint, hint), we could have 
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Conservatory instructor Keith Morris uses SIA Smaart Live software on a laptop to tune the system and put 

the quad setup in place. 

system. If there were such a thing as a 

crossover plug-in (hint, hint), we could have 

gone directly to the power amps from the 

896FID. 
To make things even more interesting, 

a separate MIDI track was used to send 

event changes to a MIDI-controlled lighting 

board. During the performance, Logic 

would be turning on and off combinations 

of lights on the pro lighting rig flown above 

the stage. 

INTERNAL ROUTING 

The main output setup in Logic is done from 

the Core Audio driver window. In our case, 

once the MOTU 896HD was selected as the 

go-to I/O box, then every audio track in 

Logic could be easily assigned to any of the 

outputs. This became our front-of-house left 

and right feeds. Setup in quad is just as easy. 

There is a page in Logic where you can cus-

tomize interface outputs and assign them to 

specific speakers. In our setup, most of the 

tracks were left in their standard stereo 

mode, but a few of the synth sounds and 

pads were assigned to a quad panner and 

mixed into the rear channels. 

The headphone mixes were a bit trickier 

to set up. Four stereo mixes were needed 

for the musicians' headphone feeds, but we 

had already used four of the 896HD's 10 bal-

anced XLR outputs for the quad FOH setup. 

This left us with only six outputs—two chan-

nels short. However, MOTU's FireWire Con-

sole control software allows the headphone 

jack on the front of the 896 to mirror any 

stereo pair of outputs or act as a completely 
separate assignable output. The fourth head-

phone feed was accomplished by plugging 

the Shure in-ear monitor straight into the 

headphone jack. The three other stereo pairs 

sent signal directly to the Shure wireless 

headphone transmitters. 

We used an even more circuitous setup 

to get the bused tracks to the aux sends. It's 

very handy to send a number of tracks to 

one of Logic's 64 internal stereo buses and 

process them as a group. Unfortunately, a 

bus fader in Logic can only have its output 

assigned to one physical output at a time, 

and there are no aux sends on the bus 

tracks. You can, however, create aux tracks 
in Logic and receive signal from any of the 

buses. The aux tracks have the aux sends 

necessary to feed the VSL submix to the 

players' monitor mixes. 

HEADPHONE AND REMOTE MIXING 

Logic gave us a great amount of fIcncibility in 

providing for separate headphone mixes. 

This is attributed to Logic's ability to assign 

separate controllers to the auxiliaries, as well 

as control of the main mix faders, letting any 
number of individuals control the Logic 

mixer remotely and independently. We used 

three Motor Mixes from CM Labs as head-

phone mix controllers for the live players. 

Mackie supplied an upgraded Mackie Con-

trol as a main mix controller for the project. 

MIDI Express XT handled the two-way MIDI 

communication to the controllers. Because 

MIDI only uses three of the five pins on the 

DIN connector, MIDI-to-XLR connectors en-

abled the use of mic cables to extend the 

MIDI feeds across the stage. 

Long-distance control of Logic was 

0-• 

Emagies EVB-3: Logic's owm virtual in-

strument, the EVB-3, is a great-sounding 

Hammond B-3 emulator. It is not a sam-

ple, but a virtual model of a B-3, giving 

the user the ability to tweak every last 

detail from the volume of the key clicks 

to the amount of draw bar leakage. 

Emagic's Space Designer: Unlike most 

other convolution reverbs, Space De-

signer can synthetically generate a vir-

tual acoustic space and give you all kinds 

of ways to adjust it to your liking. It con-

tains not only rooms, but impulse re-

sponses of popular high-end processors. 

The reverb tails were lush, long and real-

istic. It is a DSP hog, but the G5 had no 

problems providing for the needs of this 

versatile plug. 

Spectrasonics Trilogy: Trilogy is all 

things bass whether it is electric, elec-

tronic or acoustic. The detail is incredi-

ble. For example, the acoustic upright 

plucked bass is complete with release 

samples containing ingerboard noise. 

Most of the sounds have a feature called 

"True Staccato," which lays out the same 

pitches on two differemt areas on the key-

board. The lower area has the sustained 

notes and the upper area has the same 

pitches, but with samples of a real bass 

player playing staccato muted notes. 
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Taking the G5 Live! 

achieved by using a G4 laptop connected 

via Ethernet back to the FOH position. The 

laptop was running Apple's Remote Desk-

top, which allowed FOH engineer Keith 
Morris to view an image of Logic's mixer and 

make changes. If we were wireless, it would 

have been even simpler, albeit slower. 

VIDEO, TOO 

We decided to add video to the Logic/G5 

task list, as well. Adding video to a Logic ses-

sion is as simple as typing Apple-M or using 

the Import tab from the Options pulldown. 

Once the video is imported, it shows up in 

its own window and is synched directly to 

the audio. Positional feedback is offered at 

the bottom of the Video window in the form 

of Position (bar/beat in our case), SMPTE 

and Movie Start. The Quid(Time movie's 

output is assignable from Logic's Song Set-
tings/Video pulldown. Because we could 

get it out to the FireWire port, we wanted to 

see if the G5 could handle yet another task, 
but it wasn't meant to be. 

Although the video itself did not pose 

any problems when running within the ses-

sion, the process of trying to break out the 

video to its own projector screen didn't 

work. The proposed video setup was to 

have one screen go out to the 23-inch cin-

ema display at the keyboard position and a 
second screen fed out to a projector and 

large screen onstage. The G5's twin video 

G5 liVE ocar and sormare 
Hardware: 

Apple G5 (twin 2GHz processors, 

2 Gigs of RAM) running OS X ( 10.2.1) 

MOTU MIDI Express XT USB 

MOTU Audio 896HD FireWire Interface 

Maxtor 250GB 7,200 rpm SATA Drive 

Maxtor OneTouch 250GB 7,200 rpm 
FireWire Drive 

3x CM Labs Motor Mix 

Mackie Control ( upgraded) 

Alesis DM5 

3x Shure PSM600 

Software: 

Logic 6.3 

Spectrasonics Stylus, Atmosphere and 
Trilogy Virtual Instruments Plug-ins 

Vienna Symphonic Library 

Fxpansion BFD sampled drums 

Emagic Space Designer Reverb plug-in 

output ports made this easy. What didn't 

work was when we tried to take the Quick-

Time video out of the second FireWire port 

to a DV cam, then out to a second projector 
and screen onstage. 

When doing so, we could get the video 
out to the DV camera, but once we played 

the song and all was in sync, it resulted in 

some serious dropouts. At the last minute, 
we toyed with the idea of using the FireWire 

800 port in "dumbed down 400" mode to 

solve the problem. However, due to a lack 

of appropriate cabling and time, this was not 
attempted. We settled for having the video 

play in one of the Logic screen sets that 

would be sent to the main projector output 
via the traditional output. 

REACHING THE LIMIT 

I he day before the tests began, setup started 

with Conservatory live sound instructor Mor-

ris using SIA Software's Smaart Live to tune 

the system and get our quad setup in place. 

It was handy to use the Spectrasonics At-

mosphere plug-in's licHz test tones at 0 dB 

to set up the room. (It also offers 100 Hz, 10 

kHz, a sweep tone and pink noise.) Next, the 

drums and triggers were tested and set up in 
Logic. The other audio feeds were tested and 

set up, which left Brock the task of getting 
the auxes and controller feeds going. 

To keep the players from having to scroll 

through tracks on their Motor Mix con-

trollers, four stereo aux sends were created, 

each going to the respective monitor mix 

output on eight tracks. These included each 

player's instrument or mic, the click track and 

a large submix labeled "everything else." 

This last submix comprised 25 stereo 
tracks that included other subrnixed buses 

with effects. All of this was sent to the quad 

front system and four stereo monitor mixes 

through one FireWire cable without any no-

ticeable latency. Impressive. 

To monitor all of this, the channels for all 
of the live inputs had to be record-enabled. 

As each track was enabled, you could see 
the DSP monitor crawl higher and higher. 

This was especially true for the vocal mics, 

each of which was running a separate DSP-
hungry Space Designer reverb. By the time 

the three vocal mics, two guitars, two over-

head mics and the BFD drums (many with 

accompanying plug-ins) were enabled, a lit-

tle more than a quarter of the DSP was be-

ing used. And this didn't include playing 

back the 20-plus prerecorded sequence 

—CONTINUED ON PAGE 134 
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Spectrasonics Stylus: Stylus contains a 

vast number of beats organized by tempo 

in a very easy-to-use structure. If the 

tempo doesn't match your groove, a 

groove control system allows the tempo 

to be modified without changing pitch. 

Spectrasonics Atmosphere: Atmosphere 

is all about sonic texturing. Our mix 

ended with using six Atmosphere plug-

ins, providing a lot of ear candy. 
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Fxpansion B.F.D.: This 9GB sample li-

brary lets you pick from a multitude of 

different models for every drum in the kit. 

Each is recorded at 30 to 40 velocity lay-

ers, with direct mics, overheads, room 

mics and even PZMs on the floor. 

Vienna Symphonic Library VSL Orchestra: 

One of the best features of the 100GB VSL 

library is the Performance tool. This is a 

system written into the code of Logic 

specifically for VSL that analyzes the 

MIDI data generated by your performance 

and automatically triggers various sam-

ples to create more realistic articulations. 
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like samplers use a 
guitar or a drum set 
recording to create 

realistic instrument 

sounds. 
TASCAM's new 

GigaPulse- is a real-

time convolution 

reverb VST plug-in 

for Windows'. 
It generates the 

most lifelike rever-

beration ever by 
using recordings 

made in real acous-
tic spaces. Plus it 
includes the tools to 

convert your own 

GigaPulse Plugln 
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GigaPulse ships 
with a great 
collection of 
drum rooms, 
reverb plates 
echo chambers, 
classic proces-
sor models 
and a set of 
modern and 
vintage mic 
models. 

TASCAM 

GIGAPULSE-
▪ Aczustic space modeling via 

ex:lusive convolving algorithms 

• Pefect for capturing room 
characteristics during remote 
rec ordings 

n• Create new impulses from your 
own recordings 

Integrated 
Mid/'ide 
de:oding. 

Tad Model — 
lets you fine 
tune the decay 
of the reverb 
imoulse for 
more efficient 
use of your 
CPJ resources. 

Change the 
Perspective 
tc model 
the effect of 
moving a mic 
closer to the 
scurce, while 
maintaining 
imaging and 
proper phase 
alsnment. 

▪ 2D m c/source placement 

▪ Apply mic modeling from a 
selection of vintz 3e micro-
ph3rim to the en-ironment or 
use it alone 

▪ Imau se libraries will be avail-
ab-e from TASCAM o- download 
numerous freewgre impulses 
from the interne: 

.D2003 TASCAM All Rights Reserved. All specifications ere subject to charge 
withc ut notice. Windows is a registered trademark of Mizrosoft.GigaStudio and 
GigaFulse are trademarks of TASCAM . TASCAM...usum. 

¡-; 

Neumann M50 

Neumann M150 

Neumann - M49 

Neuman& U47 
Neumann' U67 

AKG' C12 

AKG' Cl2A 

Telefunken' 
ELA-M251 

9CA " 44BX ribbon 

RCA" 77DX ribbon 

sampled rooms to GigaPulse 

format. 
Our patent-pending, 

breakthrough technology 

also adds microphone model 
ing, selectable room position 
and tail model processing to 

the convolution engine for 

unparalleled fine-tuning of 

reverberation parameters. 

But the real revolution is GigaPulse's reverb 
quality — so realistic that instruments, samples 

and vocals come to life. 
Even if you thought you'd heard it all when it 

comes to reverb plug-ins, you haven't until you've 
experienced GigaPulse. Visit a TASCAM dealer for 

a demo today. 41 
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Software Emulations of Classic Keyboards 

V
lima' this, virtual that. It seems like 

virtually everything is "virtual" 

these days. And with good reason. 

Ever lug around a Hammond B3 on tour— 

with a Leslie cabinet? Not fun in any way, 

shape or form. 1 once had a suitcase Stage 

73 Fender Rhodes that was heavier than a 

Volkswagen and a homemade "flight case" I 

built for my old Roland Juno-6, which 

weighed twice as much as the synth! What 

a difference a decade makes! 

Soft synths are not all that new, but hyper-

realistic emulations of vintage instruments 

are relatively novel at this stage and very wel-

come. They are also an exciting option for 

those of us who have only dreamt of owning 

certain vintage classics. If you can even locate 

an operational Minimoog, for instance, then 

be prepared to drop some serious cash. The 

same is true for most classic synths (and usu-

ally, older equals more expensive). 

The earliest virtual versions of classic 

products typically exhibited a photo-realistic 

visual interface, but the sound was not quite 

exact. In most cases, the genuine article had 

bugs and idiosyncrasies. For example, none 

of us would carry on about how "fat" Mini-

moogs sound if their oscillators didn't drift 

ever-so-slightly out of tune due to tempera-

ture fluctuations. Computers tend to emulate 

reality a little too perfectly, and thus, can be 

easily discerned from reality. Just watch 

computer-animated films and you'll see 

what I mean. The developers of the new 

generation of virtual instruments have been 

taking the flaws into consideration, and the 

results have been dazzling. Let's take a walk 

through a gallery of great products and mar-

vel at the work of these modern masters. 

YE OLDE PIANOFORTE 

Many backaches, headaches and some enor-

mous cartage charges have resulted from 

touring with pianos, usually of the "grand" 

variety. An examination of available sample 

pianos (either as ROM-based sample hard-

ware players or as files for various sampling 

instruments) could fill an entire book, so 

we'll limit the discussion to two "virtual" pi-

ano instruments. 

The first is Steinberg's (www.steinbeig 

.net) The Grand VST 2.0 instrument, which 

uses piano samples but in a much more so-

phisticated way than usual. There are powerful 

samplers that enable tremendous perform-

ance control, but The Grand is essentially a 

sample player equipped with unique features 

that are specific and exclusive to a piano. 

There are four master timbres: natural, bright, 

soft and hard. Velocity curves are easily edit-

ed to accommodate touch, and it features very 

realistic emulations of pedal and hammer ac-

tion. Probably the most important thing is that 

the samples are not looped, preserving the 

natural decay of all harmonics. The Grand 

does indeed sound very good, and at $199, 

its a very practical solution tor touring musi-

cians and studios alike. 

Our other virtual piano is the storied 

Maxim DigitalAudio (www.mda-vst.com) Pi-

ano, a freeware VST piano that has been a 

part of my arsenal for several years now. It 

does not sound like a perfect acoustic piano, 

but for a virtual emulation, it is truly im-

pressive. Moreover, if I really need a true 

acoustic piano sound for jazz or classical 

purposes, then I'll either chorlse a real piano 

or a quality sample (or Steinberg's The 

Grand, for that matter). For most pop music, 

on the other hand, the piano ends up EQ'd, 

compressed, chorused and otherwise bright-

ened and punched up, particularly for areas 

like house music production. MDA's Piano 

plug-in is perfect for this type of use. It has 

a handful of parametric controls such as de-

cay, release, stereo width, velocity sensitivi-

ty, muffle and hardness. It offers up to 32 

voices of polyphony, adjustable for opti-

mum CPU usage. One very powerful feature 

is random tuning, which helps make the 

sound a bit more real. MDA's Piano would 

sound great even if it cost $100 or more, but 

it doesn't. It's absolutely free! 

POWERED PIANOS 

Virtual instrument developers have made 

huge strides in electric pianos. Let's look at 

three stunning examples. 

The EVP88 ($199; Logic or TDM sys-
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tems) is E-

magic's (www.emagic 

.de) more sophisticated entry in-

to the virtual electric piano field, eclipsing 

the EVP73's singular ability to emulate the 

Fender Rhodes. The EVP88 can actually em-

ulate 12 different vintage electric pianos, in-

cluding Fenders, Wurlitzers and Hohners. 

This is a true virtual instrument that uses 

modeling instead of samples, and it features 

very realistic EQ, phaser, distortion, chorus 
and tremolo effects. The first time I fired up 

an Emagic EVP73, I was blown away by the 

sound's realism and stereo image. With your 

eyes closed, this instrument sounds just like 

you're sitting in front of your heavy, old 

Stage 73. As a matter of fact, it's a little weird, 

because most MIDI controllers simply can-

not emulate that heavy, lumpy action of tra-

ditional electric pianos, so when you play, it 

sounds perfect, but the perfection just feels 

odd. This is true when playing any of these 

three products we're discussing. 

Applied Acoustic Systems' (www.applied-

acoustics.com) Lounge Lizard EP-2 ($199) is 

another shockingly realistic electric piano. 

We've already mentioned many reasons why 
a virtual instrument is preferable, but AAS 

gives us several more. Imagine if your suit-

case Stage 73 had 10 parameters to control 

the mallets alone, or six parameters by which 

to alter the forks, or five parameters to alter 

the nature of the pickups. There is a multi-

tude of control parameters for release, wah, 

phaser, tremolo and delay. In fact, a physical 

version of this piano would require some-

thing like 38 knobs and 13 switches to sculpt 

the sound. You can realize timbres here that 

are not pd.sible with the genuine article. And 

the sound is simply smashing. Lounge Lizard 

supports ASIO, WDM, MME, DXI, VST, RTAS 

and AudioUnits. 
Our final electric piano is MDA's ePiano. 

Once again, this is a freeware VSTi that tru-

ly shines. MDA modified the engine of its pi-

ano plug-in and used electric piano samples 

to arrive at a great sound. With parameters 

to control de-

cay, release, hardness, 

treble, pan/tremolo, LFO rate, 

velocity sensitivity, stereo image, tuning, 

detuning and overdrive, an enormous 

amount of timbre sculpting is yielded. 

Polyphony is user-selectable to optimize the 

CPU load, as well. This is a tremendous 

amount of power for a free product, and the 

sound is truly excellent. 

TO 83 OR NOT TO B3 

Electric and acoustic pianos are heavy and 

unwieldy, but the legendary Hammond B3 

organ has caused its share of back pain and 
sore muscles. There have been some pret-

ty good samples of tone wheel organs 

available during the years, but all of the in-

herent difficulties with samples resulted in 

a less-than-realistic performance. Here are 

three virtual organs that use modeling to 

achieve a wonderful organic sound that 

can't be done with samples. 

First, Native Instruments' (www.native 

instruments.com) B4 ($235) features model-

ing of deep attributes like harmonic fold-

back, drawbar crosstalk and loudness rob-

bing. Bet you never put much thought into 
things like that while listening to Booker T 

nailing down "Green Onions"! But NI's engi-
neers did, and the result is a realistic and 

punchy emulation that can usually fool all 

but the most strident B3 experts. This instru-

ment features a great-looking, photo-realistic 

interface. If you really want to get crazy, then 

you can set up two MIDI keyboards and use 

them in the dual-manual fashion with a foot-

pedal rig to play bass, just like the genuine 

article. You can set up MIDI faders to con-

By John McJunkin 

trol parame-

ters like Leslie speed 

and drawbars, and a swell ped-

al is a nice addition, too. The Leslie and 

scanner vibrato emulations are astonishing 

and can be used like a plug-in for any signal 

you like (fun for imitation of Pink Floyd-es-

que female backing vocal effects!). NI also 

offers alternate tone wheel sets to enable em-

ulation of the Vox Continental, a Farfisa and 

even a Harmonium. The B4 sounds inuedi-

ble and makes it so easy to add a nice Ham-

mond to your tune. NI apps are VST 2.0, 

ASIO, Sound Manager, Direct Connect, MAS, 

AudioUnits, RTAS, DXI, MME, CoreAudio 

and CoreMIDI compatible. 

Emagic's people also dug deep to cap-

ture the nuances of the B3 with its EVB3 

($199; Logic and TDM systems). The model-

ing takes very subtle things into considera-

tion, and the results are dazzling. The EVB3 

is virtually indistinguishable from the gen-
uine article, even when soloed and with no 

effects. Once mixed in, it's nearly impossi-

ble to tell the difference. All of the noise and 

grit that you'd expect are there. Like M's em-

ulation, the Leslie, scanner and tube over-

drive DSP are available for other signals, as 

well. Also, the MIDI implementation enables 

you to create a true dual-manual organ with 

bass pedals, a swell pedal and faders to con-

trol the drawbars. 

Hot off the presses! Just a few weeks ago 

at the Winter NAMM show in Anaheim, 

Calif., Ultimate Sound Bank (distributed by 

Ilio, www.ilio.com) introduced Charlie. 

Billed as "The Retro Organ Module," Char-

: 
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lie is an all-new, all-organ virtual instrument 

designed to bring the sounds of your fa-

vorite classic electric organs to the desktop. 

Powered by USB's award-winning UVI-En-

and speaker effects. Charlie's parameters in-

clude percussion, classic synth controls and 

reverb. MachFive- compatibility is even in-
cluded. Charlie retails for $299 and is avail-

able for the PC (VSTi), Mac OS 9 (MAS, 

RTAS and VST) and Mac OS X (MAS, 
RTAS, AudioUnits and VS'!). 

NM/ Ceau. . • 

MEgukyc, 

=e-

- re ACI1141010,« 
CDSCRIX ,Cs 

ocs OSCII12110/14 

Gone  eel •:",.., \ 1,1n. 
11.0241 >„; 1116 
W • It IV 

CONTROLU9tS OSOU.A7011t BANK 

DEcy•Y 

I 

NU /16 111 

s •W s' ••• 
' 

Amatium CISCATIMIE SIAININUML 

t"». • rem 
.1111C 

NMI 
.1.1F,. ..<33r=rcunn3zees..33....33 

1,-.111« 
• SIEEDMCs 

MIXER i'MODIFIERS 

COHP...n vœ.ssE 

ra.ccui 

le 

vac., 

.11111 

OUTPU''. 

cream Ware Minimax—the virtual Minimoog 

gine, Charlie's 3GB sample library delivers 

authentic organ sounds, as well as CPU ef-

ficiency. All of the samples are available 

with and without a rotating speaker effect, 

allowing the user maximum flexibility with-

out needing a sampler. Hundreds of draw-

bar combinations are provided, along with 

real-time crossfacte control between presets 

JUST LIKE STEVIE 

The clavinet occupies a very important place 

in pop music production, and while not 

quite as large and unwieldy as other key-

board instruments, it can still be cantanker-

ous. Emagic offers a portable and high-qual-

ity solution in the EVD6 ($179). This realis-

tic clavinet emulation enables parametric 

control over tuning, stretch tuning, warmth, 

filtering, stereo imaging and damper control. 

Excite and Click controls also grace the in-

terface, along with seven different parame-

ters to control the virtual strings. This in-

strument not only emulates the clavinet but 

also stringed instruments like harps. High-

quality phaser, chorus, flanger, wah and dis-

tortion effects are also present, enabling 
near-perfect emulation of the famous funky 

clay sound of the 1970s. The wah wah and 

distortion effects are available as DSP for ex-

ternal signals, as well. Modeled changes in 
the physical placement of the pickups are 

also adjustable by the user. This thing 

sounds great, too—not only for clay sounds 

but for the harp, too. The EVD6 supports 

Logic and TDM systems. 

SYNTH YOU ASKED 

There are literally hundreds of soft synths 

available today, so we have limited our ex-

amination to products that emulate real 

physical products. This is an exciting area, 

as operational vintage synthesizers can fetch 

a pretty penny (if you can find them) and 

they can be difficult to maintain and/or re-

pair when problems arise. Here we look at 

eight computer-hosted and nine hardware-

hosted virtual synths. 

Arturia (www.arturia.com) introduced 

THE HEAVYWEIGHT 

NI KOMPLETE is a truly massive collection of 

software instruments and effects. Native Instruments 
has taken the best synthesizers, samplers, classic 

emulations and effects and made them into the ultimate 
complete software package: 

nine outstanding instruments provide you with a gigantic 

selection of first-class sounds, gripping rhythms and 
unique effects. 

The Native Instruments Collection www.ni-komplete.com 
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If you're looking for delicious sound, 

meet the Bluebird, Blue Microphone's 

new Class A discreet condenser mie. 

Combining the best char-
acteristics of our award-

winning designs in a single 

package, the Bluebird is 

uniquely versatile, with 

applications ranging from 

vocals to electric and 

acoustic guitars, drums. 

percussion, piano, horns, 

strings, and any other 

application where crystal-

clear sound quality and 

detail Is of the utmost con-

cern. It's truly a microphone 
of exceptional quality, cutting-edge 

design and superior craftsmanship for 
even the pickiest of audio gourmets. 

The Bluebird comes with the bluebird 
ACCe550ry Pak - BirdCage Pop Filter, 

birdNest Shockmount and Blueberry Cable 

▪ luna salad   $1.25 

Preamp Pot Pie ( Giles' Favourite)   $ 1.75 

Veal à la Virella   $1.M 

The Bluebird Cafe serves up some of the best audio vittln 

in the whole tri -state area. Whenever I'm traveling through. 

I always stop in and sing its praises " 

— Simon Gooddie. EarCandy Revi,. 

We refuse the right t- ser,'' ,se act' • all Inquiries to John 

Given, barrister ...tat Ave!. Pan es. no service. 

WEST SOU' 28 it 156 • RAFTER, IL 

For the location of a participating dealer, call toll-free I .866-FOCUSRITE or find out 

more online at, www.focusrito.com • www.bluernic.conn • www.digidesign.corn 

y /Lie lady 

Our chef has outdone himself with these special combos featuring 
three best-selling Focusrite Platinum Series entrees along with the 

scrumptious new Bluebird Mic and accessories. Not only are these 

special creations aurally satisfying, but the savings are even more 

delectable. Bon appétit! 

VOICEM ASTER 
PRO PAK 

A tasty combo featuring the award-
winning VM Pro. Vocalists desiring a 
sonic upgrade with lots of features 
will appreciate this entree. The 
24/96 digital output card has been 
added to cleanse your sound palette. 

• Focusrite VoiceMaster Pro Channel Strip w/ Class A Mic Pre, Latency-free Monitoring, 
Vintage Harmonics, Compressor. Voice Optimized EQ, Tube Sound and more 

• Bluebird Mic w/BirdNest & Bireage ( Pop/Shock) & Blueberry Cable 

• Focusrite 24-bit/96 kHz A-D Card 

SRP: $1985 SPECIAL BUNDLE PRICE: $1299 

TWINTRAK 
PRO PAK 

An equally delectable dish for the 
digital PAW-user who desires to get 
rid of a traditional mixing desk and 
gain improved tracks with latency-
free monitoring. We've doubled the 
feature-set for tantalizing sonic results. 

• Focusrite TwinTrak Pro Channel Strip featuring Dual Class A Mic Pres and Instrument 
Level Inputs, unique "Scoop" EQs, Dual/Mono Compressor, Stereo Latency-free 

Monitoring, and available 24-bit/96 kHz A-D (additional cost) 

• Bluebird Mic w/BirdNest & BirdCage (Pop/Shock) & Blueberry Cable 

SRP: $1685 - SPECIAL BUNDLE PRICE: $1099 

TRAKM ASTER 
PAK 

Our most vaiue-oriented dish with 
mouth-watering features and a great 
price to match. Don't let the low 
price fool you, this flavorful combo 
packs a lot on its plate! 

• Focusrite TrakMaster Channel Strip featuring Class A Mic Pre and Instrument 

Level Input Voice/Instrument EQ. Opto-compressor, available 24-bit/96 kHz 

A- D (additional cost) 

• Bluebird Mic w/BirdNest & BirdCage (Pop/Shock) & Blueberry Cable 

SRP: $1385 

114,10e. n 

SPECIAL BUNDLE PRICE: $899 

DANCING & MUSIC NIGHTLY WITH MODEL CITIZENS 

Nlicropliones 

North American Distributor 
www.digidesign.com 

yriti es.ig urn 



lit el L J j- 

Virtuarins tr um eoe 
R e at eusity 4: 

Q44. 
the Moog Modular V (MMV) several years 

ago and stunned the world with how truly 

realistic a virtual emulation could be. Even 

Bob Moog signed off on this one. It sports 

nine oscillators, three filter slots (into which 

a filter bank may be placed with 14 

different bandwidths), two LF0s, 

six ADSR envelope generators, 18 

VCAs (16 with modulation inputs), 

a 24-step sequencer and a handful 

of non-Moog features such as 
stereo delay and chorus. Featuring 

64-bit floating-point precision, the 

MMV allows sampling rates up to 

96 kHz and exhibits no aliasing 

from 0.1 Hz to 16 kHz—an ab-

solute necessity for a realistic em-

ulation. Although the MMV can 

operate in monophonic mode, 

true to the original synth, it also en-

ables polyphonic function. (I'll bet 

Wendy Carlos would have loved that!)It can 

also create some nice soft clipping, like real 

analog circuits do. Many traditional Moog 

Modular power users have publicly praised 

this product. The kicker is the price. You 

couldn't even rent an original for its going 

rate—$329 (for VST, DXI, MAS, RTAS, HT-

DM, Direct Sound and CoreAudio). 

Arturia also announced its new CS-80V 

($249) at the 2003 AES show. This emulation 

of the legendary Yamaha CS-80 is every bit 

as realistic as the company's Moog instru-

ment. When the GS-80 came out in 1976, it 

was a breakthrough, bringing polyphony to 

the world. The virtual version gives us two 

oscillators, four filters, two LF0s, four ADSR 

envelopes, two VCAs, a suboscillator (an 

LFO dedicated to vibrato), an atpeggiator, a 

stereo delay, a chorus and a ring modulator. 

Obviously, some of the attributes go beyond 

the original product's feature list. Likewise, 

expression and sustain pedals are here, 

along with a ribbon controller, polyphonic 

aftertouch, multitimbral capabilities and, in 

the "modulation matrix," a choice of 12 
sources and 38 destinations. As a kid build-

ing PAJA modules, I used to dream about 

this! Once again, Arturia nails down every 

Emagic EVP88, channeling a Wurlitzer 

tiny detail with this synth. 

Native Instruments broke into the "virtu-

al emulation of a real product" market with 

its Pro-Five, which imitated the classic Se-

quential Circuits Prophet 5 that was first in-

troduced in 1981. A subsequent upgrade, 

the Pro-52 brought improvements, and NI 

ultimately nailed down all of the original 

characteristics of the Prophet 5 and made a 

few improvements with the Pro-53 ($199). It 

has two oscillators per voice, each with 

pulse, triangle and sawtooth waveforms, 

and they can be detuned or synchronized. 

The filter exhibits a slope of 24 dB per oc-

tave, resonance and self-oscillation, with an 

additional highpass filter mode. Discrete 
ADSR envelopes are dedicated to the VCA 

and VCF, and the VCF envelope can be in-

verted. An LFO with multiple assignments 

TIME PPE'S F110111 SPE8heaSU VillU89E 
Virtual instruments continue to improve in terms of dead-to-rights perfect emulation, but they're 

not all there yet. One way to help add real analog punch to your software electric piano, organ 

or even synthesizer is with an instrument preamp. Speakeasy Vintage Music (www.speakeasy 
vintagemusic.com) makes a line of tube preamps intended to provide some real warmth and full-

ness to any signal, but particularly for both real and virtual keyboards. From the Speakeasy Shot-

glass at $249 designed specifically to warm up digital organ clones with tube circuitry modeled 

right out of the original Hammond B3 preamp, to the Rhodes Vintage Suitcase Tube Pre-Amp Sys-

tem at $819, an entire line of tube-based amps are available to punch up your signal. The Shot-

glass model simply amplifies the signal and adds tube warmth, but subsequently more sophisti-

cated models add tonal controls and stereo tremolo, among other things, with all units deliver-

ing Class-A output. Units that are specifically intended for organ even ship with multipin Leslie 
connections (or Motion Sound control, for that matter). While there are wonderful plug-ins that 

approximate the effects of quality tube amplification, there's nothing quite like the real McCoy, 

and Speakeasy makes it available. —John McJunkin 

enables an envelope retrigger function. 

Polyphony is limited only by CPU horse-

power, and the product ships with 576 pro-

grams, 64 of which were developed by John 

Bowen, an original Prophet 5 developer. 

The original unit had no velocity sensitivity, 

but that feature can be switched on or off in 

the Pro-53. Real-time MIDI automation of all 

parameters is available, as well. Effects in-

clude chorus, flanging and echo, 
and all are MIDI-synchable; exter-

nal audio can be piped through the 

effects. One feature that clearly 

demonstrates the depth of this em-

ulation is the fact that original 
Prophet 5 SysEx data can be intro-

duced, allowing users to import all 

of those patches so lovingly micro-

tweaked back in the '80s. 

The Pro-53 is a great example of 

pure emulation, warts and all. The 

original oscillators suffered some 
pitch drift, which lent to the warmth 

of the sound. NI allows for two op-

erating modes: analog warmth, 

which includes the inaccuracies of the origi-
nal synth, or digital accuracy, which repre-

sents the synth with perfect circuits that nev-

er drift. The Pro-53 is so sophisticated that it 

allows variable control over the amount of 

analog inaccuracies. This is a truly great vir-

tual synth, and I use it in some way in almost 

every project. 

NI's other entry is the FM7 ($299), an em-

ulation of the classic Yamaha DX7 intro-

duced in 1984. The FM7 can reproduce the 

programs of many Yamaha FM synthesizers, 

including the DX11, Txsiz, DX21, DX27, 
DX100, DX200 and TXS02. Unlike the origi-

nal DX7, there are no fixed algorithms, 

which allows for much more sophisticated 

programming. The synth has full matrix fre-

quency modulation with six regular wave-

form operators, a distortion operator and an 

"analog" filter operator. In 1985, many a DX7 

programmer would have killed to have 

graphical editors like those present in the 

FM7. Graphical envelope editing yields an 

unlimited number of stages and looping. An 

effects section with chorus, flanging and de-

lay can accommodate external signals in ad-

dition to those generated by the synth. I'm 

pretty sure that every record that came out in 

1985 (even country and metal records) used 

a DX7 somewhere. The Dyno Piano patch 
defined the ballad sound for the rest of the 

decade, and the wild, growling lead patches 

helped people like Don Henley and Howard 

Jones top the charts. The FM7 is VST 2.0, 

ASIO, Sound Manager, Direct Connect, MAS, 

AudioUnits, RTAS, DXI, MME, CoreAudio and 

CoreMEDI-compatible. 

GForce (dist. by Digidesign, www.digi 

design.com) won a considerable amount of 
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The K 271 Studio and K 171 Studio Headphones. These innovative closed-

back headphones offer tons of ambient noise suppression and our new 

Varirnotion XXL transducers deliver the most detailed sound for pro studio use. 
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two ways. you can relive that magic. 
If you have a small fortune and can 

find a classic mic that works--that's 
one way. 

The other way is with a Lawson 
microphone like the L47MP or the 

new L25 I--both large diaphragm 
condenser microphones that we 

hand-craft in the USA with all the 

look, feel, and sound of a true 
classic. Magic included. 

Experience the magic for yourself 

with our ten-day, no risk trial. 

—If AWSON 

LAWSON, INC. 
Larmon Avenue 

Nashville. TN 37204 USA 
Phone 615-269-5542 
FAX 615-269-5745 
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www.Lawsonlvticrophones.com to see 
how others are reliving the magic! 
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praise a couple of years ago with the intro-

duction of Oddity ($249), the virtual version 

of the ARP Odyssey for VST and AudioUnits. 

This was one of the first hyperrealistic virtu-
al synths. It features two synchable oscilla-
tors with sine, square and PWM waveforms, 

with white and pink noise also available. 

The GForce Oddity weighs a lot less than an ARP. 

Resonant lowpass and highpass filters are 

onboard, along with an LFO that can sync 
with the host. Like many 1970s synths, the 

Oddity also sports Sample and Hold, and Por-

tamento. There are two envelope generators, 

and modulation can be routed very flexibly. 
The original Odyssey was a duophonic in-
strument; the virtual version is the same. No 
polyphony here, a true-to-life emulation. 

The Mellotron has prow,n one of the most 

important instruments in pop music history. 
This was the original "sampler," with keys that 

literally put tape heads in contact with tape 

loops. The string and choir sounds of hun-

dreds of imords from the Ws to the cuirent 
day have come courtesy of this mechanical 
beast. GForce has given us the M-Tron ($69; 

VST and AudioUnits), which is a relatively un-
sophisticated virtual instrument, essentially a 
sample playback unit just like 

its ancestor. With controls for 

volume, tone, pitch, and at-
tack and release times, it's not 
superdeep, but that's not nec-

essity. GForce makes three 
additional "tape" libraries 
available, getting into some 

nice orchestral instruments, 
organs and percussion, 

among other things. When 

you need that Mike Pinder 
string sound for your 

Moody Blues sound-alike or 

that Içraftwerk human choir 

thing, dial up the M-Tron! 

GForce's most recent foray into the vir-

tual synth world is the impOSCar ($ 179.95), 
which owes its existence to the classic 

British synth, the OSCar. With impOSCar, 

GForce is getting on the bandwagon with 

other manufacturers that enable the virtual 
synth to accept SysEx data to import patch-

es. But the company goes a step further by 
allowing patches stored as modulated-carri-

er audio on tape to be imported via .WAV 

files. Very cool! The synth features mono, 

duo and four-voice modes, with two oscil-

lators and a choice of 13 waveforms. A pro-

grammable, additive wave matrix made the 
OSCar very powerful; it's here, as well. 
There are nine filter types in the unique fil-
ter section with drive, cutoff, Q and separa-

tion. Two envelope generators are present, 

along with an arpeggiator that works in a 
monophonic, duophonic or polyphonic 
fashion in four different modes. There are 

five keyboard triggering modes, along with 
extensive LFOs that can be synched to the 

host. An astonishing six portamento modes 
are available, and like most virtual synths, ef-

fects that didn't exist in the original have 
been added. GForce ships the synth with 

more than 500 patches, some developed by 

original OSCar users. GForce once again 
nails down a hyperrealistic virtual unit. The 

!!! II ,. .... cull 
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Native Instruments Bd, drawbars and all 
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is for any Digital Audio Workstation user who needs superior reverbs and ambiences. IR1 is a convolution reverb which introduces the 
innovation of flexible classic parameter control. Unlike other sampling reverbs only IR-1 allows you to change all the traditional parameters. IR-1 offers the 
best features of Sampling and Traditional Reverbs without the compromises. The IR-1 Impulse Response library culminates years of research by leading 

acousticians with Waves and contains over 60 carefully sampled real acoustic spaces, and over 60 presets created by classic hardware devices. 

Extensive IR Library of over 60 Acoustic spaces 
and 60 device presets captured using new and innovative 
techniques (presented at the AES 24th International 
Conference) for unmatched clarity and accuracy. 

o Concert hulk 
O Auditoriums 
o Theatres 
o Amphitheatres 
o Churches 
o Opera Houses 
o Recording Studios 
o Scoring Stages 
o Clubs 

o Halls 
o Rooms 
o Hallways 
o Stairwells 
o Car Interiors 
o Stadiums 
o Outdoors 
o Devices 

Spaces are captured at 96kHz/321Dit 
floating point using unique mic setups at 
multiple locations 

Revolution of Control - The first sampling reverb with classic 
parameters that actually effect the convolution, not just " filter the result". 

o Reverb Time - Adjustable 4X longer and shorter 
o Reverb Envelope - with unlimited breakpoint editing 
o Room Size - preserves sonic signature 
o Density - reflections, resonance, and randomness for clearer or denser spaces 
o Room Modes (Reso) - room's modal timbre 
o De-correlation - for stereo spaciousness. 
o Damping - of low, mid, & high frequencies separately 
o Reverb Color - 4-band paragraphic EQ 
o Independent Early Reflection/RVB Tail/Direct gain and pre-delay 
o CPU Usage Control - Special Efficient-Stereo component; An intelligent " low CPU" mode 

Supported on selected hosts via 
CAS • HTDM (Mac) • AudioSuite VST • DirectX (Win) 
• MAS (Mac) Audio Units (Mac) 

powered  by 

Maxx 

14 DAYS DEMO AVAILABLE AT YOUR WAVES DEALER OR AT WWW.WAVES.COM 
(HEADQUARTERS) Azreili Center, Tel-Aviv, 67011 Israel, phone: 972-3-608-4000, fax: 972-3-608-4056 

(NORTH & SOUTH AMERICA) 306 W. Depot Ave., Suite 100, Knoxville, Tennessee 37917, phone: 865-909-9200, fax: 865-909-9245 
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impOSCar is available for VST and AudioUnits. 

One of the earliest specific-product synth 

emulations was Waldorf's (www.waldorf 

music.com) virtual PPG Wave 2.2 ($199; VST 

2.0), which nicely emulates the wavetable 

synthesis that Wolfgang Palm pioneered in 

the early '80s with PPG. Unlike the genuine 

article, the virtual version is eight-part multi-

timbral, with 32 wavetables available and 

two oscillators per voice. A resonant lowpass 

filter, an LFO and three envelope generators 

are available (two ADSR and one AD). 

Graphical editing of the envelopes is a nice 

touch, too. Polyphony can get as high as 64 

USE; Charlie: all organs, all the line 

voices, and all parameters are MIDI-au-

tomatable. Among the hundreds of patches 

shipped from Waldorf are the original facto-
ry presets from the early '80s. I found myself 

saying, "Oh, yeah, that sound was in that 

song by..." This is an excellent virtual synth 

that you must have if you want the ability to 

create wild, new sounds. 

HAPPENIN' HARDWARE HOSTS 

All of the virtual synths covered so far are 

intended to be used with Mac or Windows 

computer hosts. There are two dedicated 

hardware-hosting systems that bear mention 

here. CreamWare (www.creamware.com) 

makes a raclanount unit that not only hosts 

virtual synths, but also handles all kinds of 

digital audio-oriented tasks. Known as Noah 

($2,075), this two-rackspace box adds a lot 
of power to a system. CreamWare also of-

fers the SCOPE Fusion Platform, a PCI card 

with similar functionality. With either unit, 

there is a wonderful collection of quality vir-

tual synths and keyboards. The B-2003, as 

you might imagine, is a virtual B3. The Min-
imax knocks off the Minimoog, of course. A 

slightly more obscure vintage synth, the 

Prophet VS, is parroted in "Vectron Player." 

Another classic Sequential product, the Pro-

One is also emulated. And if GForce's Odd-

ity isn't the ARP Odyssey emulation for you, 

CreamWare has the Prodyssey. Finally, 

Roland's Juno-6 is virtually portrayed by 

CreamWare's "U Know 007." Hardware-

hosted soft synths are particularly appealing 

because they do not have CPU overhead; all 

processing is handled by third-party hard-

ware, leaving your CPU available to handle 

all of the DSP, mixing and signal routing you 

can throw at it. CreamWare has partnerships 

with a number of third-party organizations 

that develop software for these units, and 

you can expect even more virtual synths in 

the future. 

Roland (www.rolandus.com) has a rack-

mount digital audio hardware host—VariOS 

($1,495)—with two virtual synthesizers 

available: the VariOS-8 and the VariOS 303. 

Quite obviously, the VariOS 

303 is an emulation of the 

much sought-after TB-303 

Bassline, and it accom-

plishes the job very effec-

tively. The VariOS-8 is best 

described as an amalgam 

of Roland's collection of 

vintage Juno and Jupiter 

synthesizers. Ws nice to have 

a high-quality virtual repre-

sentation of a group of 

synths that would be quite 

expensive to purchase if you 

could even find them. Ex-

pect that Roland, like 

CreamWare, will continue to develop more vir-

tual synths for its hardware platform. 

As of this writing, Korg (www.korg.com) 
is showing a preview trailer on its Website of 

new products due out in spring 2004. Name-

ly, the company will introduce the "Legacy 

Collection Volume I," which includes virtual 

renditions of the classic MS-20, Polysix and 

WaveStation, among other things. By impli-

cation, there will also be Volumes II, III and 

so on. This will be the first time that the vir-

tual synth is not developed by a third party. 

Stay tuned! 

IT'S A VIRTUAL CERTAINTY 

The writing's on the wall. I predict that with-
in the next five to 10 years, you'll be able to 

purchase multiplatform virtual emulations of 

nearly any favorite old instrument you like. 

It will still be very chic and prestigious to 

own rooms full of hardware, but if space, 

upkeep and cost (above all) are issues for 

you, virtual instruments may solve your 

problems and give you a powerful toolbox 

to accomplish your musical dreams. • 

John McJunkin occasionally (but rarely) 

emeges from the laboratoty/studio of Aval-

on Audio Services in Phoenix, but may take 

a virtual vacation soon! 
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MIX INTER'  
BY TOM KENNY 

Gary Rydstrom 

Oscar-Winning Sound Designer on the Road to Pixar 

It's the rare individual who is able to go out on top, 
to walk away from a career while still at peak per-

formance. It's a move we tend to associate with star 

athletes, the Michael Jordans and Jim Browns of the 

world, and after the initial, "Oh, no, say it ain't so" reac-

tion, we generally greet their decision with respect and 

awe. They did the right thing. 

And so it is with Gary Rydstrom, arguably the finest 

sound designer and re-recording mixer of his generation. 

At the ripe old age of 44, with seven Oscars (out of 12 

nominations), a slew of BAFTA, Golden Reel and C.A.S. 

Awards, and a 20-year filmography remarkable for its 

range and quality, he is leaving Skywalker Sound. But 

rather than opt for the speakers' circuit or the golf course, 

Rydstrom is headed for the director's chair at Pixar, a com-

pany that he's been associated with since creating the 

"voices" for Luxo Jr. back in 1986. 

But we've come to praise Rydstrom, not to bury him, 

as there is no believable scenario in which he will be able 

to completely sever ties with Skywalker or the world of 

sound-for-picture. 

Rydstrom was raised in the Chicago suburb of 

Elmhurst, Ill., and by the age of 12, he knew that he want-

ed to work in movies. "The ironic element of my career 

is that I got interested in movies by watching old silent 

films on TV," he says. "In the '60s, there was this revival 

of interest in Chaplin and Keaton, then I also discovered 

the Marx Brothers, W.C. Fields, Preston Sturges, Billy 
Wilder and Warner Bros. cartoons, of course. I've always 

been interested in comedy, and though I was probably 

not gutsy enough to perform comedy, I've always want-

ed to make comedy films." 

In 1977, Rydstrom headed west to the highly respect-

ed USC School of Cinema. Though he dreamed of being 

a writer/director, he quickly learned that he had an affin-

ity for post-production. After completing his bachelor's 

degree and "too scared to go out into the world," he en-

rolled in the master's program, where one of his film proj-

ects was a cutout-animation spoof of his professors 

watching their former student George Lucas' Star Wars. 

Then, one day in 1983, Professor Ken Miura called and 

asked if he would be interested in working at Lucasfilm, 

just as he had suggested Tom Johnson a year before and 

Ben Burn years before that. 

As we settle into one of the sound design suites at Sky-

walker Ranch, on the final days of the final mix for Peter 

Pan, we pick up Rydstrom's story as he packs up his car, 

his dry wit and his enduring humility and heads north to 

the great unknown of the San Francisco Bay Area. 

That's a big Jump. Were you nervous about leaving the 

industry town? 

Well, I didn't have a job in L.A. I was doing odd jobs like 

being Francis Coppola's projectionist. So this was my first 

real job, and George Lucas' company—and what was be-

coming Skywalker Ranch—had a Xanadu-like mystical 

hold on the film business. People hadn't seen it; it was 

this foggy nirvana off in the hills. It was at a time when 

Northern California was a big part of a golden age of 

sound: Ben Burn, Walter Murch and Alan Splet; Richard 

Beggs; Fantasy; and Sprocket Systems. For me to get a 

job in sound at that place at that time was like someone 

who wanted to be an animator getting a job at Warner 

Bros.' Termite Terrace in 1945. It was ideal. The work that 

was being done, that had just been done in the early 

'80s—fedi, Raiders, Empire and Black Stallion. Apoca-

lypse in '79. It was sound heaven. The first thing I did was 

work in the machine room with Tom Johnson loading the 

dubbers for Ben Burn. 

Let's talk about mentoring, then. You have some assis-

tants who have moved on to pretty stellar careers. 

My mentor was Ben Burn, who was great to watch be-
cause he had redefined how sound design work was 

done, essentially by becoming a director of the sound-

track. He took over and made it as much a single vision 

as possible. The audio version of the word "vision" I 

guess would be "ausion." [Laughs] 

Skywalker Sound, Sprocket Systems at the time, han-

dled all the aspects of sound under one roof: effects 

recording, editing, Foley, mixing. There was a real col-

laborative spirit. When I started, I performed Foley and 
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"I Switched" 
Who: Francis Buckley 

Occupation: Producer / engineer/ indie label owner 

Honors: Multiple Grammy awards, including "Album of the Year" and " Best Engineered Album;" 
multiple RIIAA platinum and gold record awards; multiple Emmy and Golden Reel awards 

Clients: Recording artists: Aerosmith, Alanis Morissette, Paula Abdul, LL Cool J, Quincy Jones, 
Wilson Phillips, and many others ( including ones you haven't heard of ... yet). Film and Television: 
The Wedding Singer, Jungle Book, City otAngels, Spawn, Rashdance, Boomtown, Mad IV, and many more. 

Current Projects: Hootie and the Blowfish, Purple Planet, 
Smile Empty Soul, Noel Huntington, The Goodbye Girl (film) 

Why He Switched to Studio Precision 8: 
"When you use monitors that are accurate and true, you can 
relax and List enjoy what you're doing. Now I never have to run 
out to my car or wait until I get home to tell if my mix is right. 
And I'm never caught off guard when I go to mastering 
either—my mixes sound just the way I expect them to. 
Since I switched to the Studio Precision 8, I only 
use my subwoofer for the super low end, because 
the bottom of the Studio Precision 8 is full, 
flat, and real. From top to bottom, the Studio 
Precision 8 is so accurate, you might only 
need one! But please ... use two, because 
in stereo, they're truly exceptional ( and don't 
get me started on 5.1...)." 
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MIX INTERVIEW  

recorded dialog and sound effects, a little bit 
of everything. One of the first sound design 

jobs I did was Cocoon in 1986, assisting Gary 
Summers. I was lucky to work with Randy 

Thom on several projects. 
When I was able to, I had assistants 

working for me. I didn't think of it as men-
toring, necessarily, but I suppose it was. And 

I'll point out the sad, sad fact that the last 

two times I've been nominated at the Acad-
emy Awards, I've lost to former assistants of 

mine [Chris Boyes for Pearl Harbor and 
Ethan Van der Ryn for The Lord of the Rings]. 

When you start losing to the people who 

used to work for you, then it's time to move 

on. [Laughs] 
There's another kind of mentoring that 

happens at Skywalker that comes from the 
history of the place. It's in the bones of the 

building. You are reminded that this is the 
place where Ben Burn did revolutionary 

work on Star Wars, and you feel pressure to 
live up to that. The building in a funny way 

becomes a mentor, too. 

Early in my career, I would get work that 
was deflected from Ben Bunt. On the first 

Pixar short I did, Luxo Jr., they wanted Ben 
to do the sound. They couldn't get Ben, so 

the job deflected to me. On Titanic, James 

Cameron was someone I had worked with 

before, and it was a great opportunity to de-
flect work to Chris Boyes. Skywalker Sound 
tries to find these films, these opportunities 

for people: Chris Boyes and Tom Myers and 

Steve Boeddeker, Chris Scarobosio. We have 
a large group right now of young—younger 
than me, anyway—and very talented sound 
designers. 

Di' the experience on Cocoon convince you 

to stay in sound? 
The sound design work on Cocoon was so 

much fun: taking sounds that were one thing 

and turning them into something else. On 
Cocoon, we had to do alien glow sounds. 

We tried all these different things, and Cindy, 

who I eventually married, and I had these 

crystal champagne glasses, so I did the glass 

harmonica trick by rubbing my finger on the 

top of these glasses that meant a lot to me. 
A little echo and pitching and layering, and 

it became an alien glow sound. I thought, 
"This is the greatest thing in the world." I re-

member how exciting it was to be able to 
say, "Oh that's my champagne glass or that's 

my dog in there. That's my refrigerator creak 
up on screen." Then of course, people start 
making odd sounds at you when you're a 

sound designer: "Look what I can do!" 

Around the same time, you created the 

sound for Luxo Jr (a small metal lamp that 

bounces about), perhaps the signature 

Pixar sound. 

Peter Pan marked the final mix for Rydstrom at Skywalker Sound 

I'll give you the short history of what be-

came Pixar. George Lucas hired a group of 
people to work on computer graphics, start-

ing with Ed Catmull. They started making 
these short films, animated by John Iasçeter, 

who they hired from LA. The first one they 
did was Andre and Wally B to test out their 

animation software and hardware, and Ben 

did the sound. 
Then Luxo was made in 1986 for Sig-

graph, one of three short films to show off 

what the computer graphics people could 

do. At the time, computer graphics was in 
its infancy, and John Iawter's short stood 
out because it had a warmth to it, a sense of 

humanity that people hadn't seen in com-

puter graphics. It's still hard to get, and he 
got it from a lamp! The film is a tour de force 
of character animation. It was a real defin-
ing moment of my career, being part of 

something so revolutionary, meeting John 

Laseter and working with what then be-

came Pixar. 
I wanted to give the lamps in Luxo Jr. 

character through sound. I told John that I'd 

come up with these voices. He'd never 

imagined they'd have voices and was wary 

of the idea. But I experimented with taking 

real sounds—a lot of it as simple as un-

screwing a light bulb or scraping metal. 

Every once in a while, a sound would be 

produced that would remind you of sadness 

or glee. I always think of sound design be-
ing like prospecting for gold. Start by, say, 

goofing around, making lots of sounds, then 
find the one percent that has something in-

teresting about it. Put this against the film, 
and there's a magical moment when the 

sound, if it's right, merges into the image, 

brings it to life. They were not cartoon-y. 

They were fun, reality-based sounds. It felt 
like the birth of something new, even then. 

In the sound world, you have Ben Burn 
and George Lucas, Alan Splet and David 

Lynch—these partnerships that grow up to-

gether. Mine was with John I asseter. Great 
timing. 

I'll get back to Pixar later Let's talle technol-
ogy.You still work with the Synclavier and 

you're not alone. What is it about that box? 
Tom Kobayashi, who ran Sprocket Systems 

at the time, went to a trade show in 1987 
and came back with a Synclavier. The idea 

of using a sampler for sound effects work 

had astonishing potential. With sampled 

sounds in RAM, you can instantly pitch-bend 

it and layer it and play it and shape it, with-

out using any processing time. You can lay-
er on the same key and very finely manip-

ulate the pitch and delay and merge them 

together in ways that were harder to do in 
the tape-to-tape days. It allowed me to cre-

ate the dinosaurs in Jurassic Park, in which 
I took several layers and blended different 
animal sounds into what sounds like one 

animal. 

With the Synclavier, I have a library of 
sound "parts," little snippets that are like 

phonemes in language. Interesting bits of 

sound that can be rearranged in multitudes 

of ways. It's a library of raw material, and it's 

valuable still. 

You started cutting on mag, done all the 

jobs the same as they did in the '30s. 

When we cut on mag at USG, we had three 

dubbers available. We could cut up to three 

tracks—very limited. But you learned to 
work within this limitation. It makes no 

sense today to learn to cut mag or align a 
tape machine. But if you go right to Pro Tools, 

you have almost too many pocsibilities right 
out of the gate; it's harder to focus on the 

essence of what sound editing is through all 

the bells and whistles. Maybe Digidesign and 

the other companies could come up with 

special software for education that eliminates 

all of the especially cool features. [Laughs] 

But I have to say that there's still a place 
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Air conditioning 

Noise Noise Noise 

Whether generated by traffic, 
air conditioning, wind, rain, or 
anything else, it damages 
recordings and can render your 
live sessions unusable. 

But you don't need to live with 
it. CEDAR produces a range of 
products based on its unique 
DNSTM technology, each 
tailored for a specific role. 

CEDAR Cambridge 
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DNS2000 for Pro Tools 

CEDAR Audio USA +1 207 828 0024 

CEDAR Audio Ltd +44 1223 881771 

CEDAR Asia +66 1 822 9227 

Wind 

If speed and ease of use are 
your overriding requirements, 

the standalone DNS1000 
(SSAIRA Award winner 2001, 
TEC Nominee 2001 and PAR 
Award winner 2000) allows you 
to remove the noise from all 
manner of speech recordings, 
doing so quickly, easily, and 
with no loss of lip-sync. 

The DNS2000 (TEC Award 
Nominee 2003) does the same 
in the Pro Tools environment. 
The rackmount processor and 
RTAS remote control software 
offer multi-channel capabilities 
and complete automation within 
all suitable Pro Toolsw 
environments. 

Traffic 

And then there's DNS" u itself. 
One of a suite of automated 
noise reduction and audio 
restoration processes within our 

flagship CEDAR Cambridge 
system (another TEC Award 
Nominee in 2003) this provides 
multiple channels of hi-res 
noise suppression. 

It's the quality and flexibility of 
CEDAR that has persuaded 
Fox, Lucasfilm and Universal to 
use the DNS range of products, 
as do networks such as the 
ABC and CNBC. 

So, whether you're on location 
for The Lord Of The Rings, 
Spiderman or Castaway, 
posting The Wheel Of Fortune 
or Jeopardy, or even 
broadcasting The Golden Globe 
Awards live, there are just three 
ways to get rid of unwanted 
noise. 
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for some of the old technology. I remember 

on Saving Private Ryan, I was trying to come 
up with weird sounds for these incoming 

tanks as they approached the village. Spiel-
berg wanted scary, odd sounds bouncing 

between the buildings. I put sounds of met-

al scraping and engines beating on quarter-

inch tape and rocked the tape back and 
forth by hand—like record scratching—and 

coming up with strange sounds and 
rhythms. I could only do that with a quar-
ter-inch tape deck. 

What's the next step? What's coming for dub 
stages or edit suites? 

I've been long fascinated by this paradox: 
There has been no revolution in sound to 

parallel the revolution in visuals in the last 
10 years. What ILM or Pixar can create visu-

ally is approaching photo-real. This has led 
to a real change in how movies are macie 

and in what kind of movies are made. But 

there's no sound equivalent. I can't go into 
a computer that I know of and create a lion 
roar, synthesize it entirely and make it a be-

lievable, interesting lion like ILM can make 
a lion. I would think that creating a lion vi-

sually is harder than creating a lion roar, but 
I guess I'm wrong. 

On to creativity When we talked during Ti-

tanic, you said that your first law of sound 
is to always bave variation. 

Sound comes to us over time. You don't get 

a snapshot of sound. Therefore, what you 
notice with sound, the essential building 
block, is change. So in putting together a 

soundtrack or making a basic sound, I'm al-
ways thinking in terms of how it is chang-
ing over time. Even the simplest sound can 
have a rhythm to it, dynamics, changing 

pitch. Orchestrators must think about these 
things all the time. Even Philip Glass' or-
chestrator. 

What about level? 

I love having digital playback in theaters, 

where the great benefit is dynamic range. So 

dynamics become a useful tool for getting a 

sense of contrast. In an action film, say Ter-
minator 2, contrasts, sometimes even mas-
sive contrasts, are essential. 

But it's also about how frequencies work 

together. There's a trick to making a gunshot 
big using multiple layers of elements. You 
take the high snap of a pistol and add to it 

the low boom of a cannon and the midrange 
of a canyon echo. You orchestrate it. On an 

über scale then, we do that to the whole 
soundtrack, making sounds work together. 
You also said that while you strive for dy-
namics and movement, you've come to ap-
preciate silence. 

Silence can be thought of as a type of sound. 

It's like when somebody years ago figured 

Rydstrom was sound designer and re-recording mixer on Finding Nemo, the top-grossing film of 2003. 

out that zero was a number. And silence is 
just as valid as an amazing sound. Every 

sound editor can't help but think of how to 
fill up a track; it's what we're paid for. I re-

member a scene in the first Mission Impos-

sibk in which Tom Cruise breaks into a com-
puter room at the CIA, for which we'd added 

all these sound details for equipment he was 

using to lower himself in. Yet the idea was 
that if he made any sound over a certain lev-
el, he would trip the alarm. Brian De Palma 

ultimately said, "No, take it all out." And for 

the most part, that scene plays with nothing 
on the track. I went to see it with an audi-

ence and it had the desired effect: It made 

everyone lean in, pay closer attention, get 
nervous. Tension comes from the silence of 
that scene. 

In Punch-Drunk Love, Paul Thomas An-

derson wanted the soundtrack to express 
the character of Barry Egan, who could ex-

plode at any minute. Often, there would be 

dead silence, almost nothing on the track,. 
Then a car crash shocks us or a truck goes 
by or even a phone ring. From silence to a 

nasty loud sound. He loved playing with that 
silence, setting the audience up with it. 
That's interesting, because you said once 

that the big scenes can often mix them-
selves. The quiet scenes can be the challenge. 

As an example, you noted the glass crack in 
The Lost World: Jurassic Park. 

Oh yes, that's just a single glass crack, so is 
that the right glass crack? There's nothing 

else on the track, it better be! [Laughs] In a 
big action scene, the biggest challenge often 

is to make the track articulate. The mixing 

and editing challenge is to make the track 

not turn into mush. That's its own challenge. 
That's a Hulk kind of challenge. Then you 

have what Randy Thom did on Cast Away. 
That's a stunning example of what sound 
can do in a movie. There are stretches of that 
movie in which very little or none of the 
sound recorded on the set is used. And 

there's no music. So Randy's job was to build 

up a perfectly believable, subtle, realistic yet 
dramatic soundtrack. No place to hide 

sounds, so they have to be the right sounds. 
Every detail becomes awfully important. 
Throughout your career; you've been a big 
proponent of the musicality of effects and 

the interplay between music and effects. 
I don't think an audience is going to care 

which parts of the soundtrack are coming 

from an orchestra and which parts are sound 

effects. Alan Splet was the best at using 
sound effects in an overtly psychological 

and musical way. His ambiences were stun-
ning: applying rhythms and pitches of 

sounds as evocatively as a composer would. 

Some people think that there should be a 

hard line between realistic sound effects and 
emotional music. But I don't heed that de-
lineation. In Ai., we made a real effort to 

make the sound effects very, very musical. 

We were lucky to have the John Williams 
score early enough to design and edit our 
sound effects within it. Obviously, the 

amount of cross-pollination between music 

and effects depends on the movie, but it 
should be an option. It doesn't matter to an 
audience what department the sounds come 

from, it only matters that the mix of sounds 
works. 

You bave quite a range here on your re-
sume. In the same year you might do A 

Bug's Life and Saving Private Ryan, or Mi-

nority Report and Monsters Inc /s there 

any difference in your approach between 
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JVIIX INTERVIEW  

Terminator 2, for which Rydstrom received two Oscars, was a 

study in sound contrasts. 

a Finding Nemo and a Titanic? 

I'm not sure if I have a range or if I was lucky 

to work on a wide range of movies. I went 
from Terminator 2 to A River Runs 

Through It, from Strange Days to Toy Story. 

This kept things interesting. 

I think in any career you have to be care-
ful not to get pigeonholed. Early on, I could 
have been considered someone who did 

action movies, but then along came Robert 

Redford, Disney and others, thank good-
ness. The luckiest thing I've had going in my 

career is that I've had good projects. 
I'm going to throw out a few issues facing 

the industry and let you speak to your peers. 
As you exit, what would you like to say to 

both students and professionals? 

The first thing I would say, which sounds 
both simple and almost insulting, is that peo-

ple in sound have to keep thinking of them-

selves as a key part of the movie. Sometimes 
we have to fight against the feeling that 

we're not. If we do our jobs well and throw 

in a little evangelizing, we can make sound 

as important a part of filmmaking as it 
should be. 
How about loudness? 

We have to be careful. We get overly loud 

striving for impact. It's counter-intuitive, 

but sometimes we'll get more punch from 

a mix by being less loud, by putting big 

moments in the proper context. Termina-

tor 2 is a very contrast-filled and fairly sim-

ple track. It has an apparent punch and 

loudness to it, but probably wouldn't com-

pare to a lot of what we hear today. 
Track counts? 

If we have thousands of tracks to deal with, 

both as an editor and a mixer, we can easi-
ly lose the forest for the trees. The sound 

process is a big funnel, narrowing tracks and 

making choices as it goes forward. 
The edit and the mix, and bow they are 

blurring? 

I've been able to do both, and I see that 

there's great potential in blur-

ring the line between them. 

There will always be a place for 
mixers and for editors, but I 

agree, generally, with the trend 

to do sound jobs with a smaller 

core group of creative people 
who collaborate and cross over 

traditional roles. 
What about schedules and 

budgets? 

The fight for money and time 

gets harder every year. Sched-
ules and budgets are under 

downward pressure, while ex-

pectations are as high or higher. 

We have to keep proving 
through the quality of our work that it's 

worth spending the money. 

Okay, now what's all this about Pixar? 
It all came about because I've had this long, 

great relationship with John Lasseter and 
Pixar. I've felt involved throughout the 

whole filmmaking process on their films. 
They offered me an opportunity to develop 

and direct films, maybe because I bring an 
outsider's perspective while still being a 

Pixar guy through and through. 

My friends there know that I've had a 
long-standing love of comedy. When I first 

told Steven Spielberg and George Lucas that 
I was doing this, they were touchingly sup-

portive and generous with advice. To think 

what I've learned just watching Spielberg 
and Redford and George and Cameron and 
Paul Thomas Anderson and Ang Lee and all 

of these directors—what a great education 

it's turned out to be. I'm grateful for my 

sound career. It gave me the equivalent of 

50-yard-line seats, second row, during a fas-
cinating era in film history. 

Can you let someone else mix your movie? 
I'm looking forward to making someone's 

life a living hell! I don't know whose. 
[Laughs] By the time I make a feature ani-

mated film, which takes a very long time, 

God knows what mixing technology will 

look like, probably something with holo-

grams and balls of light. But I do know that 

I'll always do the work at Skywalker 

Sound. 
Do you bave any projects? 

I have such a love of the Pixar shorts: Luxo 

and Knicknack and Tin Toy. They're in my 

blood. So I want to do a Pixar short and take 
it from there. 

Full circle. From film school shorts to Pixar 

See, there's another lesson for people. I left 
film school and it took me a mere 20 years 

to get a directing job. 

Tom Kenny is the editor ofMix. 
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PRODUCER'S DEÇ  
BY BRYAN REESMAN 

Nick Launay 

Globe-Trotting Englishman Finds Punk Success on the Fringes 

Sorne people work fastidiously to 
build a career while others nat-

urally fall into one. For Nick 

Launay, his transformation from British 

punk to respected music producer with 

a perennial punk spirit was kismet— 

pure and simple. Born in England but 

raised in Spain between the ages nine 

and 16, Launay returned to England 

when the punk movement exploded in 

the late '70s. Entranced by the scene 

and inspired by his lifelong passion for 

music, he decided that he wanted to 

make records. 

The aspiring producer's big break 

came after working as an assistant en-

gineer at Townhouse Studios, where his 

mentor, Hugh Padgham, had worked 

with The Police and Peter Gabriel and 

was collaborating with producer Steve Lillywhite, who 

had worked with XTC, Siouxsie & The Banshees and The 

Members, and who was Launay's favorite producer at the 

time. Launay worked on Queen's Flash Gordon sound-

track, The Jam's Sound Affects and XTC's Black Sea al-

bum (with Lillywhite and Padgham). The budding engi-

neer absorbed the knowledge he was accruing, 

particularly from the generous production duo who an-

swered his eager questions and taught him their craft. 

After the XTC gig, Launay worked as an assistant en-

gineer on a one-day session for John Lydon, who was 

mixing a dub track by his 

band, Public Image Ltd., called 

"Home Is Where the Heart Is." 

The main engineer was clue-

less as to how to work the stu-

dio's SSL console, and because 

Launay displayed a technical 

talent and an acute under-

standing of what the former 

Sex Pistol wanted, Lydon 

locked out the engineer and 

spontaneously hired Launay. 

The members of PIL liked his 

remix efforts so much that they hired the relative novice 

to produce their next album, The Flowers of Romance. 

And a producer was born. 

Since then, Launay has produced a truly eclectic series 

of recordings by the likes of The Church, David Byrne, 

Midnight Oil, Gang of Four, Killing Joke, the Birthday 

Party, INXS, and recently Silverchair's Neon Ballroom and 

Nick Cave's Nocturama. Most recently, he has been work-

ing with Lou Reed and preparing the next Cave album. 

After working with PIZ on The Flowers of Romance, you 

engineered Kate Bush's album, The Dreaming. How did 

that come about? 

Hugh Padgham, who during that year had become very 

popular doing Sting and Phil Collins, was engineering 

the Kate Bush album but didn't have time. He heard 

some of the Public Image stuff, realized that I'd very 

quickly learned how to get those kind of big drum 

sounds, which were his thing, and I knew how to do it 

and got the whole vibe of that. So he suggested to Kate 

Bush that she should talk to me and maybe I should 

work with her because he couldn't. He was basically 

producing The Police and Kate was producing herself, 

so all she wanted was an engineer. 

So I got put on the Kate Bush album, which I did for 

about two months. That was just incredible. Kate is still 

to this day one of the most gifted people I've ever met. 

She was just born with incredible talents. 

That's a wild album, The Dreaming. 

It is a very wild album. It was the first one she produced 

on her own. If you listen to The Flowers of Romance, 

that's an incredibly insane album. It was all written in the 

studio; literally, all the lyrics were written on the spot. 

It's very trippy. I mean, anybody who listens to that al-

bum pretty much assumes that we were all very high 

when we were doing it, which is not true. I didn't take 

any drugs until I was about 35 years old. I really didn't. 

For whatever reason, I just didn't go there. And John was 

very sober at the time, because he was very worried 

about going to jail because of some fight he got into in 

Ireland. There was a court case coming up and he was 

very concerned about that, so he wasn't doing anything. 

The Kate Bush album has a similar feel to it because 
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PRODUCER'S DESK  

it was her first attempt at producing. She 

had all these wild ideas. She would come 

in in the morning and go, in her very high 
voice, "Nick, can we make the drums sound 

like cannons?" So we would go in and try 

to make this drum kit sound like it was can-
nons going off—every kick drum, every 

snare. We made up these con-ugated iron 
tunnels coming out of the drum kit, and we 

would mike up the tunnel. It was very in-
teresting, and it was just one of many things 
that we did, like milting up the piano in dif-
ferent ways. 

The thing about Kate Bush, and I'd say 
this about quite a few artists that I've been 

very lucky to work with, is that basically 
they're all born with talents. These people 

are born with this talent that not only gives 

them the ability to play instruments, but 

songs come to them in complete form. It's 
not just the lyrics, it's the whole music, and 

whenever you work with these people who 
are rare, they usually tend to succeed. The 

people who I've worked with who were 
like that are Kate Bush, Nick Cave and 
Daniel Johns, the singer from Silverchair, 

who is probably one of the most gifted peo-
ple I've ever worked with. 

You bave maintained a very °manic ap-

proach your music, even when you had 
your big drum sounds in the '80s. I was lis-
tening to one of the recent Silvercbair songs 

with a lot of loops going on and you still 
seem concerned with trying to make it 

sound real. 

I EQ things a lot. I always have, and I think 
that's more of an English thing. It's some-

thing I noticed when I came to America: 

People don't EQ the tape as much as in Eng-
land. I've been lucky. I've worked with 

some incredible people, incredible musi-
cians and incredible songwriters, and I kind 

of started with that. The first couple of 
bands I worked with were bands like Killing 
Joke, the Gang of Four, Public Image. I 

guess if you assessed their musicianship on 

a technical level, you might go, "Well, 

they're not very good." But there's no doubt 

that their creative side is enormous, and I 
think listening to those records, they were 

actually bloody good musicians. 
Coming right now to today, where things 

are made a little bit different, you can get a 

band that really doesn't know what they're 

doing and doesn't have focus and doesn't 

know how to play, [but] you can still go into 
the studio and make them sound amazing 

because you've got Pro Tools. You can chop 

them up and replace bits. If the drummer 
doesn't play the whole song very well, you 

can take the best chorus and use that on 

every chorus and take the best verse and use 

that on every verse and cut and paste. 

To me, that doesn't actually feel good. 
To me, it sounds better if the drummer 

speeds up and slows down and has a bit 
more of a mood. To me, the best musicians 
are not the ones that are technically profi-

cient and can get from that note on the gui-

tar to that note the quickest, but the ones 
that have a feeling and an emotion in what 
they play. They want to go to that detuned, 

out-of-key chord because it feels right and 

makes you feel a certain way, not because 
it's the correct chord. It's a whole other aes-

thetic, and that's what I'm into. 

So what is Nick Launay's formula for mak-
ing a record? 

[Laughs] My formula is, first of all, to really 
like the band, really like the people in the 

room. The idea is to set it up so that I can 

record every instrument with no spill or the 
least spill possible, but the whole band is in 

the same room looking at each other. Some-
times, there aren't headphones—depend-

ing on the band, depending upon how they 

feel. But the main point is to have fun and 
to basically capture that band at that point 

in their life doing the absolute best per-
formance of that song. And if it takes 20 

takes, then we'll do 20 takes. If they do two 
takes and the first one is just killer, then I 

might push them to do five just to see. And 
we might go back to that first take and use 
that. Whatever it takes, that's the process: to 

just get them to do it as a band. 

I record on analog because it sounds the 

best. There's nothing in the digital area yet 

To nie, the best musicians are not the ones that 

are technically proficient and can get from that note on 

the guitar to that note the quickest, but the ones that have 

a feeling and an emotion in what they play. 

band, understand what they're into and 

what they're about, and get into that. Usu-

ally, I go into rehearsals for about two 

weeks. We'll experiment with the songs, 

we'll pull them apart, we'll try putting them 

back together in different ways, and be-
tween us, we'll work out what feels best as 

an arranger for the song. Generally speak-
ing, the band, by the time they get to me, 

have rehearsed and rearranged all these 
songs so many times, they won't know 

what's good anymore. So I'll go in with a 
fresh mind and a book that I've written all 
my notes in, and I'll have very strong, solid 

ideas about how a song should be arranged. 
So I will put that to them. 

What happens first is they'll play it to me 
live, and I'll go, "Well, I think it's all good 

except this bit of the second verse, which 
really doesn't work and it doesn't help the 

song. Try this." And I'll explain to them and 

they'll play it, and it will either be a great 
idea or a really bad idea. Basically, by the 

end of the two weeks, we've got all the 

songs arranged and hopefully better. We'll 
then go into the studio. 

I always work in studios where the 
whole band can be in the same room look-

ing at each other. Usually, I'll put the actual 

amps that are being recorded in the other 
rooms, so we'll have long cables between 

the heads of their amps to the actual 
speaker boxes that will be in a separate 

that sounds as good as analog. Anybody 
who says there is hasn't listened to analog or 

hasn't lined their tape machine up properly. 

Wouldn't you agree that old analog record-

ings that have been remastered sound fine 
in digital? 

They sound better. That's why I still do it to 

analog, because I still believe the longer 
you keep it in the domain where it sounds 
warmer and with more depth, the better. It 

depends on the band. This is not a rule for 
me. If I'm working with the rock band that 

can play, I will record it all analog, edit it 
all analog, mix it to analog and only go to 
digital at mastering. 

The only time I use Pro Tools now is 

when I need it. In other words, I use it for 

vocal compiling because it's much easier. I 
use it if I work with a band that is more 

dance-oriented, using more rigid drum 

beats, then Pro Tools is a much better thing 
to use. I use it for the plug-ins because some 

of the plug-ins used in the digital domain 
are way more outrageous than anything that 

analog could come up with. I don't use it 
as a tool to correct bands that can't play be-

cause I simply don't work with bands that 
can't play. 

How do you edit songs? 
With Pro Tools, you can go in and move 

kick drums and edit the drums and use the 
same verse all three times for the verses. 
What I do is I edit the whole tape, so I edit 

0I MIX, February 2004 • www.mixonline.com 



It can't be done! 

,•›..;11;h_orli 

• 74e'e' tt Wee> 
Vitteett 

How many times have you heard that? 

How many times have you proven it wrong! 

When we started the K2 project, some 

people said we would not be able to achieve 

our goal to produce a variable pattern valve 

microphone of this calibre, and not have to 

ask thousands for each one. 

WHATEVER IT TAKES 
The K2 represents 

everything we have 

learnt from 

designing and 

building thousands 

of valve mics. The 

test equipment 

you see in this 

photo proves 

how far we go 

to do it right. 

The 1950's 

Tektronix 

570, so 

rare and 

valuable; 

most 

valve 

ees. 

.,,,. .,, .;. 
444 4 .. e ,P1.,,• 

444 ebi'," 4....«..., ., , ,. 
4t444•4444 6-.4••", "44 sel-4•44444"44 
4.4.4:«444Yeeeptite 
e *4 i  le je •e, 

w4.4.444'41/1.4flete.,, 
ee4.444%, jeee:,:e,:fiei wee at.etkee.4eie, 

e eeleeelipo 
itee-jer 

444.4e1444,„erree.t,ee 0.0P, 
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RODE Microphones, 
107 Carnarvon Street, SILVERWATER 
NSW 2128 Australia 
Ph: 61 2 9648 5855 
Fax: 61 2 9648 2455 

http:/lwww.rodemic.com 

designers have only seen photos. Owning 

this unit allows us to delve deeply into 

valve technology. It allows us to extract 

every last ounce of performance from 

our circuits. 

The result? 

The best sounding 

valve pre-amplifier 

I've heard! 

THE HEART 
AND SOUL OF 
OUR SOUND 
I am so proud 

of the Australian 

designed and 

manufactured Type 

HF1 capsule. This 

represents RODE's 

finest transducer 

technology. Named 

in honour of my late 

father, Australian 

audio engineering 

pioneer, Henry Freedman. The sound quality 

combines modern high end specifications 

with the character and subtleties of the 

legendary microphones of the 50's. 

USA 
P.O. Box 3279 
Torrance, CA 10510-3279 
Ph: 877 328 7456 

(Toll Free Within the U.S.) 
Ph: 310 328 7456 

Fax: 310 328 7180 

COMPLETE CONTROL 
The K2 gives you total control. Every 

polar pattern! Omni through 

to cardioid and to 

figure of 8. 

This is not 

multi-

position, 

this is 

infinitely 

variable. Achieve 

what you want in any situation. 

YOU OWE IT TO YOURSELF 
Please listen to the K2. Even if you are 

willing to spend $20,000.00 on a mic, listen 

to what we have achieved. RODE can offer 

this performance and quality because of the 

volume we manufacture. Small volume 

manufacturers aren't better; just more 

expensive. Once you hear the K2, you too will 

believe it can be done! 

rx, 

Peter Freedman, President 
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In the Professional 
world there can 

be no compromise. 
That's why the 

cable of choice is 
Mogami. We don't use 
a bunch of Consumer 

Marketing hype to try and 
justify why our cable is better. 

Just ask any recording engineer 
or studio owner and you'll find out 

why. It is simply the finest, most 
neutral sounding cable available, at any 
price. At one time if you wanted a 
Mogami Cable it was only available in 
bulk through Professional Channels. 
Finally, "The Gold Series" by Mogami, 
packaged and configured for Live 
Performance or Project Recording. No 
magic, no hype, just the best at a price 

Mogami, "The cable of the Pros" 

NOWAvailableat a 
Guitar Center near you! 

The Cable of the Pros 
Toll Free: 800-800-6608 

PRODUCER'S DESK  

performance rather than individual instru-
ments. So what I will do is get a band to do, 

say, 10 takes of a song. I listen through it 

meticulously and make a little graph. I'll 
write down all the different takes and work 

out that the first verse is best on take three, 

the second chorus. I'll write down all the 

different bits that sound the best and I'll 

chop that together. 

So your multitrack of the song will end 

up with maybe 20 to 30 edits that go all the 
way through the song. But it will be editing 
their performance. In other words, none of 

the original bass, drums and guitars are 
overdubs. They're all played at the same 

time, and anybody who has done this will 

know that it doesn't matter how good a 

player you are, you cannot overdub a gui-
tar part to a drum kit with the same accu-

racy or vibe. 

When you listen to early Rolling Stones 

records, their playing is all over the place. 
They're out of tune, they miss parts, but the 

vibe is amazing and far more pleasurable to 

listen to than their newer records. That's ob-

Nick started plinking 

and plunking at the piano. 

I thought it was a great 

song; it sounded like 

a classic. I thought it was 

like a Nina Simone song. 

So I just pressed Record. 

viously a band that has been going on for 

a helluva long time, but the same thing ap-
plies to any band. When they're young and 

naive, and they don't know what they're do-
ing but they're doing it with enthusiasm, 

that's what it's all about. That's what mak-

ing records is all about to me. 

You currently split your time between Aus-
tralia and Los Angeles, correct? 

Yes. I was born in London, grew up in 

Spain, went back to London, which is when 
punk happened in 1976/1977, and stayed 

there for 10 years. I made a lot of records 

in England during that time. Then for one 
reason or another, I started working in Aus-

tralia. One [reason] was I got approached by 
[the Australian band] Midnight Oil and did 

a record [10, 9, 8, Z 6, 5, 4, 3, 2, 11 with 
them in England, and that record is a great 

record. It's probably one of the best I've 

VICK CAVE 
NNO THE BAD SEEDS 

MOCT 
made. It had a very big impact all over the 

world. It was quite a big college record in 

America. It's gone on to sell way more than 

a million records, but it wasn't a hit com-
mercially in America at the time. I was hang-

ing out with Primus, and they were fans of 
the second album I did with Midnight Oil, 

which was Red Sails and Sunsets. 

I was younger and had more of a punk 
attitude toward things at that time, having 
worked with the Birthday Party and Gang 

of Four. Midnight Oil was more of a rock 

band in the more traditional sense than 

those bands, but they wanted to make a 
more radical record. So we went into the 
studio, and I kind of pulled their songs apart 

a little bit and got them to do things like 

play the whole drum kit without any cym-

bals because I wanted to get this huge drum 
sound, which involved a lot of compres-
sion. And if you played cymbals, they were 

so loud that they were 10 times the volume 
of anything else. 

What about the hi-hat? 

We did do the hi-hat because it was an in-

tegral part of the rhythm. But all the cymbals 
were overdubbed, and for the hi-hat, we 
made this box to make it quieter because the 

room was [made of] stone. We basically put 

two microphone stands above the hi-hat and 
then put several towels and blankets over 
the microphone stands so they created a lit-

tle tent. So he could still play the hi-hat from 

where he was sitting, but the sound of the 

hi-hat wouldn't go to the microphones in the 

room, which were compressed to death. So 

that's how that was achieved. 
We experimented a lot on 10, 9, 8... 

There are a lot of unusual sounds that were 
done. We did things like [create) unusual 

guitar and piano sounds, which were done 
in the wrong key. We would speed the tape 
up, and they would have to transpose their 

whole part up, and then we'd play the tape 

back and it would sound lower, which is 

not that uncommon. But what we did was 

got them to play at a normal speed, but play 
the guitar or piano two semitones up. In 
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PRODUCER'S DESK  

  You've optimized your desktop production system and made it 5.1 compatible. 

Now what about monitoring? 

Enter the Surround Monitor Controller from SPL: connect, select, switch and 

volume-control your surround and stereo sources and monitors with one nifty little 

desktop box. Genuine SPL build and audio quality included—for just $ 769 MSRP. 

Take control of your desktop monitoring. With the SMC from SPL. 

All you need is imagination, good ears and three letters: 

DAW/DA converter SACD/DVD player DIPS 

pL 

As with all SPL products, the SMC is conceived, designed and handcrafted in Germany 

SPL USA: toll- free 866 4 SPL USA infoOspl-usa.com www.spl-usa.com 

"The most important tool we use in our industry 
just got taken up about 10 notches. 

ADM% will change your life. 
Ted Curtis, Upstairs Productions, Oklahoma City, Ok 

Distributed in the United States by ADAM Audio USA (805) 413-1133 

Come meet the entire ADAM family at www.adam-audio.com 

other words, in completely the wrong key, 
so if you heard the guitar, it would sound 

completely wrong. But then I put it through 

Harmonizers and would pitch-change the 

whole thing down two semitones. And the 
warbling effect of the Harmonizers would 

make the guitar sound unusual and more 
low-toned. Crazy stuff like that. 

What was it like recording Nick Cave's last 
Nocturama? 

That album is by far one the best albums 
I've ever made. It's a fantastic album. It was 
recorded pretty much in five days. No 

A&R'ing, no management whatsoever. It 
went Top 10 or Top 5 in most countries in 

the world, but not in America. It sold lots 
with minimal promotion—promotion in the 
right areas. 

Nick Cave has built up a great following, 

is really respected and does things his way 

or how his band, the Bad Seeds, really 
wants to do it. They just do it for themselves 

with no restrictions whatsoever, put it out 

and it sells. The thing that's great about Noc-

turatna is we basically flew down to Mel-
bourne [Australia] because they were about 

to start a tour, and the idea was to go in for 

about four days and do demos. It was the 
first time I had worked with them for more 
than 20 years. It was a chance for us to get 

to know each other again and see if it was 
going to work. It was like a trial-period-
cum-demo to see if Nick had any songs. 

They all lived in different parts of the 
world so they all flew in, and I went in the 

day before and set everything up so that it 

would be easy for them. They walked in, 

picked up their instruments and Nick started 
plinking and plunking at the piano. I thought 
it was a great song; it sounded like a classic. 

I thought it was like a Nina Simone song. So 
I just pressed Record. They were basically 
still setting up. People were still coming in 

and I was recording it all. They all sat down, 
and Nick played the song all the way 

through. Nick wanted to play it again. He 
shouted out, "Launay, any chance of record-

ing this?" I said, "Well, I actually recorded it." 
So they came in and listened and thought it 

sounded great. So we basically did all these 
songs, 13 or 14 songs, as demos, just play-

ing one or two or maybe three takes of each 

until the arrangement was down. He was 

singing live, totally relaxed. 

Then we took a break, they did a tour 

and I came back to America for two weeks. 
Then I flew back there, and the plan was to 

get together again, maybe review some of 

the songs, work out what we're going to do 
and where we're going to do the album. So 

I got back there, and meanwhile, I've lis-
-CONTINUED ON PAGE 131 
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WE APOLOGIZE in advance for every CLASHING BASS NOTE, 
slightly OUT-OF-TUNE GUITAR and sloppy, LATE KICK DRUM 
you'll FINALLY HEAR through our [IA n I  monitors. 

111R623 

IIR824 

HR62.4 

Monitors are the only part of your studio that you 
actually hear. So despite all the creative names and 
interesting new monitor designs out there. ihr most 
important thing for you to consider when selccting 

studio monitors is how truthful they are to the music 
you're creating. And this is precisely why Mackie 

HR Series Active Technology"' monitors ate a 
professional standard worldwide. 

1HE WORLD'S FAVORITE AWARD-WINNING 
ACTIVE STUDIO MONITORS 
Greg Mackie and his team of obsessed, caffeine-
riddled engineers designed the Mackie HR Series 
studio monitors for a completely neutral, ruler-flat 

and non-fatiguing output. The stereo field is wide, 

deep, and incredibly detailed. Low frequencies are 
no more or less than what you recorded. And high-
end details are revealed like never before. So you 
can actually hear the distinct nuances of instruments 
across the entire frequency range. 

To put things simply, there is absolutely nothing 
you will hear through Mackie studio monitors that 
wasn't there when you recorded it. And we've got the 

credentials to prove it. 

.9 l'egiettk, Hear the HR Series' pure, 
unadulterated truth at your 
Mackie dealer today. 

Gpeg Mackie 

,  .12_LI_ • 11 -1 

t 800.258.6883 (Toll tree within U.S.) 
c 425.487.4333 (Outside U.S.) 
• info@mackie.com 

MUINCIKEE. 
www.mackie.com 



r Tom Jones 

Photos and Text 

by Steve Jennings 

Tom Jones will never go out of fashion, so Mix caught 

up with his guitarist/musical director Brian Monroney and 

the sound engineers when he hit San Francisco's Fillmore 

Auditorium. 

Monroney: "We have Metric Halo gear with us: three 
Mobile I/O 2882s, with two of them offstage connected 

to a pair of Mac G4s used for playback of backing tracks, 

and a third one in the keyboard rig. [Keyboarclist Frank 

Strauss runs Native Instruments' B4 and Pro-53 soft synths 

on a G4 PowerBook.] The two offstage systems are iden-

tical, both running Digital Performer, and are used to play 

back tracks on about a quarter of the songs in the show. 

We send three stereo submixes to FOH, and monitors get 

the same stems, plus 
two click/count-off channels: one for our drummer, Her-

man Matthews, and the other one goes to keyboards 

and Tom. 

"We're basically taking advantage of only a fraction 

of what the Mobile I/0s can do, but they sound ex-

ceptionally good and they've been rock-solid, both in 

terms of their physical design and the stability of the 

software/drivers. Tom's tour manager, Sandy Battaglia, 

provides and maintains all the baddine gear through his 

company, Gig Productions, and he gave me carte 

blanche in setting up these systems." 

FOH engineer Tom Woodcock mixes on a 48-chan-

nel Yamaha PM4000 using 46 inputs, while monitor en-

gineer Ed Ehrbar uses a Yamaha PM4000M, with 52 in- Pictured from left: Dave Nelson, 

put channels. "I'm running 14 in-ear mixes for the band backline; Sandy Battaglia, tour 

and Tom, and two wedge mixes. Tom has been using manager; monitor engineer Ed 

Shure mics live for his entire career. He says he bought Ehrbar; Brian Monroney, 

his first one while singing in clubs in Wales during guitarist/musical director; and FOH 

the early 1960s. We are currently using a Beta 58A." engineer Tom Woodcock 
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Sacramento Music Circll_q_kinds New Home 

The Sacramento Music Circus, a destination for more than 100,000 

patrons a year and the site of some of the city's most creative the-

ater production, moved from the canvas tent that the company used 
for 52 years and into the 2,200-seat Wells Fargo Pavilion. The re-

location called for drastic improvement to the venue's structure— 

induding reinforcing the walls with Teflon-coated fabric, insulation 

and soundproofing materials—and an equipment upgrade. 

To create an acoustically intelligent space for the new structure 

and to mimic its circus tent motif created a challenge because of 

its round, bowl-like shape. A team of experts was called in, in-

cluding sound designer Bob Sereno (California Musical Theatre), 

representatives from Meyer Sound, Robert F. Mahoney and Associ-

ates' Curtis Kasefang and Audio Analysts (Colorado Springs, Colo.). 

The Sacramento Music 

Circus' new system com-

prises 12 Meyer UPA-2P 

loudspeakers with 16 

UPA-1P cabinets as rear 

reinforcement. The sys-

tem was enhanced using 

four CQ-1 loudspeakers 

for dedicated effects, four 

UPM-2Ps for aisle fill (opposite the CQ-1s), nine for downfill and 

four as stage monitors. Frontfill was provided by 19 MM-4s, four 

USW-1P subs provided bottom end and Meyer's RMS networked 
the entire system. 

inside 

Live Mix News: 
Tours, Events, Installations 

All Access: Barenaked Ladies 

Tour Profile: Seal 

New Sound Reinforcement Products 

Nevvs 

U2's Bono and Beyoncé 

The San Diego Sym-

phony and audio rein-

forcement specialists 

Power Plus Sound & 

Lighting (San Mar-

cos, CA) hosted Doc 

Severinsen's Latin 

Band. Violinist limar 

Gavilan was outfitted with a DPA 4061 miniature 

condenser mic, a perfect fit because it doesn't 

"leave any marks on the instrument or change its 

timbre.".. High- profile human rights advocates 

such as Bono, Beyoncé, Peter Gabriel and The Eu-

rythmics were on hand to support Nelson Man-

dela's AIDS Awareness Concert last November. 

Sennheiser provided two dozen SKM 5000 N hand-

held transmitters and EM 3532-U dual- channel re-

ceivers, and Neumann KK 105-S capsules...Eliza-

beth Baptist Church (East Point, GA) brought Mike 

Hedden, president of dB Acoustic and Sound 

(Gainesville, GA), to consult on its latest upgrade to 

Sound Physics Lab loudspeakers, including a 

left/center/right sound system comprising two 

SPL-trikr. 
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Raise 

Focused. Instrumental. KSM. 

There's more than meets the 

eye to the new instrumental 

KSM studio condenser 

microphones from Shure. 

There's performance, heritage 

and versatility. The dual-

pattern KSM141 switches from 

cardioid to omnidirectional 

with the turn of a dial. 

The studio- workhorse KSM137 

powers through percussion 

and soars with the solos. 

www.shure.com 

©2002 Shure Incorporated 

'fre— 
Expectations. 

And the KSM109 rounds out 

the KSM instrument line with 

incredible price performance. 

These microphones feature 

transformerless preamplifier 

circuitry, extended frequency 

response, and incredibly low 

self- noise. They provide the 

technology, so your studio 

can provide the sound. The 

KSM line of instrument studio 

microphones. Only from Shure. 

It's Your Sound" 



On the Road 

Martina McBride 

John and Martina McBride started dating 

in April 1987, married a year later and 

landed in Nashville in 1990. Shortly 
thereafter, Martina began cranking out 

the hits and John struck gold in the 

sound reinforcement business. On tour 
and in the studio, Martina stands by her 

man when it comes to her sound. 

Who is easier to get along with:John 

McBride husband or John McBride au-
dio engineer? 

Martina: He really is easy to get along 

with no matter what role he's filling. 

Knowing that he cares so much about 

me and that he is a perfectionist about 

audio really puts my mind at ease on-

stage. I always say he's my "secret 

weapon." 

Cam to respond to that, John? 

John: Regardless of whether we're on 

tour or in the studio, when I step be-

hind the console and have to mix for 

her, she's fantastic because she sings 

right into the microphone. Around our 

house, you don't sing into the mic, 

that's grounds for divorce! 

What mic do you bave ber singing into 
these days live? 

John: I've tried six to eight different vo-

cal mics on Martina, and every time, it 

all comes back around to a hardwired 

SM58. That's the best thing I've ever 

heard her on. That's not to say we don't 

use wireless, however. On tour, we go 

with Shure UHF as needed—using a 

transmitter with a 58 capsule—and we 

also latched onto the Beta 54 headset 

recently. It's the finest headset mic I 

have ever heard. Tonally, it is magnifi-

cent, it has great quality and I really 

like the hypercardioid pattern. I've 

never had to use external outboard EQ 
with it. 

Playing 

.moe 
Sound Companies: Rainbow Concert Productions, 
Firehouse Productions 

FOH Engineer/Console: Steve Young/Midas Her-
itage 3000 

Monitor Engineer/Console: Bill Emmons/Midas 
Heritage 3000 

RA/Amps: Meyer Sound MILO 

Monitors: Shure PSM600 hard-wired 

Outboard Gear: Eventide H3000, IC Electronic 

M2000, 990, Delta Labs Effectron 2, dbx 120 Sub-

harmonic Synthesizer, Summit DCI2 compressor, 

dbx 166A. Drawmer gates 

Microphones: Shure Beta 91, Beta 88, SM57, 

SM98, KSM32; Audio-Technica 4050, Neumann 

KMS105, 414s 

Dashboard Confessional 
Sound Company: Audio Analysts 

FOH Engineer/Console: Mike Fanuele/Midas Her-
itage 3000 

Monitor Engineer/Console: Brian Bavido (also 

production manager)/Midas Heritage 3000 

RA/Amps: Audio Analysts' Alto Front-of-House 
System 

Monitors: Sennheiser Evolution 300 Series wire-
less 

Outboard Gear: Drawmer compressors/gates; IC 
Electronic M4000, M2000; BSS DPR901; Avalon 

tube compressor 

Mics: Sennheiser Evolution E 935, E 609, E 604, 
E 421 

OK Capital Joins the Leasing Business   

Doug Kocsis, a 15-year veteran of the leas-

ing business, has formed DK Capital Inc. 

(Okemos, Mich., just outside of Lansing), 

a new leasing company primarily dedi-
cated to serving the pro audio, lighting, 

A/V presentation and staging industries. 

DK Capital offers numerous financing 

options for both new and used equip-
ment, including various deferred billing 

scenarios, application-only financing and 

master lease programs. Kocsis, who was 

formerly with Accent Leasing, brings with 

him relationships with Midas, Klark 

Teknik, Electro-Voice, L-Acoustics U.S., 

Martin Audio, Nexo, Lab.gruppen, Cre-

ative Stage Lighting and Penn Fabrica-
tion, among others. 

DK Capital can be contacted at 2109 

Hamilton Rd., Okemos, MI 48868; 517/ 

381-2848; fax 517/381-2815; doug@dk 

captialinc.com. 
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Analog Eye for the Digital Guy 
So you have the computer, your favorite audio 
software, but you're still not getting "that" 
illusive sound. UA has the gear you really need 
to take your recordings to the next level. It's 
time to give your DAW a sonic makeover. 

From the TEC award winning 6176 Channel 
Strip, the EQ/PAR awarded 2192 Master Audio 
Interface and the multi-honored UAD-1 OSP 
Card with classic modeled plugs, UA delivers 
the sonic results that Pros depend upon. 

Whatever your DAW or budget, UA has a 
complete product line with the quality you're 
looking for from 44.1 all the way to 192k. 
Whether its stunning mic-pres, classic 
compression, pristine conversion or simply the 
best sounding plug- ins (TOM, VST, AU, MAS & 
DX), UA can supercharge your existing studio rig. 

Hear the difference. Upgrade to UA. 

analog ears I digital minds 
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UNIVERSAL AUDIO 

6176 
6108 Tube NounplifIr 
11761.8 liens Anvils 

All UA Products are Designed and Assembled with Care in the USA 

(awards for UAD-1 and/or 
included plug- ins) 
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330 Encinal, Santa Cruz, CA 95060-2101 • www.uaudio.com • toll-free: 866-UAD-1176 • voice: 831-466-3737 • fax: 831-466-3775 
©2003 Universal Audio, Inc. All Rights Reserved. The Universal Audio Name, Logo, "2192" and " 6176" are property of Universal Audio. 



. Photos & Text by Steve Jennings 
Mix caught An Evening With Barenaked Ladies" on their stop at Berkeley, Calif.'s, 

Community Theatre in early December. While each BNL show is a unique experi-

ence, fans were treated to an extensive set list culled from the band's (Steven Page, 

vocal's/guitar; Ed Robertson, vocals/guitar; Jim Creeggan, bass/vocals; Kevin 

Heam, keyboard/guitar/vocal's; and Tyler Stewart, drums/vocals) latest CD, 

Peepshow, and other classic alt-rockin' tunes from the band's catalog. 

Front-of-house engineer Robin Billinton, who 

has been working with Barenaked Ladies for 

12 years, is using an InnovaSon Grand Live 

48-input console. "It was my first choice be-

cause of its small size, good sounds and ease 

of use. Sound Art from Toronto is providing 

the PA.: four Meyer Milos, four MSL4s, three 650Ps, 

two UPA-1Ps and two UPA-2Ps per side. This tour 

has been all theaters, so the Milos are flown for the 

balcony and the rest is ground-stacked. The Milos 

hove worked very well for balconies. 

FOH engineer 

Robin Billinton 

(left) with systems 

tech Mike Smeaton 

"I was told [Barenaked Ladies] would decide al-

ter 15 years if I get the gig. Hopefully, it will work 

out, but meanwhde, I'm fortunate to work with a 

band who's open minded about trying different 

gear to make the show sound better." 

• 
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Drum/stage tech Robert "Tiny" Menegoni: 

"Tyler's (Stewart( kit is all Shure. Kick is 

Beta 52A; snare top and bottom is Beta 

57A; hats are KSM141; toms are SM98A, 

ove.-heads are KSM32; and for percussion, 

Beta 57A. Tyler uses a hardwired Shure 

P6HW beltpack for his ear mix, augmented 

with a Meyer USW-IP subwoofer." 

On the other side of the venue, monitor engi-

neer John Sulek (right) relies on a Midas Her-

itage 3000. "I take 48 inputs from the stage, 

plus eight reverb returns, and I use just about 

every output for the six stereo ear mixes 

(Ultimate Ears UE-5s1, stereo sidefill, drum 

sub, six reverb sends, four stereo matrixes 

for hardwire ear mixes and three submixes 

to FOH as backup. The band's RF rack con-

tains a Shure U4D receiver for Steve's (Pagel 

vocal mics and six PSM700 mixes. I'm using 

TC Finalizers as insert Ea/compression/limit-

ing on the ear mixes. Steve's vocal mic ;s a 

Beta 87C capsule on a Shure UHF wireless. 

The rest of the band is using Beta 58As, ex-

cept for Ed, who has been trying out a hard-

wired Beta 87C lately with good results. 

1 still have fun mixing these guys after 

II years! They are amazing to work for, 

and they own the monitor rig, which 

makes my life pretty stress-free at pre-

production time." 



*Ace 

Standout Vocalist 

Returns With 

Sophisticated 

World Tour 

By Heather Johnson 

s
ave for a red light emanating from his wireless mic and the white glow 

of a Macintosh's Apple logo, Seal and hand seemed nearly invisible as 
they stepped onto the dark stage at the sold-out Warfield Theater in San 

Francisco. Hands raised—some in celebration, others reaching for the singer's 

black cargo pants—the audience warmed up on one of the chilliest nights of 

the year by listening to a lengthy set from Seal's four-album catalog, including 

his latest release, Seal IV. Released last September on Warner Bros., the album 

earned a Grammy nomination this year for Best Remixed Recording for the 

single "Get It Together" 

Though the England-bred vocalist/songwriter emerged from the house mu-

sic scene of the early 1990s, Seal's music elegantly blends jazz, soul, pop, rock 

and dance, as evidenced on "Crazy" his first Top 10 U.S. single. His self-titled, 

multi-Platinum follow-up, released in 1994, yielded the Number One single § 

"Kiss From a Rose" and a Gratruny Award for Record of the Year and Song of e 
the Year. Human Being, released in 1998, fared reasonably well, almost reach- ul 

ing the Top 20 with yet another batch of gently grooving melodies and lush 

production. But with the funk- and Stax-era soul-informed Seal IV, however, 72 

the chiseled performer with the warm, sensual voice makes a welcome return g 

by delivering one of his most accessible and danceable albums to date. a x 
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Full Sail's Sail's Stuiio A is one of over 60 studios, production 
suites, and computer labs located on campus. 

INFVF (MT THE GEAR. 
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• 

If you're passionate about pursuing a 
career in the recording industry, 

Full Sail is the place to start. 

To find out why: 

800.226.7625 
fullsail.com 

• 

YOU CAN GET THERE FROM > HERE 

3300 University Boulevard • Winter Park, FL 32792 
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Veteran engineer Orris Henry began 

working with Seal as monitor engineer in 

1994, the year the artist first wowed the U.S. 

with his sophisticated pop. When an offer 

came to work front of house for the soulful 

40-year-old singer, Henry promptly quit 

working on a tour with KISS and accompa-

nied Seal to Europe last fall for select pro-

motional dates (to Henry's delight, hitting 

both Paris and Milan's Fashion Week), 

where he ran both monitors and FOH. 

When the U.S. tour kicked off in November, 

Clair Bros. engineer Blake Suib, ruler of 

monitor world for star acts such as Destiny's 

Child, Alicia Keys, Madonna and Prince, as-

sumed backline duties. 

For the Warfield date, both Henry and 

Suib mixed on Midas Heritage 3000 con-

soles. "We're using it as a front-of-house 

board mainly because there weren't any 

XL4s available," Henry says during a pre-

soundcheck break. "And I'm such an adapt-

able kind of guy I can make it work!" he 
adds, laughing. 

Opening act Wilshire occupied 12 of the 

console's 64 inputs, with another 12 re-

served for Seal, keyboardist Dave Palmer, 

keyboardist/programmer Tim Weidner, 

bassist Chris Bruce, guitarist Eric Schermer-

horn and drummer Earl Harvin. 

Henry's sparse array of out-

board gear includes a Lexicon 

480L, an Eventide Orville—"the 

latest and greatest Harmonizer," 

he says—and a TC Electronic D2 

digital delay. Henry uses the 

Lexicon and the Eventide for 

both vocals and drums, and 

leaves the TC unit open. "With 

those effects, I can re-create all 

of the sounds that are on the 

records," Henry says. "Some-

times I hit 'em, sometimes I 

don't. When you're doing them 

live, your next chance is the next 
show." 

Appearing as uncluttered as 

Henry's FOH area, Seal's stage 

contains no wedge monitors and 

very few microphones. "Except 

for the cymbals, everything on-

stage is electronic," Henry says. 

"We want to keep a dead-quiet 

stage so that the vocal mic has 

nothing feeding into it, which 

gives you optimum sound. He's 

got such a spectacular voice that 

you don't want to mess it up." Pro-

duction manager Tom Mayhue, 

who, like Henry, has worked with 

Seal for nearly a decade, says that 

they haven't experienced any problems with 

this setup, though it is a bit "more technical" 

than previous tours. "It's historically been a 

computer-oriented kind of music," Henry 

adds of Seal's work. "From his first single, 

'Killer,' there were computers involved." 

Electronic drums—specifically, kick, 

snare, rack and floor—run through a 

Roland TDIO VDrum Module, cymbals get 

miked with Audio-Technica 4050s and the 

hi-hat is miked with an AKG C 535 EB. 

Bass and keyboards are run through 

SansAmp DIs. Henry also uses Audio-

Technica 4050s on the two electric guitars, 

although the amplifiers remain isolated in 

a small box to the side of the stage. "The 

guitarists can get the tone they need by 

playing as loud as they want, but it does-

n't affect the stage sound because it's not 

too loud," adds Suib. 

Seal's silken vocals are milted with a Neu-

mann/Sennheiser hybrid wireless mic, which 

combines the Neumann KMS 105 capsule 

with the Sennheiser 5000 wireless transmit-

ter. Henry also uses a Focusrite ISA 430 Pro-

ducer Pack and the BSS 901 compressor for 

"some serious de-essing," Henry says. "He 

really empha-sss-izes his s̀-s-s-s-sr' a lot." 

Acoustic guitar and bass receive treatment 

from a dbx 120 subharmonic processor. 

Monitor engineer Blake Sul (left) with FOH engineer Orris Henry 

The glowing white Apple icon that 

greeted the crowd resides on a Pro Tools-

equipped Macintosh G4 laptop. Key-

boardist/programmer Weidner uses the 

computer to fly loops in and out during 

the show. "It's no secret we use Pro 

Tools," Henry admits, noting Seal's inter-

est in new technology. "The music does-

n't rely upon it, it just enhances it." Seal, 

who also uses Pro Tools in the studio, re-

quested the unencumbered, computer-en-

hanced stage setup. "There's only one 

guy's name on the marquis, so we make 

him happy," Henry says, laughing. "He's a 

really great guy; very easy to deal with. 

And he knows what he's talking about. 

He's a real tech-head—into toys and gadg-

ets and whatnot." 

Although Seal's sound crew regularly 

travels with Clair Bros., for the artist's 
North American tour, they rented racks 

'n' stacks from local production compa-

nies. Bay Area-based Sound on Stage 

provided an L-Acoustics line array P.A. 

system for the Warfield date, which in-

cluded 20 L-Acoustics V-DOSC cabinets: 

two clusters of five flown and two clus-

ters of five on the deck. L-Acoustics SB 

218 subwoofers were stacked four on the 

floor per side, with three more flown at 
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the center of the stage. Four Sound on 
Stage Power Physics 222 Proprietary 

speakers rounded out the system. Crown 

Macro 5000 IS-8 amplifiers powered the 
RA., with support from three XTA DP226 
loudspeaker-management systems and 

three XTA GQ600 dual/stereo gates. 

Seal and band used Ultimate Ears UE7 
in-ear monitors with Sennheiser EW 300 

IEM wireless systems. Suib also wears the 

Sennheiser beltpack and sets it to the same 

volume as Seal's, "so we're hearing the ex-
act same thing. I'm wearing the same ears 
as him, and I just do a front-of-house-style 

mix with full effects." 
Those effects include a TC Electronic 

2290 delay unit, a Lexicon PCM90 digital re-

verb and a Yamaha SPX 990 used only as 

a chorus/flange during the "Bring It On" in-
tro. "That's a specialty effect," Suib says. 
"Seal's voice is affected with that sound. I 

reproduce the same effect that's on the 
record. For Seal, I mostly use the reverb 

and delay, but 'Bring It On' has to have [the 

SPX 990l." 
The rest of the band is set up with pre-

fader mixes, "so their mixes are just sort of 

'set it and forget it,'" Suib says. That said, 

he still aims to "nail" the mixes for each 
song, which obviously benefits the band 

but is crucially important to the vocalist: 
"On a particular song, if he's pitching off a 

keyboard and I don't have it up at the right 

level, that can mess him up," Suib explains. 
"You've got to be on it 100 percent of the 
time. You've got to be listening. For ex-

ample, if I have to take my ears out to trou-
bleshoot a problem, his mix would cease 

to be happening, which might screw up his 

pitch; he's reliant on [that mix], because 
there's no other sound. If I don't make sure 
the mix is right for every song, if I miss a 

cue with in-ear monitors, it's pretty easily 

noticed because it's right in their ears. 
Suib sends bass and kick through the subs, 

allowing the musicians to hear their natu-

ral rhythm. Everything else is fed through 

the ears. 
The crowd erupted as Seal launched 

into his two-song encore, which included 

"Bring It On," complemented by standout 
lighting and, of course, top-notch sound 
Henry says that he's wanted to work front 

of house for Seal for years, and, apparent-

ly, it's a gig worth waiting for. "This tour is 

a mixer's dream," he says. "You've got a 

great band, great songs and a world-class 
singer. You'd have to be a real bozo to 

screw this up." • 
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Live mix 

New Sound Reinforcement Products 

ALCONS "THE RIBBON" LINE ARRAY 

Alcons Audio (www.alconsaudio.com) is now shipping its LR16 

"The Ribbon" line array, an active two-way system that can be 

stacked or flown in vertical arrays. The compact and flexible de-

sign makes it ideal for small to medium venues, and with a max-

imum SPL of 135 dB per unit (and 1,000-watt peak handling), it's 

also suitable for larger applications when used in extended arrays. 

High frequency is provided by Alcons' powerful RBN601 ribbon 

driver, offering superb intelligibility/throw and excellent gain be-

fore feedback. Frequencies below 1,200 Hz are via two 8-inch 
mid-bass drivers, allowing true full-range use down to 55 Hz. 

ALTAIR ELECTRA E-3 CONSOLE 

Altair Audio (www.altairaudio.com) debuts Electra E-3, a semi-

modular console designed for front-of-house or monitor applica-

tions. Offered in 32/40/48-input channel configurations, Electra 

E-3 features eight subgroups, 16 auxes, eight VCAs with motor-

ized faders, an 8x16 matrix and LCR output masters. Eight mute 

masters can store 128 mute scenes, and digital parametric 
equalization and onboard dynamics complement the aux outs. 

Inputs have 4-band EQ, with peak-shelf switchable LF/HF 

bands and fully parametric rnids. Metering is extensive with 
nine-step LEDs next to each fader, along with 24 LED meters 

on the auxes and groups, and four mechanical VUs for PFL and 

LCR masters. A connector for an optional redundant power sup-
ply is also standard. 

INTER-M L SERIES AMPS 

Ranging in size troin the 830W L-800 up to the 2,400W L-2400, the 
new L Series 2-channel amps from Inter-M Americas (www.inter-

m.net) occupy only two rackspaces. Features include rear-exit 

forced-air cooling, switchable clip limiting, 30/50Hz highpass fil-
ters, and front panel status indicators for levels, clip, stereo/par-

allel/bridged modes and activation of protective circuits. The rear 

panel has binding post and Speakon outputs and Combo TRS/XLR 
inputs. 

RANE PERSONAL MONITOR PROCESSOR 

The MM 42 Monitor Processor from Rane (www.rane.com) lets 
performers and engineers optimize personal monitors while en-

suring a safe, dynamic mix. Connecting in-line between a console 

and a wired/wireless monitor system, the MM 42 processes a sin-

gle stereo mix (or two independent mono mixes) using shelf/cut 

filters, 3-band compression, 5-band parametric EQ and 3-band 
peak limiting. An assignable low-frequency output with adjustable 

bandpass filter allows direct connection to powered subs or bass 
"shakers" without an external crossover. The onboard headphone 

amp (8- and 83-inch jacks) and Cue Bus functionality permit easy 
setup and monitoring of multiple mixes. Retail is $999. 

SPI "THE RUNT" 

Sound Physics Labs (www.soundphysics.com) debuts "The Runt," a 

compact, powerful loudspeaker usable as a main RA., pole-mount, 

monitors or as sidefills. Placed on its side or upright, The Runt's 

boundary-compliant design allows placing the unit directly on a 

physical boundary for improved gain before feedback without the 

"self-interference" that other designs produce. The Runt features two 
8-inch woofers and a 1-inch 

HF compression driver, with 

a common Baltic birch horn 

in SPL's patented Unity 

Summation Aperture config-
uration. Response is 65-20k 

Hz (±3 dB), power handling 

is 400W continuous and 

coverage is 90°x55? The 65-

pound unit is 24x14x13 

inches (HxDxW) and has 

two NIA connectors. 1.111.111111111111111111emm 
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BITSTREAM 
BY OLIVER MASCIAROTTE 

Snails and Puppy Dog's Tails 

Filling Up the Open Source Tub 

H oly Juno, readers, it's February and that gives 
me a chance to talk about my love. Though 

my family is first in line, right up there in third 

place is gadgets, those geeky toys we all love to mess 

with. During the last few months, we've been discussing 

Open Source Software (OSS) in general and audio in 

particular. But if you're into desktop production, you'll 

get a kick out of all the other things you can do with 
OSS and an old computer. 

Not all OSS is operating systems. Starting with prac-

tical stuff, SourceForge, currently the largest repository 

of Open Source code and applications, lists several hun-

dred results just from searching for the string "MPEG: 
Though many are either in perpetual alpha or pure pie 

in the sky, FFmpeg is "a complete solution to record, 

convert and stream audio and video." It includes a sim-

ple player, codecs, a command line tool and streaming 

server, along with libraries containing parsing executa-

bles. There's another project cooking up an FFmpeg Co-

coa GUI just for confessed CU lightweights. 

Asset management is increasingly becoming an issue 

for media producers, so you may want to evaluate 

MPEG Database, "a collection of PHP scripts and class-

es that allow you to catalog and search your MPEG files 

[MP3] and their header info." MPEG Database is intend-

ed to be used with MySQL, a popular and highly regarded 

Open Source Structured Query Language (SQL) database. 

SQL, pronounced "see-lcwull," is an ANSI/ISO standard 

method to create, update and query big-time relational 

databases. Examples of relational databases are Mi-

crosoft's SQL Server, cross-platform lightweight Filernak-

er Pro, IBM's DB2 and category pioneer Oracle Corpora-
tion's Oracle9. 

For fans of that other "open" paradigm, namely open 

standards, there are a few SourceForge projects for im-

plementing MPEG-7 metadata infrastructure. None of 

these efforts have released any results, but the OpenIPMP 

Project, addressing MPEG-21 plumbing, currently has a 

0.8 release. OpenIPMP is an "Open Source DRM for 
MPEG-4 adhering to ISO/MPEG IPMP Intellectual Prop-

erty Management and Protection open standards...ISMA 

[Internet Streaming Media Alliance] streaming and OMA 

DRM [Open Mobile Alliance Digital Rights Management] 
specs." (By the way, I'll be covering the ISO/IEC's MPEG-

7 and MPEG-21 standards in a future column if I can just 

get past all of those three- and four-letter acronyms!) 

For those of you with something to hide, there are 
many tools and applications that provide AES functional-

ity. Not our AES, the other AES—the Advanced Encryp-
tion Standard. AES has been selected by our trustworthy 

government as the official replacement for triple DES, the 

old-school way to securely encrypt data. The National In-

stitute of Standards & Technology adopted AES because 
of its "combination of security, performance, efficiency, 

ease of implementation and flexibility." Also hiding (yiuk 

yuk) within SourceForge are five different steganography 

applications—in various states of completion—that con-

ceal data within audio, typically lossy coded files. I wrote 

a bit about stego' back in August 2002 but, in brief, 

steganography is the science of hiding information with-

in other information. Audio watermarking is an increas-

ingly common example of steganography. 
For those of you, poor things, who simply cannot do 

without "Windoze," there are several Open Source DOS 

and Windows emulators along with a .NET workalike, Mi-

crosoft's next great hope for future revenues and com-

petitor obfuscation. Don't forget the infamous Lindovis, 

which serves as the heart of WalMart's $199 PC. For those 
who can take or leave Windows but think they need Mi-

crosoft's other popular offering, there's OpenOffice/ 

StarOffice/Neo0ffice, depending on your operating sys-

tem of choice. This bevy of productivity suites reads, ed-
its and writes Office files, all without the costs a çsnciated 

with the original. 

Fans of Max, Cycling '74's geeky, object-oriented sig-
nal processing framework, will appreciate GStreamer, a 

set of building blocks for the "construction of graphs of 

media-handling components, ranging from simple MP3 

playback to complex audio [mixing] video [nonlinear 
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The experts speak 
"I choose the tools that best help me convert my ideas and imagination into music. That's why I'm 

using M-Audio's new Studiophile BX8 reference monitors. They sound absolutely brilliant—even 

coffer an exhausting 18-hour writing day. And what I hear in my studio comes across exactly 

as I intended, wherever my mixes go." 

"I'm surprised and excited by the tonality of the BX8s. Unlike most speakers I've checked out, they have 

a nice open middle quality to them—along with the bonus of a smooth low end and not-too-shiny top. 

I added M-Audio's subwoofer and was really impressed with what it contributed to the mix." 

.00 
I have to go between analog and digital all the time and the BX5s have become my workhorse." 

"Little package, big presentation. I wouldn't work a session without them." 

engin, ducer; L arey, C 

"Music broadcasts differently on different networks. So this week, the final test of the music created 

and mixed on M-Audio monitors was listening to it on air. "Will & Grace" (NBC), "Good Morning Miami" 

(NBC), "Reba" (WB) and "Less Than Perfect" (ABC) all sounded great." 

,athan 

Studiophile BX8 BX5 SBX LX4 

> Where do you want to take your music? P11-AUDIO 
www.m-audio.com 



BITSTREAM  

editing] processing." Not many folks know 

about Max, but everyone I know who has 

a TiVo or other PVR says it's changed their 

life. So, why not check out the well over a 

dozen hacks and workalike variations that 

are floating around the Open Source com-

munity? For boatloads of TiVo fun, check 

out Raffi Krikorian's TiVo Hacks from 

O'Reilly. Speaking of transformative tech, 

you may have heard of several fellows 

who've cobbled together low-cost Seg-

way" clones without the safeguards—wear 

a helmet! 

Something that we all need to do more 

of is advertise and promote our services. If 

you don't get the word out, then the bidness 

doesn't come in. A Website, that essential 

"silent salesman," is pretty simple to brew 

up, and the overwhelming choice for serv-

ing it is the Open Source donation from the 

Apache Software Foundation. For every 

dozen Web servers out there, eight are run-

ning Apache and the rest are running 

Netscape, Microsoft or another server soft-

ware. Also, if you want a database-driven 

site where you don't have to handcraft every 

page, then the potent Open Source combi-

nation of Linux, Apache, MySQL and 

" Maximum Control" 
InnovaSON has years of experience in digital live sound with 

hundreds of consoles in use every day around the world Our 

new Sy80 control surface has been specifically designed for 

live mixing, providing the fastest most direct performance 

control without the need for multiple channel strips, hundreds 

of pots and switches, or layers 

Just what you need, when you need it... 

...immediately 

• 48 buses 

• 80 Inputs, 80 faders 

• no layers needed 

• cost effective - exceptional 
• superb performance to weight 

• acclaimed audio quality 

• durable and reliable 

• global support 

/ 

return on investment 

ratio, only 94kg 

" the band loves it, our monitor engineer loves it, 
our production accountant loves it" 

Neil McDonald - Tour Manager, Stereophomcs 

innova 
SON 

Distributed in the USA Exclusively by Sennheiser Electronic Corp. 
One Enterprise Drive, Old Lyme, CT 06371 • Tel: 860-434-9190 

PerVPHP/Python for scripting makes it all 

happen in a powerful, low-cost package. 

Of course, if you do run your own site, 

then you probably also spend some serious 
time thinking about security. You should, 

anyway. Along with all of the other OSS out 

there, several firewalls, sniffers, spam killers 

and honeypots are available for a free down-

load. Firewalls inspect network traffic and 

impose predefined rules on what traffic is al-

lowed to pass in or out. Think of it as 

parental controls for your network, except 
in this cast', the parent is the sysadmin, or 

system administrator. As the IPCop team 

says, "The bad packets stop here!" 

Honeypots are lures—virtual flypaper 

for hackers. Hackers who make it past a 
firewall may find themselves exploring 

what appears to be a legitimate server or 

private network, searching for vulnerabili-

ties. All the while, their intrusion has been 

anticipated and their activities in this mock 

environment are monitored and logged in 

an effort to glean information on their iden-

tity and modus operandi. This may, in turn, 

help a sysadmin move against the hacker, 

spammer or malcontent. Be aware, though, 

that many of these tools, in the wrong 

hands, can be used by those self-same 

"Black Hats." Take AirSnort, an example of 

several wireless LAN tools that crack en-

cryption keys on WEP-protected 802.11b 

networks. As I mentioned back in July '02, 

802.11b networks are none too secure and 

administrators should be aware of these 

chinks in their armor. 

As I've mentioned before, OSS is, by and 

large, for advanced computer users and not 

your average punter, though if you're famil-

iar with Unix, then you're probably ahead 

of the game. I've also said before that un-

less you really enjoy screwing around with 

software at the most basic level, then OSS 

probably isn't for you. If, however, you are 

growing disenchanted with Microsoft but 

still enjoy the thrill of mastery over an ar-

cane magic, then take heart: There is an al-

ternative and you may just find an affinity 

with what Open Source evangelist Tim 

O'Reilly calls Open Source's "architecture of 

participation." It may "open" up a whole 

new world for you. 

This month's column was written under the 
influence of Amnon Wolman's Dangerous 

Bend on the c74 label and PentaTone Clas-

sics' hybrid multichannel SACD reissue of 

the Academy of St. Martin in the Fields' 1971 

performance of the Four Horn Concertos by 

Wolfie A. Mozart. For tes, books, links and 

an expanded version of the column, visit 

www.seneschal.net. 
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We're always in tune 
with your needs. 

Pro Audio Design provides complete 

turnkey integrated solutions for 
recording professionals, large or 
small. We offer over 100 brands 

of new, used and vintage gear. All 
backed by experienced engineers, 

producers and technicians who 

consult with you before designing 

and installing a system that perfectly 
meets your needs. No matter the 
size of the studio you have in mind, 

talk first to the people who take 
the time to listen and understand. 

Pro Audio Design. Visit us online 
or call 877-223-8858. You'll find 
we're music to your ears. 

Professional 
Audio 
Design 
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ALWAYS A SOUND DECISION 
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NEW PRODUCTS 

Tools of the Trade 

emt_olaitorX) 

E-MU SYSTEMS 

EMULATOR X STUDIO 

Two new PC-based desktop sampling sys-

tems from E-mu Systems (www.emu.com) 

offer tools for automated sampling and 

preset creation, an integrated waveform 

editor, synthesis and a mastering-grade 24-

bit/192kHz audio interface with hardware-
accelerated effects. The $599.99 Emulator 

X Studio has two TFPro mic preamps 

(with phantom power), six balanced ana-

log inputs, eight balanced analog outs, 

turntable input and eight speaker outs 

(configurable to 7.1). Also included are 

ADAT I/O, S/PDIF I/O, S/PDIF out, two 

sets of MIDI I/O and a FireWire interface, 

word clock I/O, SMPTE I/O and MTC out. 

The more basic $299.99 Emulator X has 

two channels of balanced analog I/O, 

ADAT I/O, S/PDIF I/O, MIDI I/O and a 
FireWire interface. 

ATR 2-INCH 8-TRACK HEADBLOCK 

ATR Services (www.atrservice.com) debuts 

a 2-inch 8-track headblock designed to fit 

Studer A827 analog 2-inch recorders. Made 

in-house by An, the plate is machined to 

close tolerances from a solid block of air-

craft-grade aluminum. The package can in-

clude a set of Flux Magnetics Mastering 

heads (including an extended response 

play head) and is optimized for use with 

the Aria Reference Series Class-A discrete 

electronics. (Aria electronics are also avail-

able separately.) The headblock is $2,595, 

or $11,595 with Flux Magnetics extended 

response heads. 

ATI AV8 SERIES 

All (Audio Technologies 

Inc., www.atiaudio.com) 

has released the AV8 Se-

ries, a new product line 

of Cat-5/6 twisted-pair 

transmitters and receivers 

for composite or 

S-Video and stereo 

audio (balanced or 

unbalanced). These 

are the first products 

to be delivered in 

All's compact 

XFORM size, a ;4-

rack-width package, with 

1RU and 0.5RU-high variations. 

The AV8 can transmit video and audio 
signals up to 1,000 feet over twisted-pair 

UTP cable such as Cat-5/5e/6. UTP ca-

ble is a fraction of the size of coaxial 

cable, much lighter, more flexible, 

easier to terminate and less 

expensive. 

SENNHEISER HD 650 

Sennheiser (www.sennheiser 

.com) released an enhanced ver-

sion of its popular HD 600 

headphones. The new HD 650s 

feature hand-selected matched 

transducers, lightweight alu-

minum voice coils, specially 

developed OFC copper cable 

with Kevlar reinforcing to eliminate 

handling noise, gold-plated V4-inch 

plug and a two-year warranty. Price: 

$499.95. 

ROLAND MC-909 EDITOR 

Roland (www.rolandus.com) has released 

the new MC-909 Editor for Mac or PC. The 
editor allows users to adjust everything 

from envelope generators, oscillator pa-

rameters, effects parameters or even sys-

tem-wide settings. Supported platforms in-

clude Mac OS 8.6, 9.x and OS X (10.2 or 

later) or Windows 98/ME/2000/XP. MC-909 

owners can download the software free at 

www.mc-909.com/downloads.html. 

DESK DOCTOR ZX CARD 

The ZX card from Desk Doctor (www. 

deskdoctorcom, www.proaudiodesign 

.com) allows SSL E and G computers to act 

as a timecode master and reference locator 

for any DAW, video deck or code-only 

slave. The card has outputs for timecode 

and Sony 9-pin protocol, making it com-

patible with a wide variety of existing 

audio and video gear. Price: $2,495. 

SK ENGINEERING MINI-SAM II 

The Mini-SAM II from SK Engineering 

(www.skeng.com) digitally records and 

plays back synchronous 2-channel digital 

audio and control information at up to CD 

quality into nonvolatile solid-state memory 

for message repeating and control applica-
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Princeton Digital 

dons where cost and space are a 

concern. The unit's message and 

control information can be 

changed an unlimited number of 

times, and files are mastered via 

the included Windows-based 

software. Message play can be 

triggered from sources such as 

motion sensors, switches, logic 

signals, door/pressure sensors 

and more. Price: $595. 

CONTOUR DESIGN NOTERISER 

Pertect tor audio laptoppers with sore 

necks, Contour Design (www.contour 

design.com) debuts the NoteRiser, which 

enables laptop/notebook users to position 

the computer for optimal ergonomic in-

tegrity, optimizing it for use with an exter-

nal keyboard. The aluminum-alloy unit 

weighs less than 14 ounces, and places the 

screen at the appropriate 

height/angle to help 

decrease eyestrain 

and improve posture. 

The 11.8x10.6-inch 

unit flattens to ap-

proximately k-inch lo: 

portability. Price: 

$129.95. 

IZOTOPE OZONE 3 

iZotope (www.izo 

tope.com) has re-

leased Ozone 3, the 

latest upgrade of its 

PC-based master-

ing plug-in. Fea-

tures include 

MBIT+ 

wordlength reduction, tape modeling, tube 

modeling, intersample clipping prevention 

and 64-bit acoustic-modeled reverb. There 

are also more than 30 additional features 

covering automation, performance, meter-

ing, processing and more. Price: $199 

(download) or $229 (CD-ROM); as an up-

grade from Ozone 2. Ozone 3 is $49 

(download) or $79 (CD-ROM). 

PRJVCETON DIGITAL 

SP2016 PLUG-IN 

Princeton Digital has released Pro 

Tools I HD plug-in versions of the leg-

endary Eventide SP2016 reverbs. The $699 

plug-in set, called Reverb 2016, includes 

the stereo room, room reverb and high-

density plate algorithms from the original 

hardware unit. The set requires a Pro 

Tools I HD or Accel system running under 

Mac OS X, 10.2 or newer. The initial re-

lease supports 44.1/48kHz sample rates; a 

96IcHz upgrade for Accel hardware is 

planned for release soon, and Rev. 1.0 

purchasers will receive free upgrades. A 

fully functional 30-day demo version can 

be downloaded by visiting www.princeton 

digital.cona. 

YAMAHA VST PLUG-INS 

Yamaha has released three VST plug-ins 

for the Mac (9.x or X) and Windows (XP, 

2000. ME. 98 or 98SE) platforms. The trio 

includes Pitch Fix ($299), providing bar-

mant pitch correction; Vocal Rack ($199), a 

suite of vocal processing tools; and Final 

Master ($199), a group of tools for audio 

sweetening. The plug-ins will operate with 

any VST/AU-compatible software. For 

more info, visit www.motifator.com. 

GARRITAN PERSONAL ORCHESTRA 

From the high-end Garman Orchestral Li-

braries (www.personalorchestra.com) 

comes the new, affordable Personal Or-

chestra. The package is a library, sample 

player and notation program in one con-

venient package. Personal Orchestra con-

YarnEri8 MSP10 SUU[lig 
Note: The following product was inadvertently omitted from the Mix 

roundup of new studio monitors in the December issue. Our apologies. 

YAMAHA MSP10 STUDIO 

The MSP10 Studio from Yamaha (www.yamaha.com/proaudio) is a 

bi-amped design, featuring an 8-inch woofer driven by a 120-watt 

amp and a 1-inch titanium-dome tweeter with a 60W amplifier. 

The MDF cabinet has art integrated waveguide that achieves uni-

form dispersion over 120°. The rear panel has balanced XLR inputs, 

input-sensitivity control, response trim switches for both the 

woofer and tweeter, and an 80Hz Low-cut switch (recommended 

when using the MSP10 Studio with the optional SW10 subwoofer). 

Retail: $999/each. 
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tains samples of all the major instruments 

in a symphony orchestra, in addition to a 

Steinway concert grand piano, Stradivarius 

violin, Wurlitzer and Venus concert harps, 

Haynes flutes, Heckel bassoons, Mustel 

celeste, Rudolf von Beckerath concert 

pipe organ, harpsichord and many more. 
Price: $249. 

--TALKOACK PHONES  

OUTIM 

CUE 

Genex GXR PC control software (Windows 

XP), enabling cut/copy/paste/erase opera-

tions on up to 48 channels of audio data. 

Connection is via USB 2.0. The GX9MB 

meter bridge ($1,000) provides up to 48 

channels of 24-segment level metering in a 

19-inch, 4U chassis that can be freestand-

ing, rackmounted or mounted onto the 

MOOT tillOt 

00 

00 

INYor St," 

0 0 0 

tures three sets of monitor outputs, each 

with their own trim pots and three sets 

of analog stereo analog inputs. Two of 

these inputs feature balanced TRS jacks 

and the third has RCA inputs with trim 
control for matching signals at different 

levels. It also accommodates two digital 

inputs (S/PDIF or Toslink), providing 
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CYCLING '74 RADIAL 1.1 

Radial 1.1 from Cycling '74 is a loop-based 

composition and performance tool de-

signed for Mac OS X's CoreAudio and 

CoreMIDI, allowing the use of multiple au-

dio and MIDI interfaces at very low laten-

cy. New features include a convenient file-

grouping mechanism and improved sync 

capabilities. Radial is $199 and is available 

for purchase or download from www. 

cycling74.com. 

AIRR SUPPORT MIC STANDS 

Ain Support (www.networkpro 

mktg.com) has improved its line 

of mic stands, substantially 

upgrading reliability and 
adaptability. The larger, 

steel-reinforced height-adjust-

ment crank has an improved 

gear ratio for smoother oper-

ation, while the counter-

weight features a higher-quali-

ty screw mechanism for greater 

sturdiness. For extra stability, a second 

sandbag is now included as an additional 

counterweight. The overall look of AiRR 

stands has also changed, with an all-

black electroplated finish. The stands are 

available in three sizes and are priced 

from $335. 

GENEX GX ACCESSORIES 

Genex (www.genexaudio.com) releases 
new accessories for its GX9000 and 

GX9048 multitracks. The GXR948 Remote 

Controller ($2,500) enables direct control 

of up to 48 channels of record arming and 

monitoring, with no bank switching via 

dedicated buttons for each function, plus 

displays for critical parameters. The GXPC 

Edit is a $500 plug-in waveform editor for 

GXR948 remote. Features include timecode 

display, recorder status and signal present 
LEDs. Meter dynamics, fine-scale calibra-

tion and over-sensitivity can be controlled 

remotely from the GXR PC software or the 

GXR948 remote. 

PRESONUS CENTRAL STATION 

At the recent Winter NAMM show, 

PreSonus (www.presonus.com) debuted 

Central Station, a passive studio control 

center aimed at DAW users. The unit fea-

D/A conversion up to 24-bit/192 kHz. Al-

so included are two headphone outs; 

mute, dim and input select; cue select; 

and output select. An optional remote is 

available for talkback, mute, dim, input 

and output selection, as well as level ad-

justment. Price: $699.95. 

AUDIO EASE IMPULSE RESPONSES 

Audio Ease now offers acoustic samples 

(impulse responses) of Australia's famed 

Trackdown scoring stage 

for use in Altiverb, a 

sampled acoustics 

plug-in. Located in 

Sydney, Trackdown is 

one of Australia's 

largest, independently 

owned, purpose-built orchestral film scor-

ing stages. Built in 2003, it features the lat-

est in acoustic design for a world-class 

scoring environment. Samples can be de-

moed and purchased at www.audioease 
.corn/IR. 

SONIC STUDIO SONIC MAGIC 

Sonic Studio LLC (www.sonicstudio.com) 

now offers Sonic Magic, a custom version 
of Dark Matter's Media Magic EDL transla-

tion utility for the Mac. Media Magic format 

can read/convert many of the disk and file 
formats used in pro audio post/music facil-

ities, allowing source projects and audio 

files to be interchanged between a variety 
of different systems/standards. Sonic Magic 

is a cost-reduced version of Media Magic 

for Sonic Studio owners to translate both 

source sound files and EDLs between Son-

ic Studio and Pro Tools 5.0 systems. Fea-

tures include converting region definitions, 

locations of those regions on the timeline 
and crossfade approximations. Sonic Magic 
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also supports AES31 import and export of 

Sonic Studio projects. The upgrade is free 

for registered owners of UltraTools1HD 2.2 

and 2.3 bundles, as well as for registered 

owners of SoundToy's individual HD-com-

patible plug-ins. 

ECHO INDIGO 10 

Echo Digital Audio (www.echoaudio 

.com) offers the Indigo io portable 

recording system for Mac/PC laptops. 

The new unit offers the same hardware 

and software as the original Indigo but 

adds a stereo analog input. Indigo io fea-

tures one stereo il-inch analog input, one 

• e 

stereo %-inch analog out, headphone 

amp, eight "virtual" outs through software 

and 6-foot audio adapter cable for RCA 

and hi-inch connections. In addition, the 

original Indigo has been enhanced for 

pro users to include software support for 

Echo's multiclient drivers and eight "vir-

tual" outputs. Price: Indigo io, $229; In-

digo (original), $ 159. 

TERRATEC SINE AMPS 

Terratec's ( www.terratec.com) SINE PA 

Series offers three studio power amps 

(2x60, 4x60 and 2x100W) that are de-

signed for use with near-field speakers. 

UNPRIES 811[1 UnlabES 
Mackie (www.mackie.com/uad-1) and Univer-

sal Audio have released Version 3.3 software 

for the Mackie UAD-1 DSP Powered Plug-Ins 

card. The upgrade supports OS X on all Mac 

platforms including 65 processors.. Cakewalk 

has launched www.Project5.com, a virtual 

community for the Project5 enthusiast. The 

new site offers free tutorials and tips, in addi-

tion to providing an online community where 

users can exchange project files, synth patches 

and patterns.. Metric Halo's Mobile I/O 2882 

has been upgraded with an onboard DSP chip, 

providing access to the company's signal pro-

cessing effects without sacrificing computer 

processing power. The 2882+DSP is bundled 

with a variety of MH plug-ins, including MIO-

Comp, MIOLimit, MIOEQ-6, MIOEQ-12, MIO M/S 

Processor and MIOStrip. The $2,195 2882+DSP 

is OS 9- and OS X-compatible. Visit www.trans 

audiogroup.com...SoundToys (formerly Wave 

Mechanics) released V. 2.4 of the UltraTools 

bundle, adding support for Digidesign's Pro 

ToolsIHD Accel card. The gang of four plugs in-

clude SoundBlender, PitchDoctor, PurePitch 

and Speed, as well as two pro producer li-

braries with some 70 new remix, guitar and 

mixdown presets for SoundBlender. The up-

grade is free for registered owners of Ultra-

Tools1HD 2.2 and 2.3 or SoundToy's individual 

HD-compatijle plug- ins. Price: $ 1,195. Visit 

www.soundtoys.com...TC Electronic announces 

that Native Bundle V. 3.1 is now available 

and includes the Sonic Destructor plug-in and 

a newly reduced price of $ 295. The new ver-

sion is a free download for 3.0 owners or can 

be purchased for $149 as an upgrade from Na-

tive Bundle 1.0/2.0...GRM Tools (www.grm 

tooLs.org) now offers both volumes of its Clas-

'mt. • 

SINE PR ,460 

These single-rackspace amps boast a 

S/N ratio of 97 dB (0 30 watts and 1 

ohm) and feature onboard overheat pro-

tection and switch-on delay circuits, 

eliminating power-on thumps. A special 

feature of the PA 460 model is a cascad-

ed circuit allowing its output power to 

be switched from 4x60 watts to 2x120 

watts. Also offered is the SINE HP 48 

stereo headphone amp (with four 

stereo amps to drive eight pairs of 

headphones) and up to four different 

signal sources. Prices: PA 120, $ 199; 

PA 200, $269; PA 460, $320; and 

HP 48, $ 139. 

sic VST bundle for $ 130 ( originally $ 199). For 

$50 more, users can upgrade to be compatible 

with OS X or Windows XP.. Native Instru-

ments' (www.native-instruments.com) Battery 

1.3 update brings the drum sampler to Mac 

OS X and Pro Tools users on OS X. Battery 1.3 

now supports AudioUnit, RTAS, VST and 

stand-alone operation with CoreMIDI and 

CoreAudio. The update is available to regis-

tered users as a $ 29 direct download or $49 

on CD...Celemony Software has released 

Melodyne 2.1. The latest version of the audio 

recording software now supports the DXi in-

terface under Windows XP and is optimized 

for Macintosh OS 10.3 and Apple's 65 com-

puter. The upgrade is free for registered Melo-

dyne users and is available for download from 

www.cetemony.com...M-Audio (www.m-audio 

.com) is shipping the new Studiophile SBX 

subwoofer. The sub features a 120W amp, 8-

inch woofer and accepts both XLR and TRS 

inputs. Additionally, the rear panel controls 

allow control of level, phase and crossover 

frequency ( 50-180 Hz). The SBX is designed 

to integrate with the company's BX5 active 

bi-aniplified reference monitors and sells 

for $ 499.95. 
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Mackie Onyx Console Family 

The Little 1604 Mixer Grows Up 

Set your time machine back to 1989, and 
you'll enter a different world. It's hard 

to believe, but just 15 years ago, every-

day audio technologies and products like Pro 
Tools, ADATs and DA-88s simply didn't exist. 

That year's "affordable" digital 8-track was de-

fined as Yamaha's $30,000 DMFt8; a Sony 

PCM-3348 48-track would set you back a cool 

quarter million and the first digital audio se-

quencers were still a year away. Even the Mac 

Ilci—that year's hottest computer—was 
priced at a hefty $6,700 for a then-blazing 

25MHz 68030 processor with an 80MB hard 

drive and a whopping 4 megs of RAM. 

The MIDI keyboard revolution was well 
underway and musicians everywhere were 

seeking a mixer that was affordable, solid 

and good-sounding. The outlook seemed 

bleak for anyone looking to make great mu-
sic on a budget. Fortunately, help was on 

the horizon in the form of Tapco founder 

Greg Mackie, who, in 1989, launched a new 

company bearing his name and sold a cou-

ple hundred of its first LM-1602 line mixers. 

But it was Mackie's CR-1604 compact 16-

channel mixer unveiled about a year later 

that spawned a revolution of its own. 
Besides offering rock-solid construction 

(frequently described as "built like a tank"), 

the CR-1604 ushered in some slick new con-

cepts. Although a rackmount design, it could 

easily be used as a desktop mixer; its dever 

Rotopod chassis allowed connections to be 

accessed either from the front or the top of 

the unit. The CR-1604 also had a rugged in-

ternal power supply, a feature that's almost 

unheard of in a market flooded with "budg-

et" mixers equipped with flimsy wall wart 

supplies. But best of all, the CR-1604 did the 

impossible: It sounded great and carried a 

rock-bottom price that anyone could afford. 

Soon, Mackie had sold tens of thousands 

of the mixers. The audience included not on-

ly struggling bands and musicians, but also 

working pros everywhere who used them as 

submixers in high-end studios, on top tours, 

during post-production for feature films and 

on live broadcast events such as the 

Olympics. The CR-1604 was unquestionably 

a hit, but Mackie didn't stop there. Several 

years later, the original CR-1604 was replaced 

by the VLZ and current VLZ Pro Series, which 

featured expanded EQ capabilities and XDR"' 

(Extended Dynamic Range) premi-

um, studio-grade mic preamps. Re-

taining the pro build quality while 

expanding the capabilities of the 

classic CR-1604, it's no surprise that 

its predecessors have encountered 

such worldwide success. 

At last month's NAMM show in 

Anaheim, Calif., Mackie unveiled the 

next generation in its legacy of com-

pact mixers. Known as "Onyx" (the 

name is taken from a reference to the 

Onyx XDR low-noise, all-discrete mic 
preamps used in other Mackie pro 

mixers), the series indudes three 
models, all with new equalizers by noted de-

signer Cal Perkins. 

The top-of-the-line Onyx 1640 is a 4-bus, 

16-channel (16 mono mic/line inputs) mixer 

with a 4-band (two sweepable mids) equal-

izer and the popular Rotopod chassis for 

flexible cable interfacing. The other two 

Onyx models are both 2-bus designs. The 16-
channel (eight mic./line and four stereo line 

inputs) Onyx 1620 shares the same EQ as the 

Onyx 1640, while the compact 12-channel 

(four mic/line and eight line inputs) Onyx 

1220 has a 3-band EQ with a sweepable mid-

band. All have individually switchable 

48VDC phantom powering as standard. 

With just the new EQ, the Onyx line 

would be an impressive upgrade, but the 

mixers go much further. Each channel has a 

4-segment LED input meter for more flexi-

bility than a simple clip light, especially use-

ful when optimizing the gain trims on high-

ly dynamic sources. The talkback section 

operates with either an external mic (via a 

rear panel XLR input) or the condenser mic 

element built into the top panel. The first 

two channels of each mixer can be switched 

to handle a hi-Z direct instrument input, of-

fering precise impedance matching for con-

necting electric guitars, basses, etc., without 

needing an outboard direct box. Speaking of 

direct connections, the rear panel has bal-

anced +4dB analog direct outputs for every 

mixer channel on D25-sub connectors using 

the industry-standard Tascam DA-88 pinout, 

so users can use off-the-shelf XLR or 1/4-inch 

TRS snakes for fast interfacing to pro 
recorders or workstations. 

Perhaps the most exciting and useful new 

iierekte VI 

1111111M«-  

. ,eirrerzela 

\n—ereei""erinnerm. 

function in the Onyx line is an option for a 
24-bit/96kHz FireWire (IEEE 1394) interface, 

which plugs into a rear panel card slot. The 

option allows streaming of up to 18 channels 

of multitrack audio to a computer and si-

multaneously returns two channels (the L/R 
mix) back to the console for monitoring 
through the control loom/phones/talkback 

matrix, creating an effective front end for any 

DAW. In remote recording applications, the 

FireWire option offers a powerful multitrack 

interface for live recording. In the most ba-

sic application, a band could simply add an 

Onyx mixer, a FireWire cable, recording soft-
ware and a laptop computer and create fast, 

quality portable recordings—anywhere. In a 

more complex arrangement, the Onyx could 

be used as a bank of high-end preamps, 
feeding a house rig via the D25-sub direct 

outs, monitors via the subgroup outs and the 

FireWire routing to a DAW. The possibilities 

are nearly endless. 

Fifteen years after the company's found-

ing, Mackie is set to spark another recording 

revolution with the introduction of the Onyx 

line. "Like the original CR-1604, the Onyx 

mixers continue Mackie's tradition of bring-

ing high-end performance within the reach of 

working professionals," says Mackie senior 

VP of marketing and product development 

Ken Berger. We can't think of a more ap-

propriate way to celebrate 15 years of Mack-

ie innovation than to redefine the category 

that we created." For more information, vis-

it www.mackie.coni. 

George Petersen is Mix's editorial director. 
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Digidesign Accel PCI DSP Card 

More Muscle for Pro Tools 

D
igidesign's new Accel PCI DSP 
cards deliver nearly double the 

DSP power of the original Pro 

Tools I HD DSP cards, resulting in almost a 50-

percent increase in the number of available 

voices across all sample rates, from 44.1 kHz 

to 192 kHz, as well as support for DSP-in-

tensive plug-ins that will work only on an Ac-

cel-enhanced system. For those of us who 

jumped directly from Pro Tools124 Mix sys-

tems to Accel, that's quadruple the power of 

the old Mix DSP cards and triple the voice 

counts at 44.1 kHz/48 kHz. Accel cards retain 

two of the HD Process Card "Presto" chips, 

but add new 321 chips for DSP processing. 

Configurations include HD 2 (an original 

Pro Tools1HD Core Card and one Accel card) 

and HD 3 (HD 2 and another Accel card). HD 

2 supports 64 channels of I/O with Pro Tools 

audio interfaces, while HD 3 supports 96 

channels. With either HD 2 or HD 3, you can 

have up to 192 simultaneous audio tracks at 

44.1 kHz or 48 kHz. At 88.2 kHz or 96 kHz, 

the number drops to 96 tracks, and at 176.4 

kHz or 192 kHz, you get 36 audio tracks. 

If you already have a Pro Tools1HD sys-

tem, then you can add Accel cards to your sys-

tem—they'll co-exist peacefully. The only 

caveat is that systems using an expansion chas-

sis must use a certain card order: core card first, 

then Accel cards and then HD Process cards. 

All plug-ins that work with Pro Tools1HD first-

generation systems, including TDM, HTDM, 

RTAS and AudioSuite formats, should work 

with Accel-enhanced systems, because the 

new systems include the older Core card. 

To run an Accel-enhanced Pro Tools1HD 

system, you'll need a supported PC running 

Windows Xl? Professional or Home with Ser-

vice Pack 1 or a Macintosh G4 or G5. G4s re-

quire Mac OS 10.2.6, 10.2.8 or Panther with 

Pro Tools 6.2. G5s need OS 10.2.7, 10.2.8 or 

Panther with Pro Tools 6.2r2. Users should 

check www.digidesign.com/compato/ for 

updated requirements and new revisions. 

FID3 ACCEL AND IMPACT 

I chose to order an HD 3 system and two 

extra Accel cards. This arrived with the cur-

rent HD pack of bonus plug-ins that in-

cluded Impact, an "Accel-only" compressor, 

and Pro Tools Version 6.2, which is required 

to support Accel configurations. 

My Pro Tools1HD 3 Accel 

"plus two" arrived with Pro 

Tools I HI) Pack V. 5.0, a collection 

that varies in number depending 

on the size of the purchased system. 

For HD 3 Accel, it included the 

Digirack plug-ins, as well as d2 and 

d3 by Focusrite, Virus Indigo by Access 

Music, Amp Farm by Line 6, Speed by 

Wave Mechanics, Oxford EQ by Sony and 

five other plugs by Digidesign: Maxim, 

D-Fi, Reverb One, Bruno/Reso and 

SoundReplacer. 

Fortunately, third-party developers like 

Waves, Wave Mechanics, Sony, Access Mu-

sic, Eventide, Aphex, Crane Song, Focusrite, 

Line 6, Emagic, INA-GRM, DUY, Massen-

burg Design Works, McDSP and TC Works 

provide Accel-ready updates for their plug-

ins. To check on current compatibility, vis-

it www.digidesign.com/developers/plug-

in_info/. 

Also in the pack was Impact, a mix bus 

plug-in designed to emulate console-style 

compressors. It supports up to 7.1 channels 

and up to 192 kHz, but not both at the same 

time. (7.1 is not supported at 192 kHz.) 

Controls for Impact include four selectable 

compression ratios and variable controls for 

attack, release, threshold and makeup gain. 

Sidechain accepts a Pro Tools audio track for 

external keying, and you can listen to the key 

audio program. There's also an analog-style 

gain reduction meter. While novices may be 

perplexed by Impact at first, those who have 

used the SSL Quad Compressor "make it big-

ger" button know exactly this plug-in's pur-

pose: monster drums that punch and pump. 

You can make subtle changes with Impact, 

too, but to hear it at its best, run a slammin' 

rock mix through it and squash to taste. 

PRO TOOLS 6.2 FOR ACCEL 

Pro Tools 6.2 includes a few new features in 

addition to Accel support. It is the first re-

lease to support the new 96i I/O audio in-

terface, a 96kHz-capable audio interface for 

HD only with 16 inputs and two outputs. It 

also adds support for Windows Media Au-

dio 9 format on the Windows platform, with 

import and export. Version 6.2 offers cross-

platform compatibility with systems running 

Pro Tools TDM/LE 5.1, as well as import for 

older Pro Tools sessions. Additional features 

include Tempo Query and Custom Shuttle 

Lock Speed. Tempo Query is supported by 

some delay plug-ins such as Mod (or Medi-

um) Delay II. This allows the plug-in to 

check the session tempo and align delay 

times accordingly. Custom Shuttle Lock 

Speed is used for transcribing. You can cus-

tom set the speed of <ctrl>(keypad)9 in Pref-

erences/Operation. 

SPEED TO SPARE 

I ran the HD 3 Accel system on a dual-Gig 

G4 with OS 10.2.6 with very few snafus. 

Armed with plenty of FireWire drives, I often 

gobble up lots of hard drive space recording 

at 192 kHz. There's something about record-

ing guitars with, say, an AKG C426B with fig-

ure-8 capsules in X/Y configuration at 90° 

that is difficult to put into words, but rich de-

tail, clarity of perceived depth of field and pal-

pable room ambience are certainly some of 

the phrases that come to mind. 

Was it worth it to upgrade? Definitely. We 

have a few other Pro Tools 241 Mix systems 

at JamSync and though I still use them, they're 

first on my list to replace when we write the 

new acquisition budget. Once you've driven 

the Accel system, it's hard to go back. 

Digidesign, 650/731-6300, www.digi 

design.com. 3 

Composer/engineer/producer K K. Proffitt is 

the co-owner of JamSync, a surround pro-

duction/mixingfacility on Nashville's famed 

Music Row. 
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The Echoes Of History. The Future Of Music. 
Three decades ago, a legendary sound was born with the arrival of the first Eventide effects processors. Eventide subsequently 
helped shape the sound of some of the most important artists of the era. 

Today, as Eventide processors continue to evolve and proliferate, the echoes of our original boxes continue to intrigue and 
delight. That's why we've created the new Eventide Clockworks Legacy- plug-ins for Digidesign's Pro Tools. Now a new 
generation of creators can have the classic Eventide sound with all the flexibility of today's leading digital audio workstation. 

Easy to use and completely flexible, featuring full integration, automation, and MIDI performance control, The Eventide 
Clockworks Legacy bundle puts five legendary processors on your desktop—the Omnipressor®, the Instant Phaser-, 
the Instant Hanger, the original Harmonizer® brand effects processor, the H910 and its successor the H949. These are 
the products that defined effects processing. Each one painstakingly recreated by Eventide software engineers to deliver 
the sound you can't get anywhere else. 

What new sound will emerge from the virtual reincarnation of these classic processors? That is entirely up to you. 

Eventide 
The Sound Is Legendary. The Creativity Is Yours. 

Omnipressor 

e 

Instant Phaser 

ammum «bee. 

H910 Harmonizer Instant Flanger 

The legendary sounds of Eventide are back. 
Experience Eventide Clockworks Legacy plug- ins for Pro Tools. 

H949 Harmonizer 

Eventde. Omnipressor and Harmonizer are registered trademarks, and Instant Phaser, Instant Flanger, Eventide Clockworks I egacy are trademarks of Eventide Inc 
02003 Eventide Inc. Pro Tools is a registered trademark of Avid Technology Inc 



Don't get handcuffed by your SAN software 

Multi-Platform Management Software 

Facilities around the world are realizing that their SAN must support multiple platforms. Will your 

storage network support your choice of operating systems? SANmp management software is the 

best choice no matter which platforms you use. 

Each copy of SANmp includes a license for Mac OS 9, OS X, Windows 2000 and Windows XP at 

no additional charge. That means your entire facility can have true, shared centralized storage 

and archival - now and in the future. 

• Supports Final Cut Pre, Avicr, Nuendo", Pro Tools', and many others 

• Supports Xserve RAID - all platforms 

• Concurrent access to centralized storage 

• Password protected storage 

• No server or Ethernet connection required 

www.sanmp.com 

11 ii.... 
st dio network solutions 
____q  

www.studionetworksoiutions.com 
toll free 877537.2094 
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Native Instruments Absynth 2 and Reaktor 4 

Unique and Affordable Sokware Synthesis and Sonic Tookits 

B
erlin-based Native Instruments is 
known for its innovative approach 

to software synthesis, with unique 

sound creation tools that appeal across the 
professional spectrum, from producer to 
sound designer to DJ. The company re-

cently released upgrades of two of its most 
popular applications, Absynth 2 and Reak-
tor 4. Both are reviewed here; first, we'll 

take a look at Absynth. 

HAVE A LIME SHOT OF ABSYNTH 

Absynth is a quasi-modular synth created 

by Brian Clevinger. Version 1.x has become 
one of the most popular instruments in the 

world, but if you haven't toyed with it yet, 

allow me to explain. It's conventional in 
some ways and unconventional in others. 
It has three double oscillators, each with a 

big collection of waveforms and a Double 

mode, in which the two elements are 
mixed, frequency-modulated or ring-mod-

ulated. Your own hand-drawn waveforms 

are available to you in addition to the fac-
tory presets and imported samples. Gran-

ular synthesis can be used to modify your 

samples, too. Absynth sports conventional 

hut high-quality filters and LFOs for mod-

ulation of many parameters. 

Envelopes are one of Absynth's more 
unconventional features. Up to 68 break-

I points can be drawn in, and because the 
envelopes can be synched to tempo, a 
snap-to-grid feature is available, as well. 
Another unconventional feature is the 

ji Waveshaper, which adds nonlinear warmth 
r and punch to your sound. There's also an 
unorthodox effects section, which offers 

traditional delays, but the Pipe feature is 
the real news: It enables swirling, 

Doppler-esque motion, and really adds to 

r the timbre. 

ABSYNTH 2.0: A NEW FLAVOR 

\I),,ynth 2.0 ($299, upgrades range from 

tree to $99) debuted almost a year ago. A 

.major new feature in the revision is OS X 
'compatibility, although Absynth is a cross-

tplatform product, having been available 
for Windows for quite some time now. As 

• with numerous other apps, porting Ab-

.synth to OS X brings compatibility with 

CoreAudio, which results in much higher 

mu_ amei 

.11 
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Absynth features c combination of multiple synthesis techniques, with granular sampling and flexible 
envelope control Its semi-modular architecture includes more than 800 presets, high-quality filters 

and LFOs for modulation of parameters. 

efficiency and quality. Latency is reduced, 
and CoreMIDI is now implemented in the 

app, as well. Other good news: Previous 

versions allowed you to import a tiny piece 

of a sample, but 2.0 facilitates the import 

of any-sized sample you like for further 
tweaking with Absynth's powerful mod-
ules. Don't think of it as a sample player, 

though. I played with this feature and dis-

covered that it's a great way to invent new 

timbres and textures. 
A Sample Jump feature allows you to 

retrig,ger from any point in your user-
developed envelope. This can be very in-

teresting for live performance. Granular 
sampling has also been added. Various pa-

rameters of the Granulation algorithm such 

as the grain length or density can be mod-

ulated, which can create wild textures. For 
that matter, nearly any parameter can be 

assigned a continuous controller, and I 
achieved some very innovative sounds by 
modulating these parameters; sound de-
signers will love this. I introduced a sam-

ple cif an ARP synth string section and 
tweaked the granulation to arrive at some 

downright frightening sounds. (Absynth 
was used extensively in the Matrix Re-

loaded soundtrack, by the way!) Synchro-
nization to the host is included, and effect 

times. LFOs and envelopes can now be au-

tomatically synched with song tempo. (Ab-

synth 1 users had to attempt this type of 

sync manually.) I love being able to easily 
create loops with very specific timbres that 

can be creatively modulated. It has pro-

foundly impacted the way I think about 

loops. 
Clevinger's superpowerful 68-point en-

velope has been one of Absynth's most at-

tractive features since V. 1, but now be-
comes eminently more powerful with new 

control modes in V. 2. In control-driven 
mode, a MIDI controller now has the abil-
ity to modify envelopes. In Link mode, 
multiple envelopes can be linked together. 

By linking to the master envelope, you can 
affect tweaks that have a universal effect. 

Say you've developed a loop and you want 

to make the whole thing brighten over the 

course of four bars. This new feature en-
ables you to create a swelling envelope 

four bars in length and effectively "add" it 

to the existing envelope, assigned to filter 
cutoff. The result is that your original filter 

modulation just gets brighter over those 

four bars. 
LFOs can now be introduced and mi-

croscopically edited in envelopes. I found 

this feature handy for creating rhythmic 
features in my envelopes. Envelope break-

points can also be affected by MIDI con-
trollers, and the envelopes themselves can 

now control many new parameters. At a 
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more fundamental level, the filters have 

been improved to sound better, and the os-

cillators have a new anti-aliasing mode that 

makes the waveforms superrealistic 

throughout the frequency range. By 

switching the anti-aliasing mode on and 

off, I found different and useful timbres, 

because even aliasing creates an interest-

ing digital jitter. Of course, it's also nice to 
turn the anti-aliasing on when you're try-

ing to emulate more traditional synth 

sounds. Each oscillator is independent in 

the stereo image, resulting in really cool 

sound design. I was able to create very 

wide stereo patches that exhibit motion in 

the stereo field. And, of course, this can be 

exacerbated by the effects section. Version 

2 also includes 128 new presets. It bears 

mention that many, if not most, of the up-

grades in V. 2 are user-motivated as they 

are based on feedback from the Yahoo Ab-
synth user group. 

A SONIC SUPERSTAR 

fo the atoremenhoned features, add deep 

and comprehensive MIDI implementation, 

a powerful note-scaling utility, user-de-
fined tunings, and the fact that many pa-

rameters, such as waves, envelopes and 

the like, can be stored in a library, and it 

Reaktor features a library of modules, including oscillators, filters, envelopes, LFOs and other, 

ematiral operators. These building blocks let users create their own software synthesizers, san 
drum machines or signal processors from scratch. 

becomes eminently clear that Absynth is 

much more than just another semimodular 

soft synth. The factory patches feature a 

boatload of very realistic acoustical instru-

INTRODUCING 
ATC-2 TWO CHANNEL MIC PRE / COMPRESSOR / EQUALIZER 

AFC-2 DUAL CHANNEL EQ / MIC PRE 

ment sounds; a nice selection of ti-ad 

al, subtractive, analog-style ploinlcy 

thesizer sounds; ambient patches that 
out and evolve over time; and even sp 

The legend Con 

PMI Audio Group tel. 877 563 6335 fax 310 373 4714 toftaudiodesigns.com loft Audio Designs® is a Registered Trademark of PMI Audio Group. t2003 PMI Audio Group All Rights Rese 
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`—ONYX • 1220 

ONYX- 1620 

maim 

• Premium 12-channel small- format 
analog mixer wilt all new circuitry 

• 4 new ONYX mir preamps with sound 
comparable to boutique prunes 

• New 3- band Perkins TO with 

sweepable mide 

• 96N FireWire option card for stream 
log 12 independent channels of audio 
to computer with absolute zero latency 

• Premium 16 channel small tc•mat 
analog mixer with all- new circuitry 

• 8 new ONYX mic preamps with sound 

comparable to boutique manes 

• New 4 band Perkins TO with dual 
sweepable midrange controls provides 

warmer, more musical souni 

• 9611 FireWire option card fa- stream 

ing 16 independent channels of audio 
to computer with absolute zero latency 
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• 2 channels of monitoring from 
computer via FireWire option card 

• 2 Aux sordo w Pre Post switches 

• 4 stereo line- level inputs 

• Built .in Talkback section for use with 
internal or external grit 

• Trot hardware TB Bypass 

• "Planet- Earth" power supply 

• 

• 2 channels et monitoring trim 
computer via FirelVire option card 

• 4 Aux sends wi PrtiPost switches 

• 4 stereo lineitell lefts 

• Built-in Talkleack Autism for use sill 
internal or external Inc 

• True hardware TO Bypatt 

• -Planet Earth" power soot 
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• Premium 16-channel 4 bus small 

format analog mixer 

• 16 new ONYX mic preamps 

comparable to boutique pre2mPs 

• New 4- band Perkins ED with dual 

sweepable midrange controls 

provides warm, musical sonnet 

• 960 FireWire option card for 

streaming 16 independent 

channels of audio to competer with 

absolute zero latency 

• 2 channels of monitoring from 

computer via FireWire opnon card 

• 6 Aux sends w individual Pre Post 

switches and Solo controli 

t 800.258.6883 (7c1I free within U.S.) 

t 425.487.4333 Outside U.S.) 

• info( mackie.com 

• 4-bus architecture for flexible 

sub- grouping of channels 

• Built-in Talkback section tor use 

w' internal or external etc 

• True hardware Ell typist 

• "Planet-Eurth" power supply 

• Liner taper 60mm faders with 

ultra-smooth response on 

all channels 

• Individual 40v Phantom Power 

switches on all mie inputs 

• Linear taper 60mm faders with 
ultra smooth response on all channels 

• Balanced direct outs for every 

channel via OB 25 connection 

• Selectable instrument inputs on first 
two channels — no DI box needed 

• Individual 48v Phantom Power 
switches on all mu inputs 

• liner taper 66mm faders with alter 

smooth response on all channels 

• Balanced analog direct outs for every 

channel via 138-25 connection 

• Selectable Instrument on first two 

channels— co 01 box needed 

• Balanced direct outs for every 

channel via DB-25 connection 

• Selectable Instrument inputs 
on first two channels 

--no 01 box needed 

• Rotating 1.0 pod for desktop or 
rackmount operation 

o 

MACKIE. 
www.mackie.com 
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This year, we unleash 
our new stallions. 
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ONYX PREMIUM ANALOG MIXERS 
W/ PERKINS EC' & FIREWIRE OPTION 

Starting from scratch.. 
At Mackie, our expertise 
designing great-sounding, 
ultra-reliable compact mixers 
goes without saying. We practi-
cally built this company on the 
shoulders of our hallmalk blue 
and red knobs, legendary XDR 
preamps and VLZ circuitry. So 
why develop a whole new small-
format analog mixer line from 
scratch? Call us crazy, but we 
felt it was time. 

Engineering Director Chris Jubien Pala 
an early Onyx prototype through its 
paces. Chris is from Canada, where he 
often tests audio gear in igloos. 

The first premium analog mixers for the digital era. 
The goal for the Onyx Series was no short order: 
small-format analog mixers with more useful features, 
better sound quality, advanced tonal shaping and 
full FireWire connectivity options. To accomplish all 
this, we assembled a hybrid engineering team led by 
famed analog engineer Cal Perkins and digital guru 
Chris Jubien. We also couldn't keep Greg Mackie 
from adding things as we went along (like 4-segment 
LED metering on every channel). Two years and 
almost nine thousand cups of coffee later, we had our 
flagship Onyx Series. 

Mackie's Onyx Development Pam was comprised ofveteran 
analog and digital engineers from the great Pellic Northwest 
(aka Woodinville, WA). As a side note, this is the first time the 

\ elusive Viking Santa has been captured on film. 

 --) 

Delivering the premium goods. 
The Onyx 1220, 1620 and 1640 start 
with Madcie's new Onyx mic preamps, 
which meet or surpass any standalone 
mic preamp on the market in terms of 
pure fidelity and head-
room (and yes, we have 
the specs to prove it). 
Next up is our completely 
new Perkins EQcircuitiy, a 
"neo classic" 3- and 4-band 
design which gives you 
the sweet musicality of British EQwith 
greater filter control and minimum phase 

shift (plus a true hardware EQbypass). 
This analog brilliance is 
paired with a full-
featured discrete 
Auxiliary section, a 
completely rede-
signed mix bus and 
summing amp 
section, and a built-
in Talkback section 
with onboard mic. 
(Because Mackiemixers 
are still made for the real 
world of mixing, not just 
audio testing equipment.) 

Pcrkin 

EQ 

• 

FireWire 

Engineers Rene Jaeger and 
Dan Bishop chat with indus-
trial designer Jim Young about 
some Onyx mixer develop-
ment minutia. 

Wonalfireired 
OK, so we saved the best for last. In 
addition to DB-25 balanced direct out-
puts on every channel (a first for any 
small-format analog mixer), the Onyx 

Series sports an optional FireWire I/O card, which 
lets you stream either 12 or 16 independent channels 
of 24-bit/96k audio, plus a stereo mix, directly to 
your Mac or PC. You can also monitor a stereo mix 
via FireWire from your computer, making our Onyx 
Series mixers superb audio interfaces to your digital 
world... or any other world you plan to rule. 





synthesis. This synth proves to be a very 

complete tool kit for sound and patch de-

sign and presents a unique sonic flavor 

that's not available elsewhere. There's a 

reason why Native Instruments was so 

keen to connect with Clevinger and make 
this product one of the most sought-after 

soft synths in the world. 

THE REAKTOR CORE 

Reaktor is a powerful solution for anyone 

who wishes to create their own software 

synthesizer, sampler, drum machine or sig-

nal processor. And that's a bit of an un-

derstatement, in that Reaktor can do even 

more than that. From a library of mod-

ules—oscillators, filters, envelopes, LFOs 
and various other modulators and mathe-

matical operators—you can construct any 
design your brain can conceive. This might 
seem like overkill, but imagine how much 
better your previous projects could have 

been if you had the ability to develop an in-
strument that behaved and sounded exact-

ly as you wished. That's what Reaktor does. 

The fundamental building block in 

Reaktor is the module, and indeed, hun-

dreds of modules ship with the product. 

Modules are developed from instruments, 

which can, in turn, be combined into "en-

sembles." For example, you could have a 

suite of analog drum synths controlled by 

a sequencer. Ensembles can be stored and 

edited by anyone with the application. 
There is also a version of the product 

known as Reaktor Session, which essen-

tially only lacks the ability to design your 
own stuff. You can use any ensemble de-
veloped by anyone else. And there are a 

lot of ensembles available—well in excess 

of 1,000. Almost any classic synthesizer 

you could want is successfully emulated 

by someone out there, and you can 

download them from Native's Website and 

elsewhere. 

THE NEW REAKTOR 

Reaktor 4 ($499, upgrades ranging from 

$19 to $279) is the latest revision of this 
world-class, "roll-your-own" virtual synth 

application. Among other things, V. 4 up-

dates the application for Apple's OS X, 
which places the speed and quality of au-

dio very high on the priority list, and the 

result for Reaktor users is high-quality, 
low-latency audio. Reaktor 4 is compatible 

with Mac OS 9 and OS X; Windows 98 
through XP; and VST 2.0, DXi, ASIO, Au-

dioUnits, Core Audio and OMS interfaces. 

Version 4 also offers improved VST sup-

port, enabling automation of all parameters 

by your host sequencer, and Mac users fi-

nally have multiple instances available, 

limited only by CPU overhead. It also im-

proves the way snapshots are handled, en-

abling morphing from one snapshot to an-

other (a very powerful feature) and ran-

domization, which is a nice sound design 

tool. You can create new patches by in-
serting randomized values into the param-

eters. There is actually a dedicated Snap-

shot window that free-floats on-screen and 
gives you the ability to take a snapshot at 

any given moment to preserve what you're 

currently doing. 

Version 4 integrates elements from the 

powerful sample-mapping technology 

from the company's Kontakt sampler. 

Overlapping zones and crossfades are not 

available as they are in Kontakt, but ve-

locity splits are. I'm a Kontakt user, but I 
find myself turning to Reaktor when I need 

to engage in wild, nontraditional twisting 
and bending of my samples. In V. 3, only 
16-bit samples were usable; now, 32-bit 

samples can be used. Another feature new 

to V. 4 is the anti-aliasing oscillator bor-

rowed from NI's Pro-53. Aliasing has been 
the bane of soft synth designers who are 

forced, de facto, to work in the digital do-

main. Higher resolution enables the elimi-

nation of the phenomenon, and it's a very 

welcome improvement here, allowing for 

Neumann 
Invents the 
Microphone 

Ihe 

At Solution-D 
Neumann vet Metal 

hilrodiitingSoliilion Notimann's1)igilal \ liqoplione System 
For more than 75 years, Neumann has been THE key innovator in the 
world of microphones: The first commercial condenser microphone. The 
first multi-pattern microphone. Phantom power. Remote pattern control. 
The first stereo microphone. Neumann stands alone 
with its peerless combination of technology and 
matchless sound quality. 

Today, Neumann continues to lead with the 
development of the Solution-D Digital Microphone 
System. The first to adopt the AES 42-2001 
standard l'or the digital microphone interface. 
The first to provide dynamic range in excess of 
130 dB. The first to use Neumann's proprietary 
A/D conversion process. And of course the first to 
have the Neumann sound. 

Solution-D is 
featured on the 

John Pizzarelli Trio's 
new Telarc release 
"Live At Birdland" 

The Choice of Those Who Can Hear The Difference 

NeumannIUSA • 
Tel: 860.434.5220 • FAX: 860.434.3148 

www.neumannusa.com 
Canada: Tel: 514-426-3013. Fax. 514-426-3953 
Mexico: Tel: (525) 639-0956. Fax: (525) 639-9482 
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near-perfect emulation of traditional ana-

log circuits. For that matter, NI ships Reak-

tor 4 with a whole new library of improved 

modules with the idea of creating the high-

est-quality sounds possible. 

Version 4 also brings a grain-cloud 

granular delay module with freezing and 
live sampling. This opens a whole new 

world for the growing number of people 

who use Reaktor in live situations. There 

are a number of wonderful grain-oriented 

ensembles available. Traditionally, I have 
avoided working with granular synthesis 

because it was difficult to achieve usable 

results. However, with Reaktor, I could 

create very useful and fresh timbres very 

quickly. It's going to have a profound im-

pact on all of my future projects. Also 

available are advanced filters, saturation 

and signal routing, as well as new math-
ematical functions and support for "C"-

style code writing for event processing. 

Open Sound Control (OSC) is supported, 

allowing multiple applications or even 
computers to communicate in a much 

more sophisticated way than what is pos-

sible with MIDI. 

There are also many new modules or 

improvements on existing versions. The 

user interface is enhanced, which makes 

operating Reaktor much easier. There are 

many new graphic options, including the 

ability to display image sequences. There 

is even a "Tong" ensemble, approximating 

the classic Atari game. Reaktor's all-impor-
tant toolbar has been streamlined and on-

ly takes up half as much vertical space as 

before. Ensembles can be minimized on 

screen, which is important when many 

windows are open. Free-floating browser 

windows are also implemented allowing 

for quick navigation. 

COULD THIS BE THE FINAL WORD? 

An issue to consider with Reaktor is CPU 

overhead. As one might imagine, a so-

phisticated ensemble in Reaktor can chew 

up and spit out your CPU, leaving only 

bones and gristle for other open applica-
tions. With my G4 dual 1GHz machine, Pro 

Tools got a little squirrelly (and actually 

crashed a few times) when I opened large, 
complicated Reaktor ensembles, so be pre-

pared with as much host horsepower as 

you can muster. You might even consider 

a multi-CPU setup, dedicating a computer 

to CPU-hogging soft synths. 

So, is Reaktor the only synth you need? 

For the moment, other products still exhib-

it quirky personality traits that Reaktor (or 

any other roll-your-own synth product) 

cannot perfectly emulate. Don't kid your-

self, though—Native Instruments is knock-
ing on the door. The meticulous control 

over every tiny detail will get continually 
more sophisticated and microscopic, and 
eventually you'll be able to successfully 

knock off any existing product you'd like, 

given enough time and motivation. You can 
already build in things like thermal drift or 

noise. As computers and operating systems 

get faster and more efficient, hardware will 

become obsolete, and I would submit that 
Reaktor is getting marvelously close to 

making this happen. One of the included 

ensembles is called Junatik, which is a 

revved-up version of Roland's classic Juno 

6 (or 60, which has patch memory). I com-

pared Junatik parameter for parameter with 
my Juno-60, and it's pretty much smack on 

the money, right down to the cheesy (and 

noisy) chorus effect. I'll put it this way: 
Reaktor may not be the only synth that you 

need, but if you have a robust CPU, you 
won't need much more. 

Native Instruments USA, 323/467-2693, 

www.native-instruments.com. 

John McJunkin is the principal of Avalon 

Audio Services in Phoenix, and is now 

struggling to convince his wife that he 

needs all that space for real synthesizers 

when the virtual synths sound just as good. 
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POST-PERFECT 
LOCATION SOUND 

8-channel, 24-bit/96kHz location 

The remarkable new HHB PORTADRIVE records 8 channels of 
uncompressed, hi-resolution digital audio to a rugged, removal 
hard disk drive. Built tough by location sound specialists HHB, 
it's packed with location-friendly features like simultaneous 
DVD-RAM recording for generating daily rushes, 
comprehensive timecode facilities, 
and three independent on-board 
mixers — one for recording, one 
for headphone monitoring, and 

one for creating a separate 
director's mix. 

età 

sound recording on removable HD 

Session-based recording in AES31-3 ADL and Pro Tools V5 
formats makes it easy to transfer files to MAC or PC-based 
workstations using the optional PORTADRIVE Docking Station. 

So the PORTADRIVE system will be every bit 
as popular in post as it is on 
location. 
Trust HHB to redefine the 
standard for location sound 
recording. 

For further information, visit 
www.portadrive.info 

  PU 1 AMS IIranj A NEVE 0 steinberg SADIE eifilPhillX Avid. 

All trademarks are recognised as the property of their respective owners. 

o PRO TOOLS 

For further information, visit www.hhbusa.com 
Exclusively distributed in the USA and Latin America by: 

Sennheiser Electronic Corporation T: 860 434 9190 E: HHB-Sales@sennheiserusa.com 
In Canada: HHB Communications Canada Ltd T: 416 867 9000 E: sales@hhbcanada.com 

In other territories: HHB Communications Ltd T: +44 (0)20 8962 5000 E: sales@hhb.co.uk 
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FIELD TEST 

Lawson L251 Tube Condenser Microphone 

Classic Telefunken Design and Sound In a New Mic 

T
he Lawson L251 is a side-address, 
dual-diaphragm tube condenser 

mic that offers many extras, includ-

ing an infinitely variable polar pattern, two 

bass-frequency contour settings and a 10dB 

pad. The mic's model number is derived 

from its faithful reproduction of the 1-inch, 

6-micron capsule used in the venerable 

Telefunken Ela M 251 tube mic. Like Law-

son's other rnics, the L251 oozes artistic col-

oration and has a distinctly vintage vibe. 

MAINTAINING FAMILY TIES 

The L251 will look familiar to anyone who 

has worked with the company's L47MR 

Both mics have a cylindrical shape and 

roughly the same dimensions. There are two 

cosmetic finish options: Buyers can order 

the L251 with either a nickel-plated or 24-

karat-gold head grille and base for the same 

price. All of Lawson's head assemblies (cap-

sule and grille) are interchangeable, allow-

ing you to easily mix and match capsules 

with different mic bodies and electronics. 

The company also offers head assemblies 

for sale a la carte. 

Weighing a full two pounds and meas-

uring 9%4 inches in length and 2U inches in 

diameter, the 1251 demands a sturdy mic 

stand with a short, counterbalanced boom 

arm to keep it from sagging out of position. 

The included mic stand adapter secures the 

1251 via an integral 0-shaped ring that slips 

over and tightens around the mic's connec-

tor housing. This is a bomb-proof design 

that allows the 1251 to securely hang upside 

down. As the I251's capsule is internally 

shock-mounted, an external shock-mount is 

not required. 

The 1251 connects to its remote power 

supply using the supplied 30-foot cable with 

latching 7-pin, gold-plated Neutrik connec-

tors. The cable is long enough in most situ-

ations to place the power supply in the con-

trol room while tracking with the mic in the 

studio. That's a real advantage, because 

most of the controls for the 1251—including 

the infinitely variable polar pattern control, 

10dB pad and bass frequency contour 

switch—are on the power supply, and they 

change the response of the mic quite dra-

matically. 

The rotary polar pattern control smooth-

ly transitions through all possible responses, 

from omni mode through cardioid to figure-

8. The 1251's 10dB pad lowers the capsule's 

polarizing voltage, thus lowering the input 

level to the vacuum tube. The bass fre-

quency contour switch provides two alter-

nate settings: One, labeled "-BASS/L251," in-

troduces a 6dB/octave roll-off at 100 Hz to 

emulate the original Ela M 251's bass fre-

quency response. (A fixed roll-off was engi-

neered into the vintage mic to counteract its 

gargantuan bass proximity effect.) The oth-

er setting, labeled "+BASS/L47," flattens the 

response to provide extended lows and a 

more dramatic proximity effect. Lawson 

generally recommends that users choose the 

+BASS/L47 setting when using the power 

supply with a Lawson L47MP MKLI mic, but 

there's no reason why you can't use this set-

ting with the 1251, as well. I generally pre-

ferred using the -BASS/L251 setting, because 

it lent more transparency to the mic's over-

all sound. 

POLAR STROLLER 

Turning the i)o\\ Crsupply's polar pattern 

control knob yields different frequency re-

sponses for the 1251. The supplied specs 

and frequency response charts are not exact 

enough to cite responses down to the pre-

cise dB and kHz, but here's the general 

scoop: All patterns produce a broad 3 to 4dB 

peak at around 10 kHz and a response 

roughly 7 to 9 dB down at 20 kHz, yielding 

a nice presence peak and a soft vintage-style 

top end. As the polar pattern becomes in-

creasingly more directional, a smooth hump 

between 3 and 7 kHz develops, culminating 

in roughly a 5dB boost in bidirectional mode 

in this band. Likewise, bass response below 

200 Hz increases as the pattern becomes 

more directional. 

A switch on the bottom of the 1251 dis-

ables the power supply's polar pattern con-

trol and puts the mic into fixed-carclioid 

mode. (A cool-looking blue LED lights up 

inside the windscreen when you're in mul-

tipattem mode—a nice reminder.) This "car-
dioid-only" mode takes the mic's rear di-

aphragm completely out of circuit, resulting 

in 3dB lower self-noise and 3dB hotter out-

put. Sensitivity is specified to be 18 mv/Pa 

(at 1 kHz) in cardioid-only mode vs. 11.6 

mv/Pa in multipattem mode. 

The 1251 uses a dual-triode 6N1P (6922) 

tube—currently in production and widely 

available—in a configuration that uses both 

halves of the triode wired in parallel. This 

scheme lowers the noise floor an additional 

3 dB (resulting in a conservatively rated 

13dBA equivalent noise level in carclioid-on-

ly mode) and halves the tube's output im-

pedance, reducing the possibility of current 

limiting and therefore increasing headroom. 

Maximum SPL is rated to be 134dB SPL (for 

3% THD at 1 kHz) with the pad switched 

out, and 144dB SPL with it switched in. One 

other touch: The tube socket uses gold-plat-

ed beryllium-copper contacts with secure 

grip and low contact resistance to further 

thwart noise. 

Lawson includes a foam-lined, water-
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and air-tight Pelican case to store and trans-

port the L251 and all accessories. It's a tight 

fit to get everything in the case, but there's 

no denying that this is a great extra. 

TAKING THE 1251 FOR A RIDE 

My lirst test with the L251 was an A/B com-

parison with an original Lawson L47MP (not 

the newer mk11 version), with both mics 

recording male vocaLs in cardioid (carclioid-

only mode for the 1251). To avoid addition-

al coloration, I used my ultratransparent, Mil-

lennia HV-3D 8-channel mic pre and Apogee 

Rosetta 96 A/D with the two mica. The 1251 

in -BASS/L251 mode reproduced much more 

depth than the L47MP, as well as a fuller bot-

tom end, more highly resolved midrange and 

more detailed (yet still soft) highs. The 1251 

also exhibited markedly lower noise and a 

tad higher output compared to the L47/42 

Recording another male vocalist with the 

1251 set to cardioid-only and -BASS/L251 

modes, I was struck by the mic's warm, vel-

vety character and sweetly articulated highs. 

In order to achieve the pop sound I was af-

ter, I needed to apply a hig,hpass filter at 105 

Hz and a fair amount of high-shelving EQ 

boost to the track, but that's typical treat-
ment for a pop mix with almost any mic. 

The end result sounded gorgeous, brim-

ming with sweet tube character. On female 

vocals, the L251 reproduced a similarly full 

bottom, soft highs and velvety texture. 

I once again chose the -BASS/L251 set-

ting when using the 1251 as a room mic to 

record drums. I found the +BASS/L47 setting 

captured too much kick drum and was too 

boomy in this application. In -BASS/L251 

mode, however, the 1251 is an outstanding 

room mic. The creamy texture it lent to the 

sound was the perfect complement to the 

solid-state mica placed close in on the kit. 

Finally, when recording acoustic guitar, 

the 1251 lacked the high-end sparkle and 

detail I was after and had too round of a bot-

tom end for my taste. 

CONCLUSIONS 

At $2,,i95 (factory-direct), the 1251 is fairly 

pricey, but no more so than other mica of 

the same ilk. The mic's plethora of controls 

produce many useful timbres, while always 

maintaining a creamy texture. For those who 

seek a new tube mic with vintage character, 

the 1251 is a very worthy candidate. 

Lawson, 615/269-5542, www.lawson 

microphones.com. 

Mix contributing editor Michael Cooper is 

the owner of Michael Cooper Recording, lo-

cated in beautiful Sisters, Ore. Cooper's stu-

dio offers recording, mixing and mastering 

services. 
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BY BARRY RUDOLPH 

Yamaha SPX2000 Multi-Effects Proceso. 

The SPX Legacy Continues With Added Functionality 

U
sing the new Yamaha SPX2000 is 
like visiting with an old reliable 

friend. The SPX2000 has the fa-

miliar interface and all of the common 

programs of its SPX predecessors but adds 

24-bit/96kHz DSP, new REV-X reverb al-

gorithms and editor/librarian software for 

the Mac or PC. Yamaha says it brought the 

original design team from the old SPX 

days onboard for the new unit to update 

and improve this popular multi-effects 

processor. 

lit buttons for input/output metering and 

mono/stereo input switching. Two indica-

tors show either analog or digital I/O and 

external or internal clock sources. The LCD 

is familiar with two lines of 16 characters 

each, but the six attractive backlight color 

choices are new. You can assign the back-

lighting along with other parameters for 

each preset. I found this an excellent idea 

when moving quickly through presets on 

the unit—live sound engineers will find this 

useful. You can set the same color for re-

.../111111111111111111111111r  

NEW DIGITAL ENGINE 

The SPX2000 uses a switchable 44.1, 48, 88.2 

or 961cHz internally clocked audio DSP en-

gine and 32-bit fixed-point internal process-

ing with a 58-bit accumulator. Even though 

all of the presets in the SPX2000 were done 

at 24-bit/96 kHz, all programs work no mat-

ter what clock speed you use. I stuck to the 

internal 961cHz setting, which made a big dif-

ference over the old SPX90 with its 31.25IcHz 

sample rate, 16-bit word length and limited 

frequency response. 

There is an external word clock BNC 

connector to accept rates from 39.69 kHz to 

101.76 kHz (double-rate) because the SPX 

can act as master clock or slave. The Cirrus 

Logic CS5361 24-bit A/D and AKM AK4393 

128x oversampling D/A converters deliver 

106dB dynamic range and flat response from 

20 Hz to 40 kHz at the 961cHz rate. The rear 

panel has AES/EBU XLR digital I/O connec-

tors, MIDI In/Outtlikru jacks and a USB con-

nector for computer interfacing. Connec-

tions on the rear include XLRs with paral-

leled %-inch TRS jacks and +4dBU/-10dBu 

selector switches. 

FAMILIAR FRONT PANEL 

The single-rackspace SPX2000's front panel 

starts with a ganged input level pot and a 

12-segment LED meter. There are two back-

verbs, another for delay, and on and et Red 

is reserved for warning messages. 

There are the well-known Recall, Store 

and Increment/Decrement buttons for re-

calling and storing changes to a preset. The 

lighted Undo button lets you revert to the 

last recalled preset and then back to the new 

recalled preset. This button lets you com-

pare two presets quickly; after you push it, 

it flashes until you've recalled the last preset 

or pushed it again to keep your new choice. 

Once a preset is selected, there's an im-

proved editing interface with 

the Increment/Dwrment or 

Up/Down (parameter value) 

buttons and the Back and 

Next parameter buttons. You 

can step through the param-

eter list with the Parameter 

button and then drill down 

to the less frequently used 

settings with the Fine Para-

meter button. I found this 

editing system very easy to 

use and liked the Compare 

button for instant "snap 

back" or toggling between 

the new setting and the orig-

inal parameter value. 

The front panel controls 

finish with Utility, Tap and 

Bypass buttons. Utility offers extensive MIDI 

implementation setup, clock source, fre-

quency selection, and analog or digital input 

I/O choice. It also has the ability to set tem-

po source (MIDI clocks or Tap), dump 

memory and load to and from an external 

editor/librarian, rename presets, backlight 

colors and program overwrite protection. 

The large Tap button lets you manually tap 

in a tempo on delay programs. I was disap-

pointed with the Bypass function, which 

merely mutes any effect and connects the in-

put to the output. That's okay if you patch 

the unit as an insert and mix internally. but 

if you send to the unit and return it to your 

console, then Bypass will cause whatever 

you are sending to it to appear on the return 

faders. There is a slight delay (AID and D/A 

combined latency) marked by a "phase-y" 

sound that indicates the SPX's output is mix-

ing with the direct sources that you're send-

ing to it. I think there should be an option 

for both this type of bypass and a simple in-

put mute. 

REV-X rcicxà " 

Revert> parameters are graphically displayed. 
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SoundSoap Pro 

Finally. An indushial-strength 
4-in-1 cleaning solution. 
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No dulling residue. 

Leaves afine polish. 

I ntroducing a powerful, intuitive, and great-sounding professional audio restoration 
solution. It's called SoundSoap Pro. 

With four streamlined, amazingly effective tools, in a single plug-in, SoundSoap Pro 
scrubs circles around the competition. And at just $5997 it also cleans up in price. 

SoundSoap Pro — available soon for virtually every host program. It'll leave your 
tracks sparkling. Without taking you to the clearers. 

Looking for a one-click, goof-proof noise and hum remover Check out our original, TEC Award-nominated SoundSoap — still just WI!' 
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MONEY IN THE PRESET BANKS 

There are three banks that are selectable by 
a single button: Preset, Classic and User. The 

Preset bank contains 97 programs, 17 of 

which run one of the three mysteriously 
named REV-X reverb algorithms: REV-X 

Hall, REV-X Room and REV-X Plate. The 

company states that it has completely start-

ed from scratch to create new algorithms 

with new controls to allow a "smoother and 
more open quality," taking full advantage of 

Yamaha's new DSP7 chip sets. 
The other 80 presets comprise the pop-

ular trademark SPX programs such as gated 

reverbs, delays, pitch effects, modulation, 

distortion and other special effects. Yamaha 

edited the programs so that none are the 
same as in previous effect processors or in 

Yamaha's digital consoles. The Classic bank 
has 25 programs that are reminiscent of the 

original SPX90 presets; the User bank has 
room to store 99 user-modified presets. To 

store changes to an effect, you must ,recall 
any write-protected effect from the Preset 

and Classic banks, do your editing and store 

it into any User bank slot. 

At the time of this review, computer-
based editing software for the SPX990 wasn't 

available. However, when you select a re-
verb, the program graphically shqws the 

TRUE 
Stories 

Case 

"The TRUE Pre's are one of the best tools in my rack," says Chris Shepard, studio 

manager at Chicago Recording Company and the owner of Tour My Studio. 

"I've never heard anything like this. The noise floor is phenomenal. It's like the 

microphone isn't even plugged in!" 

Check it out for yourself and hear what a difference the TRUE Precision8 

eight channel microphone preamp can make in your audio chain. 

Chris Shepard's engineering, mixing and production credits include The Flaming 
Lips, Wilco, Buddy Guy, Smashing Pumpkins, and KMFDM. 

Everything you hear is TRUE 

dialleswitamis 

Distributed by NeumannUSA • One Enterprise Drive • Old Lyme, CT 06371 
Phone, 860-434-5220. Fax: 86o-434-3148 • Canada.Te1:514-426-3013. Fax 514-426-3953 
e-mail info@neumannusa com • www.neumannusa.com 

www.true-systems.com 

room's parameters with real-time metering. It 

can also control up to eight SPX units at sep-

arate USB addresses. In addition, the software 

organizes large libraries of patches and makes 
archiving much easier. Your computer con-

nects by way of a USB jack, and the software 

will be a free download at Yamaha's Pro Au-
dio Website. 

IN THE STUDIO 

Tite lust thing I noticed was how quiet and 

smooth all of the effects sounded. All of the 

big reverbs are natural and warm-sound-

ing—not electronic. I found every patch use-

ful in some way. The Classic bank sounded 

like "high-definition" versions of the original 
SPX90 patches. The first dozen reverbs 

(cyan backlit) in the new Preset bank are 
long, lush halls and chambers that edit eas-

ily to fit your needs. Next are plates and 
brighter room reverbs (also cyan) with de-

lays (white), followed by pitch change, 

flange, phase, chorus, tremolo and auto pan-
ning effects (magenta). The Preset bank is 

rounded out with excellent dynamic filter 
patches, distortion and amp simulator, and 

combined effects (yellow). 
I tried all of the reverb patches on drums, 

vocals, electric guitars and keyboards and 

found them to have good dynamic respons-
es. They stood tall in my mixes with mini-

mal application of these effects. For making 
pitch centers ambiguous, I found that small 
amounts of either "Classy Gassy," "Voice 

Doubler" or the new version of "Symphon-
ic" worked well on vocals and guitars. Hard-
core harmonizer-like effects come from the 

wide stereo "Vocal Shift" or "Stereo Pitch" 

presets. There is also a high-quality pitch 
changer called "Roger on the 12" that is very 

good for fixing an out-of-tune note here and 

there. Even if the SPX2000 did not have any 
reverbs, it would be worth the money just 
to have access to all of the unique pitch ef-

fects that work with minimal Witching. 

CONCLUSIONS 

The Yamaha SPX2000 acknowledges its 

legacy with impressive-sounding, high-qual-
ity versions of the classic SPX units and adds 
a whole new class of reverbs via the new 

REV-X algorithms. Engineers and producers, 

regardless of their familiarity with the origi-
nal SPX units, will discover a new instant fa-

vorite with this "go to first" multipurpose ef-
fects processor. 

The SPX2000 sells for $1,249. 

Yamaha, 714/522-9011, www.yamaha 
.com/pro/audio. 

Barry Rudoeely is an LA-based recording 
engineer. Visit his Website at www.bany 
rudoeb.com. 
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`My investigation 

into the many 

facets of the 

SCX-25 have 

proven to be 

most rewarding!' 

David Grisman 
Legendary Mandolinist 

You don't have to be a sleuth to figure out that 

the SCX-25 is one of the most original and best 

sounding microphones to hit the pro audio market 

in recent times. 

Uniquely shock mounted within an intricately machined 

brass housing, the SCX25's patented shock mount design 

completely isolates the capsule from the mic body and the 

electronics. By successfully minimizing acoustic reflections and diffractions, 

the SCX-25 delivers a pure, open-air sound unlike any other Mcrcphone. 

Track down a pair of SCX25's for your next recording. David Grisman did 

and you can hear the results on his latest releases. 

For more information about David Grisman and his music go to vwwv.dawgnet.com. 

SCX-25 
Condenser Microphone 

VOIMANCE IS EVIITTHING 

For a dealer near you call: 800-966-8261 

TEL: 503-682-6933 FAX: 503-682-7114 www.audixusa.com 

Audix Corporation, PO Box 4010, Wilsonville, OR 97070. In Canada, C-Tec, Tel 604-942-100', Fax 604-942-1010 eAudix Corp 2003. All rights reserved. Audix and the Audix logo are trademarks of Audix corporation. 



FIELD TEST 

Studio Electronics C2s Compressor 

Time-Tested Analog Design With New Mods 

S
tudio Electronics started rackmount-
ing Minimoogs and retrofitting them 

with MIDI in 1988. Soon after, the 

California-based company began to manu-

facture its own version of the Minirnoog, 

which was based on Bob Moog's original 

analog circuits along with digital control, 

such as MIDI capability and user-memory 

locations. Now best known for its synthe-

model is based on the D and E revisions. 

Studio Electronics decided to make an 

"1176-type" compressor based on these 

same revisions, but with some interesting 

modifications. 

On the outside, the C2s has the same in-

put, output, attack, release and ratio con-

trols as the 1176, making it instantly famil-

iar in terms of use. The attack range is less 

transformer. The Sowter transformer is part 

of the vintage replacement series and was 

designed to work with the Neve 1272. 

There are substantial differences in the 
power supply design, as well. 

Instead of using VU meters like the orig-

inal 1176, the C2s uses LED meters with 

PPM ballistics. Each channel has output and 

gain-reduction meters that operate simulta-

to, e e 
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sizer products, Studio Electronics manufac-

tures three completely discrete analog syn-

thesizers: the SE1X, the ATCX and the poly-

phonic Omega Series synths. If you have 

ever heard a record with a smooth, single-

voice synth sound (affectionately called a 

"worm") or an incredibly fat synth bass 

sound, then chances are you have heard 

some of these instruments. 

A STRONG UNEAGE 

Studio Electronics bases its products on ana-

log circuit designs that are both popular and 

proven by years of use. In 2002, the compa-

ny released the C2s Dual Compressor, its first 
release in a series of high-quality, analog-

based recording products that include mic 

preamps and will later include equali7ers. 

The C2s is based on the UREI 1176's de-

sign. Fans of the 1176 know that its design 

evolved from the Universal Audio 175 and 

176 vacuum tube limiters designed by au-

dio innovator and inventor Bill Putnam. In 

1967, Putnam eliminated the tubes and be-

gan using Field Effect Transistors (FETs) as 
a voltage-controlled variable resistor to ac-

complish gain reduction. There were at least 

nine revisions (A through H) before the unit 

went out of production. Improvements in-

cluded lower noise, circuit board revisions, 

and amplifier and transformer replace-

ments. In 1999, UREI started manufacturing 

again and its current "re-issue" 1176LN 

than 20 microseconds to 800 microseconds, 

and the release range is 50 milliseconds to 

1.1 seconds. It has the same ratio selections 
as the 1176, but instead of push-buttons, the 

C2s uses a six-position selector with Off, 

4:1, 8:1, 12:1, 20:1 and Squash. The Off po-

sition allows you to run a signal through the 

C2s to add gain or a stage of analog "warm-

ing" by going through the transformers and 
amplifiers. The Squash position exactly du-

plicates the highly secretive practice of de-

pressing all four of the 1176's ratio buttons 

at the same time. This is one of those engi-

neering secrets that engineers and produc-

ers yearn to learn and Studio Electronics 

unabashedly gives it to us on Squash—an 

appropriate name in our current audio en-

vironment of "compress the snot out of 

everything." 

CH-CH-CH-CHANGES 

On the inside, SE has made some changes. 

The original 1176 used a UTC input trans-

former and a custom-designed output 

transformer; the C2s uses a Jensen trans-

former on the input. In addition, Studio 

Electronics puts the input attenuator on the 

secondary, rather than the primary, of the 

input transformer. The company claims that 

moving the attenuator reduces distortion 

and noise. Another change is the use of a 

Neve 1272-type Class-A output stage fol-

lowed by a Sowter (made in England) 

neously. On the back, there are switches 

for input grounding and output termina-

tion. There is also a true relay bypass that 

allows signal to pass even if the unit is off. 

Finally, the C2s is a dual-mono compressor 

and there is a switch on the front to link 
the two channels. 

TAKING THE C2S FOR A SPIN 

Most of the alterations Studio Electronics 

made to the original 1176 design are more 

like substitutions than changes—analogous 

to using brown sugar instead of white sugar 

in a cookie recipe. Both recipes make good 

cookies, but they definitely taste different. I 

put the C2s through its paces and found that 

I liked it on almost everything except when 

I tried to use it as stereo mastering compres-

sor. While the C2s is a "linked dual-mono 

compressor," it does not seem to be designed 

for subtle input and output adjustments. Both 

the input and output adjustments are quite 

sensitive, and I found it difficult to set up in 

stereo, especially when trying to align inputs 

and outputs to tenths of a dB. This was not 

a problem when I used it on stereo sources 

and stuck my head between the speakers to 

adjust the stereo balance. 

I found the meters on the C2s to be both 

useful and annoying. I loved having both 

output and gain reduction displayed simul-

taneously. However, the PPM ballistics are 

so sensitive that I often thought I was work-
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ing the unit too hard, not because of the 

sound but because the meters were so ac-

curately tracking the signal. If you are an en-

gineer who needs to know just how much 

gain reduction is going on, then you won't 

like the fact that there is no value shown for 

each LED. (SE says output and gain reduc-

tion values have been added to the front 

panel in new production models.) The gain 

reduction meters use an exponential scale 

and go from 0 to 40 dB of reduction. The 

LEDs show 0, -2, -4, -6, -8, -12, -16, -20, -26 

and -40. In what I would consider "normal" 

compression settings, the gain reduction 

was difficult to hear, which is normally a 

good thing! So after awhile, I didn't pay 

much attention to the meters. When I made 
the C2s pump and bark, the meters really 

went nuts, but then again, who pays atten-

tion to the meters when you crank it? And 

speaking of crankin' it, I think it is fair to 

say that the C2s really shines in this area. 

When it is working hard, this compressor 

sounds great. It gives you the compression 

you need with some attitude, and yet it still 

sounds clean. 

One interesting feature of the C2s is 

mentioned in its very minimal manual. 

Because the C2s uses a Neve 1272 output 

amplifier, the manual states: "The C2s' 

output stage 'symmetry' pot can be ad-
justed to deliberately clip asymmetrical-

ly—a well-known 1272 trick, adding ad-

ditional second harmonic distortion, 

which some users find quite pleasing." 

This is a very cool feature, but in reality, 

how many people will go to the trouble 

to pull the unit out of its rack, remove the 
top and dive in with a screwdriver? Too 

bad they didn't implement this adjustment 

with a "color" or "asymmetry" knob on 

the front of the unit. 

REPRODUCTION DONE WELL 

The C2s is the sum of pros, en parts that, 

when combined, provides something old 

and new. Because UREI already made a 

very good reproduction of the original 
1176, Studio Electronics wanted to do 

something different that sounds as good, or 

better than, the original. I think they have. 

The C2s, which retails for $2,495, would be 

a welcome addition to any family of out-

board toys. 

Studio Electronics, 310/ 

640-3546, www.studioelec 

tronics.com. 

Erik Zobler grew up in New York, partied in 

Boulder, Colo., demonstrated in San Fran-

cisco and eventually migrated to Los Ange-

les. You can meditate with him ezobler@ 

socal.rr.com. 
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FIELD TEST 

Millennia TD-1 Twin-Direct Recording Channel 

Highly Versatile Recording Solution 

T he Millennia TD-1 combines an instrument/amplifier/DI input 

with mic and line recording paths 
and preamp outputs. The sturdy, handcraft-

ed, 15-pound tabletop unit incorporates 

many critically acclaimed design elements 
from other Millennia products, including al-

ternate FET and tube circuit paths (the latter 

for instrument or speaker/amp input only), 

two bands of NSEQ-2 equalization and the 

HV-3 solid-state mic preamp. 

LET'S BE DIRECT 

An unbalanced phone jack on the TD-1's 

front panel can accept input from an instru-

ment or a direct feed from a guitar/bass/key-

board amp. This DI input signal goes direct-

ly to an unbalanced (phone jack) rear panel 

direct output, which you can choose to be 

either buffered (by a monolithic solid-state 

amplifier) or unbuffered. 

A front panel switch also variously 

routes the DI input signal through Millen-
nia's Twin Topology circuitry, which pro-

vides alternate paths through a Sovtec 

122117 triode tube or an all-discrete FET am-

plifier. (My review unit was fitted with an 

optional Mullard CV-4024 NOS tube, which 

is available for an additional $30.) Three al-

ternate impedance settings-470k ohm, 2 
megaohm and 10 megaohrn—change the 

load on a DI'd instrument to produce a va-
riety of timbres. 

A front panel XLR accommodates line-
level input. The TD-1 also ships with a rear 

panel XLR mic input (HV-3) that is served 

by defeatable +48-volt phantom power. All 

inputs (including DI) can access additional 

gain. The user has access to 9 to 65 dB of 

gain in roughly 5dB increments. 

All inputs can also access a 20dB pad, de-

featable polarity-reverse function and NSEQ-

2-type dual-band equalization. Unlike Millen-

nia's Twin Topology NSEQ-2 unit, the TD-1's 

EQ is solid-state-only. Taken together, the TD-

1's two widely overlapping EQ bands span a 

range from 20 Hz to 25 kHz. Each band pro-

vides up to 15 dB of boost/cut and continu-

ously variable Q settings from 0.4 to 4.0. There 

are separate bypass buttons for each band, as 

well as for the entire EQ section. 

Rear panel outputs include both balanced 

and unbalanced XLR and TRS (line-level on 

four connectors), a 

transformer-coupled 

XLR mic-level output 

(with a stated 3Hz to 

3001(Hz frequency re-

ponse), the afore-

mentioned direct out 

and a mono head-

phone output (with 

level trim). I found 

that the TD-1's line-

level outputs provid-

ed plenty of gain to 

record directly to a 

DAW. Alternatively, 

for added coloration, 

you can patch the 

transformer-coupled 

mic-level output (which uses the REAMP 

custom Millennia DIT-01 transformer) to an 
external preamp. 

The TD-1 also offers two REAMP outputs 

on its rear panel. According to Millennia, the 

two REAMP outputs (used under license) 

are driven from "specially wound shielded 

magnetics" that emulate the level and im-

pedance characteristics of Stratocaster- and 

Les Paul-style pickups, respectively. By 

feeding a previously recorded track to the 
TD-1's line input and patching one or both 

of the preamp outputs to a guitar amp(s), 

you provide the amp(s) with a signal(s) that 

is preconditioned to make the track sound 

like it's a live instrument. 

The TD-1 also provides separate and 

variously colored signal present, overload 
and power LEDs; five different schemes for 

lifting or isolating the unit's ground; a re-

movable leather carrying handle; four gar-
gantuan rubber feet; and a detachable AC 

cord. Two TD-ls can also be raclçmounted 

together. The unit's front panel cosmetics 

are stunning, and all knob settings are 

clearly discernible from a reasonable dis-

tance. A custom Corduna gig bag is an 
available option. 

PUT TO THE TEST 

Succinctly put, the TD-1's DI input, when 

used on electric guitar, exhibited a smoother 

spectral balance and far greater realism, 

warmth, body and depth than that of any 

specialized DI box I've used. Comparing 

DI'd electric bass tracks recorded first via the 

TD-1 and then using my Aguilar DB-900 

tube DI box, the TD-1 lent a slightly bigger 

bottom and greater presence, clarity and 

depth. 

The TD-1's two preamp outputs sound-

ed quite different from one another and 

worked great. Routed to my Line 6 Pod Pro, 

they easily allowed me to turn crystalline 

DI'd Strat tracks into overdriven monsters 

during mixdown. 

The TD-1's EQ is simply the best I've 

heard. It sounds incredibly warm, full-bod-

ied and silky. I've never heard a mic pre-

amp that sounds more pristine and reveal-

ing than the I-IV-3. (I love this preamp so 

much, I have 10 channels of HV-3 in my 
studio.) As a self-contained front-end de-

vice, the only thing that the TD-1 lacks is a 

compressor. 

THE OBVIOUS CONCLUSION 

The TD-1 sounds truly superb, is highly ver-

satile, looks gorgeous and has gobs of head-

room. Moderately priced at $1,495 list, this 

box sets a new standard for recording chan-

nels and gets my very highest recommen-

dation. 

Millennia, 530/647-0750, www.rnil-media 
.com. 

Mix contributing editor Michael Cooper is the 
owner of Michael Cooper Recording, located 

in beautiful Sisters, Ore. Cooper's studio offers 

recording, mixing and mastering services. 
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TECH'S FILES 
BY EDDIE CILETTI 

I ( Might) Wanna Hold Your Hand 

A Techie-Turned-Investor's Opinion on Upgrading Your Gear 

S
ince moving to the Twin Cities, most of my busi-

ness relationships have begun via e-mail. And, be-

cause it's sometimes hard to judge whether the 

"Johns" want real service or are attempting to engage in 

some fantasy-based role-playing, the interaction has the 

feeling of an online porn message board. Once success-

fully past the courting/screening phase, however, rela-

tionships are generally long-term. 

Until writing this article, I never thought that the court-

ing/screening phase would be such a challenge, espe-

cially with those curious souls who won't (or can't) com-

pose a decent e-mail, leaving me to figure out their all 

caps/no punctuation/complete stream-of-consciousness 

messages. Did these people ever go to high school or ane 

they just so "excited" about the release of audio infor-

mation that they can't write and think at the same time? 

THE WRITE STUFF 

I welcome (and congratulate!) those conespondents who 

ask the "right" questions; you'll find the answers below. On 

my good days, my proactive response to the "wrong" ques-

tions is to write an article or update my Website. On "crus-

taceous" days, some people find out just how sensitive my 

trigger can be! Somewhere in between Captain Nice and 

Captain Nasty, I become the nearly apologetic Great In-

quisitor, grilling the techno-curious so that they better un-

derstand their goals. I often ask for CDs of their best work 

or a sample of whatever the problem might be, and only 

go for the jugular after discovering an ulterior motive. 

IS IT WORTHWHILE TO UPGRADE? 

Way back in October 2000, capacitor and op amp up-

grades were featured in "Tech's Files," a topic that gen-

erated numerous inquiries. The question is not whether 

an upgrade is possible—anything can be done for a 

price—but what other impediments to sonic bliss are tak-

en into consideration. You wanna make the investment 

worthwhile, right? What good are faster op amps and low-

leakage caps if the pots are scratchy and the switches are 

intermittent' I'd fix those items first, or bail. 

Exact replacement pans for a recording console that is 

10 to 20 years out of production are not likely to be read-

ily available. In this case, older is better, because newer 

products use application-specific pots in terms of bushing, 

shaft and knob dimensions. The better "generic" pots are 

easily $5 to $10 a pop. Their shafts will be round and not 
keyed, longer than required and not compatible with the 

old knobs. Upgrading 24 channels of mic preamp hardware 

could cost $600 in pans—a deal if DIX.—but add the la-

bor and you might as well have bought new pleamps. 

Some of the replacement pots for a Sony MCI 600 Se-

ries console, for example, would be customized parts that 

Figure 1: excerpt from Eventide Omnipressor schematic detailing 

use of LM301 op amp as a comparator. The LM301 was typically 

used for audio (AC) signal applications in the early '70s. 

typically cost $25 to $50 each and require a 25-piece min-

imum from a pot manufacturer. I do not believe those 

parts are available from Sony, but www.blevinsaudio 

exchange.com is worth a look-see. 

OP AMP OFF-RAMP 

Because of the Internet, awareness of op amp options has 

never been higher. Every geek has a preference: Some 

may arrive at their choice by extensive research, others 

may be content just finding a better part. I don't really 

want to compete or pass judgment on what other people 

are doing, yet many people put me in that position. If 

you're looking for a turnkey upgrade, www.audio 
upgrades.com has a list of popular recorders, consoles 

and signal processors—including prices. I can't speak for 

the company's work, but you gotta admire the site for its 

detail; it's definitely a great reference source. 

Of course, there are improvements for the oldest op 

amps, such as the 709, 741, 4136 and 301, but not every op 

amp can be easily upgraded. Here's one very obtuse ex-

ample: An Eventide Omnipressor uses an LM301 single-

channel op amp in the DC sidechain as a comparator via 

pin 8. The circuit in question, detailed in Fig. 1, allows users 

to limit the maximum gain and attenuation. Figure 2 shows 

the standard single op amp pin-out (I/O on pins 2, 3 and 

6, power on 4 and 7) plus the LM301's pin 8 idiosyncrasy. 
Also note the 1k-ohm input and 33k-ohm feedback resis-

tors; comparators typically have lots of gain. Two identical re-

-CONTINUED ON PAGE 129 
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STEVE MU 
ROCK/COUNTRY REBEL 
MAINTAINS STUDIO LIVE FEEL 

By Gaby Alter 

Steve Earle is not a man to lay idle. Since a stint in 

drug rehab pulled him out of a personal and career 

slump in the mid-'90s, the 48-year-old rock/country 
songwriter has been producing new work at a pace 

that would leave many younger artists in the dust. In 
the past eight years, he has put out eight albums, in-

cluding last year's politically charged Jerusalem and 
a concert double-CD to accompany a documentary 

on Earle titled Just an American Boy. 
The drug habit is about all that's rehabilitated 

about Earle. You get a picture of this on Just an Amer-
ican Boy where, between songs, he talks on topics 

ranging from the death penalty to his 
hitchhiking days to the war in Iraq. He 
speaks with urgency and anger about the 

injustices he sees in the world around 

him and uses enough humor to keep his 

talks from becoming sanctimonious. 
His message's urgency, in fact, sped 

up the recording and release of his last 

studio album, Jerusalem. Originally, 

Earle had hoped to take a break from his 
steady one-a-year output after finishing 
the 2000 Transcendental Blues. On top 

of that, he and co-producer/engineer 
Ray Kennedy (who together are known 

tkaii,4 ...y. p.a....L.- .1..1 J ... 1,1,4 J.._ e 
_i 

as the Twangtrust) had just moved their studio from 
their old building on Nashville's Music Row and had-

n't yet finished setting things up in the new location 
just outside of town. 

"And then September 11th happened, and I 
started writing these songs," Earle says. "Releasing it 
in a timely fashion started becoming important to me. 

In other words, the material seemed perishable. So 
we just bumped up the timeline to my next record." 

He and Kennedy got the new studio ready in time— 
but only just. "The wiring got finished at 4 o'clock in 
the morning the day before we started recording," 
Kennedy reports. 

Jerusalem's songs did indeed strike while the iron 

was very hot, addressing the state of the union a year 
after the terrorist attacks with Earle's characteristic 

bluntness. "Amerilca v. 6.0 (The Best We Can Do)" 

was a snarling critique of political apathy, the health-

care system and the growing divide between the rich 
and poor ("We can just build a great wall around the 
country club to keep the riff-raff out until the slump 

is through"). "Ashes to Ashes" put current events in a 

kind of Biblical perspective, warning in a prophetic 
tone of the impermanence of even the mightiest civ-

ilizations ("Every tower ever built tumbles...and every 

idol ever raised falls"). The track that stirred serious 
controversy, however, was "John Walker Blues." Writ-
ten from the point of view of the young-American-

tumed-Taliban-soldier John Walker Lindh, the song 
was not an unsympathetic portrait of an alienated 

youth "raised on MTV" who turned to Islam for an-

-CONTINUED ON PAGE 117 
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STUDIO HOPPING RESULTS IN TWO 

NEW ALBUMS 

By David John Farinella 

After what he terms a few "harrowing" ex-

periences with record producers, singer/ 

songwriter Rufus Wainwright has finally 

found an aural ally in Marius deVries. "Mar-

ius has been a complete dream," Wain-

wright says. "I like him a lot because he's 

a nice person and he's very British in his 

1.1V1116 COLOUR 

sensibilities in the studio and extremely ef-

ficient and diplomatic." Each of those qual-

ities became paramount as Wainwright and 

deVries worked through what would be-

come two releases: the acclaimed current 

offering, Want One; and Want Two, which 

will be released this spring. Want One is an 

extremely clever and complex production, 

with huge variations in arrangements and 

instrumentation from track to track, as 

Wainwright ladles out heaping helpings of 

insight and autobiography. 

Wainwright enjoys his time in the studio. 

"I'm perhaps more comfortable and confi-

dent in the studio than I am in real life a lot 

of the time," he says with a laugh. "I grew 

up in and around the studio [he's the son of 
—CONTINUED ON PAGE 119 

GROUNDBREAKING 

ALT-METAL BAND RETURNS 

By Chris J. Walker 

Much like a popular couple breaking up, the 

extremely dynamic alternative metal band, 

Living Colour, which officially disbanded in 

1995, was constantly queried about reunit-

ing. Anywhere former bandmembers went 

while pursuing individual ventures, fans, 

music-biz types and fellow musicians asked 

the eternal question: "When is Living Colour 

getting back together?" Even Mick Jagger— 
who featured them as an opening act on 

mid-'80s Stones tours, produced their demo 

and coordinated a subsequent record 

deal—told drummer Will Calhoun, "The) 

needed to regroup." Overwhelmingly, the 

band's past achievements—garnering a 
multi-Platinum CD, two Grammys and two 

MTV Video Music Awards while maintaining 

an intensely loyal, global fan base—over-

shadowed their subsequent endeavors. 

Living Colour against an urban sky. The band is (L to R): Doug Wimbish, Will Calhoun, Vernon Reid and 

Corey Glover. 

Still, from the perspective of the band-

members—guitarist Vernon Reid, vocalist 

Corey Glover, bassist Doug Wimbish and 
Calhoun—there were lingering issues con-

cerning their general frustration with the 

music industry and the dissolution of unity 

within the group. Was there a real desire to 

—CONTINUED ON PAGE 120 
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THE 5TH DIE1131011 
1101#111111S/E THE 

S11115[1111 In 
By Dan Daley 

It seems axiomatic that the further back in time we 

reach, the more the actual making of records be-

comes almost anticlimactic to what transpired out-

side of the recording studio's confines. When 4- and 

8-track recordings were the norm, what we regard 

as the "mix" was actually an ongoing process, a se-

ries of artistic and practical decisions forced by a 

limited number of tracks into becoming part of the 

actual creation of a track, not its technical coda. All 

of the above are amply illustrated by the 1969 dou-

ble-Grammy-winning (including Record of the 
Year) "Aquarius/Le the Sunshine In," the 5th Di-

mension's smash hit that ended up being the best-

selling single of that year. 

For starters, the record was made up of two dis-

tinct songs from the smash musical Hair, what essentially was 

the lyric overture to the hit Broadway show "The Age of 

Aquarius" and the show's final production number, "Let the 

Sunshine In." But that pairing took place after an unlikely se-

THE AGE OF 

THE &AR S I& SION 
AQUARIUS/ LET THE SUNSHINE IN 

WORKIN ON A GROOVY THING* THOSE WERE THE DAYS 
SUNSHINE OF YOUR LOVE • LET IT BE ME 

AND 4.0ºf 

Studio setup at United & Western 

ries of events that placed record producer Bones Howe in a 

front-row-center seat at Hair in New York one autumn 

evening in 1968. Howe, who recently had shifted from engi-

neering for Lou Adler and others to producing hits for artists 

including The Association ("Windy," "Never My Love") and 

The Turtles Oft Ain't Me, Babe"), had been contacted by en-

tertainer-turned-entrepeneur Johnny Rivers to produce the 5th 

Dimension's Magic Garden album, which was filled with 
tunes by the burgeoning songwriter Jimmy Webb, whose "Up, 

Up and Away (In My Beautiful Balloon)" gave the Los Ange-

les-based pop/soul group its breakthrough hit in 1967. 

Riding the group's initial success, they were doing a gig at 

Manhattan's Americana Hotel in 1968 when one of the mem-
bers, singer Billy Davis Jr. (who would go on to duet hits with 

another Dimension alumnus, Marilyn McCoo), lost his wallet 

in a cab. A good Samaritan returned it and Davis invited him 

and his wife to the show. Coincidentally, the Samaritan turned 

out to be a co-producer of Hair, and he, in turn, invited the 

5th Dimension to see it. When the group heard the stirring 

opening number—which, like all of the songs in the show, 

were composed by Rado and Ragni—they immediately de-
cided to record it. 

"I was fine with that," says Howe, "but to me, there was 

only half a record there. In fact, in my notes I still have a 

piece of paper that says 'Aquarius' with an arrow running 

from that to a question mark. I went to see the show myself 

and I heard the last number, 'Flesh Failures,' which has this 
refrain: 'Let the sunshine in, let the sunshine in," etc. It was 

a real downer of a song, actually, but those last three bars 

were like a great gospel song. I thought if we could cut that 

together, we could make a medley of it. So I called the pub-

lisher of the show and asked if it would be okay and they 

were fine with that. The group took a little convincing, 
though." 
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Shortly after that, Howe went into Studio 
3 at Wally Heider Recording in Los Angeles, 

his favorite studio, which was similar in de-
sign to the one he had used at United & 

Western, where he had worked on produc-
tions with The Mamas & The Papas and The 

Association. He called in vocal arranger Bob 

Alcivar to match keys on the two songs and 
write charts for the Wrecking Crew, the ses-
sion group headed by drummer Hal Blaine, 

who would cut the tracks. "The two songs 

were a fifth apart, and Bob said that was too 

big a jump, so he moved the whole thing 

down a fourth," Howe recalls. "But the plan 
was to record the two pieces separately, 

then jam them together like a train." 
The session players huddled in the small 

tracking room, playing from the charts while 
the 5th Dimension was in Las Vegas open-

ing a long engagement at Caesars Palace 

with Frank Sinatra. Howe listened through 

the API console as the tracks went down to 
the 3M 8-track machine. The basics were cut 

as part of the album sessions, which ran 
from September 4 through December 10, 

1968. Blaine's drums—with Shure 546 mi-

crophones on snare, kick and hi-hat, and 
Sony C64s as overheads—were recorded 

mono to track 5; the bfass, recorded through 
an amp also using a 546, was on track 7; gui-

tars were on track 1; and piano on track 3. 
Tracks 3 and 4 were left open for vocals, and 

tracks 6 and 8 for strings, percussion and 
other overdubs. When "Aquarius" was fin-

ished tracking, Howe asked Blaine to do 
two bars of eighth notes to set up the rhythm 

for "Let the Sunshine In," which was 

recorded to another reel of tape. 
Howe then took the tapes to United 

Recording of Nevada, which Bill Putnam, 
who owned United & Western in L.A., had 

built. The 5th Dimension came in before the 
show one day to do the vocals. Howe 
arranged them in the studio as they per-

formed onstage—in a semicircle—around 

two RCA DX-77 microphones, putting the fe-
male vocals on track 3 and the male voices 

on track 4. The DX-77s were set to the V-1 

position. "The 77s have three cardioid set-
tings," Howe explains. "V-1 and V-2 were 
different low-end cutoffs, and 'M' was for 

music recording. The V-2 had a high cutoff, 

which made it good for radio announcing; 

the V-2 position left a lot more low end in 

there and made it a great vocal micro-

phone." The signal ran through an 1176 

compressor/limiter set with what Howe 
swears are the best parameter settings that 
can be configured on it for vocals: thresh-

old/attack, 6; release, 7; and a 12:1 com-

pression ratio. 
The song's vocals were recorded the 

next day. "I just let them sing all day," Howe 

remembers. "It was a long track with the 
same parts running over and over again. I 
didn't know how long the record was ulti-

mately going to run. Then, at one point, Billy 

started scat singing on it and I told him to 

hold it, let me put him out there on a sepa-

rate track so I could bring it in once I knew 
when we could use it." The entire multitrack 

recording was transferred to a second 3M 

deck as the group's vocals were doubled. 
Then came what was always a touchy 

part in the age of analog tape: a multitrack 

edit. Howe, who says he learned editing 

when the common methodology was to use 
four fingers and a pair of scissors, laid the 
end of the first song and the beats counting 

out the second across a block and cut like a 
surgeon. "People tell me I was a good engi-

neer," he says. "I don't know. But I can tell 
you I was very good at editing. I used to 
practice making quarter-inch cuts on jazz 

solos." The edit, even listening to it today, is 

seamless and is helped by the reverberated 

overlap of vocal from the first song leading 

into the next, as well as the string and horn 
overdubs. 

The tapes were taken back to Heider's for 

sweetening. Bill Holman's string and brass 
arrangements were recorded using the RCA 
DX-77 for the horns and AKG 405s for the 

strings. One interesting element was the 
swirling string part that opens the track. "I 

wanted something over the drums that starts 

the song off," says Howe. "I had some vague 

idea in my head that it needed something, 

but I wasn't sure what; something shimmer-

ing. Then, just before we left Vegas, I was 
riding in an elevator at Caesars and they were 

playing Sinatra everywhere—in the lounges 

the hallways, the elevators—and I heard this 
sound; it was just what I was looking for. I 

kept listening and then realized that it was 
'Lost in the Stars,' the Sinatra tune, with 

arrangements that Don Costa had done. I 
played it for Bill [Holman] and told him I 

wanted something like that. Then I would 
fade the rhythm section in under it to start 

the song." 
The mix, such as it was, was done on the 

fly, as Howe combined three tapes: the 8-

track with the tracks and vocn Is, a 2-track 

with the newly recorded swirl intro part and 

a new 8-track to which they would all be 

transferred. Howe ran the swirl tape, finding 

the point to start the main 8-track and fade 
it up into the premix. "It was like editing a 
movie, with fades in the beginning," he says. 
That was then mixed to 2-track for the final 

mix. 
Howe now had an opus coming in at 

4:49—a lifetime in the era of AM pop radio 

singles. But input would come from a 

serendipitous source: Wally Heider's studio 
on Cahuenga was across the street from Mar-

toni's restaurant, the counterpart LA. hang-
out. Stopping in there for a bite, Howe 

bumped into Bill Drake, the programming 
director for the Drake-Chennault radio 

chain, which included tastemaker stations 
KHJ and KFRC, and who was the archetype 

for the modern radio playlist arbiter. Drake 

had heard the "white label" of the record— 
the prereleased version sent by the label to 

stir interest at radio—and liked it. But, as he 

pointed out to Howe, it was a DJ's night-
mare. "He said if I did a shorter version, it 

would be a bigger hit, since DJs could fit it 

in, and that ending would be great to take 
them into the end of an hour," Howe recalls. 
"I was gonna eat, but instead I turned right 

around and went back to the studio and 
made some cuts. I cut a half verse out and 

one of the choruses. I got it down to 2:59. 
Perfect." 

"Aquarius" was released on March 8, 

1969, and spent six weeks at Number One 

and remained in the Top 40 for 16 weeks, 
selling more than 2 million copies in less 

than a month before topping out at triple 

Platinum. "That record had a complicated 
history," says Howe. "It was two songs 
jammed into one and then they were cut in 

half to make it work for radio, and it was 

recorded in different sessions and different 
cities before that became too common. And 

it was worth it because it re-
ally defined the era, and you 

don't get to do that too often." 

STEVE MU 
FROM PAGE 114 

swers that a materialist culture t pro-

viding. The song did not exonerate Lindh so 

much as it gave his choices a context, 
thereby humanizing his dilemma. 

Musically, Jerusalem rocks and rolls as 

much as it rocks the boat. There's very lit-

tle pretense about Earle personally, politi-

cally or musically, and the album's 11 tracks 
tend toward basic rockers with a country 

edge, with a few ballads thrown in to leaven 

the mix. It's a straightforward approach 

that's matched by the one he and Kennedy 

take in the studio. 
"We go for the live performance," 

Kennedy says. "Why go in with the attitude 
of, 'This is just a scratch guitar track,' or 'This 
is just a scratch vocal'? I don't believe in that. 

I believe in, 'Let's just really go for it!' When 
people are encouraged to do that, they end 
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up performing better than they think they 

can." Kennedy cites Lucinda Williams' Car 

Wheels on a Gravel Road, which the 

Twangtrust helped produce, as a case in 

point. "Car Wheels is pretty much all live vo-

cals. On her previous records, I don't think 

she ever did live vocals, but she went from 

40,000 units to over a million." 

As you might expect from their "old-fash-

ioned" style of recording, Earle and Kennedy 

are both die-hard analog lovers. The 

Twangtrust's studio is filled with vintage mi-

crophones, preamps, compressors and con-
soles. "Some of the things that are really cool 

about the pop records I love have to do with 
the so-called shortcomings of the analog 

recording process that sort of become musi-

cal," Earle says. He cites The Beatles, the 

Rolling Stones and The Faces as bands 

whose recordings he's often tried to re-cre-

ate sonically and make his own. 

Before he began working with Kennedy 
in the mid-'90s, Earle was frustrated with the 

ability of digital media to accomplish this 

task. For instance, he admired the "over-

driven, distorted" acoustic guitar sounds he 

found on The Beatles' Rubber Soul. "II was] 

just trying to figure out how they did that, 

and why can't I make this expensive digital 

piece of s—t sound like that. I have nothing 

against digital," he hastily adds. "There are 

people that are better at it than I am." 

To get Earle's vocal sound, 

Kennedy used a Fred Camron 

custom-modified Neumann U67 

microphone, a Telefunken V-76 

M Series preamp and an 1176. 

"I'm using it to pull the sound 

out of his throat, his chest," 

Kennedy says of the compre., 

sor. "It makes the microphone 

more sensitive, and makes it 

really dig in and reach out for 

the character of the vocal." Be-

cause the 1176 pulls in enough 

room sound and ambience, 

Kennedy didn't add reverb. 

"There isn't any reverb used on 

any of Steve's records, at least 

since I've been involved with 

him. It's all natural acoustics.' 

With all of the components 

of the mix, Kennedy com-

pressed things a lot so that they 

stand out: "Everything on the 

tape is a big, bold stroke. If it's 

not, it shouldn't be there. There's nothing 

subtle about Steve Earle records." 

Much thought went into Earle's instru-

ment selection, as well. He and Kennedy to-

gether own a collection of more than 300 

guitars, which are actually hanging on pegs 
on the walls of the studio itself. "We haven't 

done it," Earle says, "but if you soloed the 

Everything on the tape is a big, bold 

stroke. If it's not, it shouldn't be 

there. There's nothing subtle about 

Steve Earle records. —Ray Kennedy 

For Earle's acoustic guitar sound, 

Kennedy used nickel-capsule Neumann 

KM56 microphones from the late '50s and 

early '60s. "The way acoustic guitars are 

recorded fin other studios], they're mostly 

clean," Kennedy says. "We push them a lit-

tle harder. I'll slam tape pretty hard and try 

to get the guitar to really respond so that you 

cannot just hear it, but feel it." Kennedy and 

Earle also favored a Beatles-esque technique 

on some of their drum tracks, using Univer-

sal Audio 1176 compressors to emulate the 

sound the '60s group achieved with Fairchild 

limiters. It involved, according to Kennedy, 

"taking a lot of components of the mix and 

chaining them off to a pair of 1176s or an 

1178, and then bringing that up into the mix 

so that the drums have this kind of continu-

ous roar about them." 

room !mu', then yotid hear all these guitars 

jangling around in the background" Earle 

used a variety of electric guitars on 
Jerusalem, but stuck almost exclusively to a 

Dana Bourgeois acoustic guitar, because "it's 

almost the best new guitar I've ever bought." 

Their studio also has a large collection of 

snare drums. "We don't do one drum sound 

and stick with it," Earle says. "We set up two 

drum kits at least. We've got a really old sig-

nal-tension kit and then the more modem 

great-sounding Gretsch kit, and then there's 

a rack right next to the drum kits that has, 

like, 15 snare drums, which we use every 

single one of. It's all about the song, the key 

it's in, the overall tonality of instruments 

around the drum." 

With Just an American Boy, the album re-

leased to accompany Amos Poe's documen-

tary of the same name about Earle on tour, 

the goal was also capturing a live perform-

ance, this time outside of the studio. Poe had 

used low-quality mics during the shooting of 

the film, so the album was essentially a re-

capturing of the songs in later concerts. As 

with Jerusalem, Earle made the decision to 

do the album quickly, so there was little 

preparation time before the band went on 

the road, nor was there the budget for a 

sound truck. So the Twangtrust resorted to 

digital technology. The band went out with 

a laptop, a copy of Digital Performer and 

some FireWire drives to capture the shows. 

The signal came directly out of the mixing 

console onto eight tracks in Performer. 

Once back in the studio, Kennedy—in a 

rare move—took the tracks into Pro Tools 

and cnDssfaded songs to follow the film's se-

quence of songs. "It was the best way to mix 

songs from different shows," he explains. 

"My biggest job on that record was to make 

it not sound like Pro Tools." To achieve this, 
Kennedy broke out of each individual chan-

nel in Pro Tools to an analog console while 

mixing. "I use higher-quality D-to-A convert-

ers than Pro Tools has," he explains. "And 

there's a lot of analog looping in between. In-

stead of using digital plug-ins, I'm using real 

1176s and real APIs and Fairchild& I'm using 

my normal mix gear, it's just that the source 

sound is being generated by Pro Tools." 

In the end, it came back to the thing that 

Kennedy and Earle both prize: the sound of 

a real, live band. "If you have great guitar 

sounds, great drum sounds, great vocal 

sounds, everything sounds really great, and 

you get the performance on top of that, then 

118 MIX, February 2004 • www.mixonline.com 



you've got a great-sounding record," 

Kennedy says. "You have a record that's 

gonna have appeal, because it's gonna have 

an emotional quality to it because of the 

performance basis. It's not thought-out, it's 

not programmed, it's not in-

tellectualized; it's just people 

playing together." 

RUFOS 1111111MIGHT 
FROM PAGE 115 

another talented singer/songwriter, Loudon 

Wainwright III]. I definitely associate it with 

the womb. I've always loved the studio and 

I'm very old-school about it. I know ab-

solutely nothing about the technology of it 

whatsoever, but I love people running 

around doing things." Absolutely nothing? "I 

literally am allergic to knobs," he says with 

a laugh. "I break out in a sweat and become 

dyslexic. I still say, 'Could you fast-wind that, 

please?' So, no, I'm not technical at all." 

So it was fortunate that he and deVries 

crossed paths. Their initial recording dates 

took place at Looking Glass Studios in New 

York City during a long weekend in Octo-

ber 2002. "This went very well," deVries re-

calls. "We ended up with three songs in 

good shape." The chemistry between pro-

ducer and artist was obvious, deVries says, 

and production kicked off in January 2003. 

Wainwright explains that he would come 

in with a song and the two would put down 

a click track with scratch vocals and either a 

guitar or a piano. "Then we would hang out 

together and play keyboards and figure out 

what kind of bass line we wanted or what 

kind of horn line or find some weird synth 

sounds," he says. "We'd get an idea of what 

kind of direction it was going in and then 

usually we'd hire a great guitar player to give 

it a real feel. Often times, we'd program 

drums ourselves, just for the idea, and we'd 

go back later [and cut drums]. So we'd 

sketch out a lot of what you hear before-

hand, but then once the musicians came in, 

it was just a sketch for them to follow." 

"Rufus writes very thoroughly, more so 

than anyone I've worked with before," de-

Vries reports. "He brings his songs in very 

conceptualized in terms of harmony, 

melody, countermelody, even orchestra-

tion. Groove-wise and feel-wise, there was 

more room for me to help guide the songs, 

especially in the more uptempo numbers. 

But I was always concerned to work within 

the spirit of the original gestures embed-

ded in the songwriting." 

Wainwright and deVries worked in seven 

studios: Looking Glass, The Maid's Room, 

Loho and Bearsville in New York, The 

Strongroom and Angel in London, and the 

Record Plant in Los Angeles. "This is my 

multicity, multicoastal album," Wainwright 

says with a laugh. "It seems like this hap-

pens on every record of mine except for the 

first one, which was all in LA. I get bored 

easy, I guess." 

According to deVries, each studio was se-

lected for a specific reason. Looking Glass 

was used for the vibe and The Maid's Room 

for its "utterly noncorporate and homey feel," 

deVries says. "We were there for the main 

New York City sessions, which were mainly 
Rufus and myself building up the tracks in 

Logic with a few instrumental overdubs." 

During The Maid's Room dates, the crew 

moved over to Loho to record drum tracks. 

The main band sessions were recorded 

at Bearsville. "We'd both always wanted to 

work there and it turned out to be a smart 

move," deVries says. "The live area sounded 

fantastic, and with the very wintry condi-

tions, it snowed us in for days at a time; in 

the rural environment, it made us really fo-

cused. As it happened, we were sadly the 

last session ever in Studio A." 

The Strongroom in London, where de-

Vries has his own studio, was called on for 

its SSL console and mixing flexibility. Angel 

was used for the orchestral and choral 

recording dates. The Record Plant got tapped 

for the albums' final touches and for its Los 

Angeles location, where both Lenny 

Waronker and Robbie Robertson could listen 

to the tracks—"Their astute ears and wisdom 

were invaluable," notes deVries. 

John Holbrook, who engineered the 

Bearsville sessions, set up the dates with 

maximum possibilities in mind. "We needed 

to be able to go quickly from tracking a full 

rhythm section to overdubs or to Rufus do-

ing solo piano and vocals," he says. "We 

worked through a lot of music in a fairly 

short time." Studio A's big room enabled 

them to have the drummer, bassist (the bass 

amp went in a box of baffles), keyboard 

player (set up with gobos) and guitar play-

ers (amps were set up in the iso booth near 

the control room) in the same room. "We 

also sometimes used Bearsville's movable 

gazebo vocal booth—which sits out in the 

room—for acoustic guitar and vocals or up-

right bass," Holbrook adds. The control 

room hosted a MIDI station with a Kurzweil 

keyboard and several modules that deVries 

brought, which were all tied into the Pro 

Tools and Logic setup. 

Holbrook's mic philosophy while at 

Bearsville was fairly simple: "We had sev-

eral drummers so the setup changed a little 

bit for each guy," he explains, "and we var-

ied the amount of liveness by means of a 

beach umbrella and gobos around the kit. 

On some tunes, we tightened things up by 

lowering the umbrella and closing up the 

gobos. Either way, the ambient mica were 

printed on separate tracks for maximum 

flexibility." 

As for bass, Holbrook used a MusicValve 

tube DI, which is made by Nat Priest in New 

York, and a Neumann FET 47 on the amp, 

which was an SVT bottom chiven by a B15 

head. On electric guitars, a combination of 

Royer R121s (close) and tube 67s were used. 

For the acoustic guitar, he called on a vin-

tage Neumann tube pencil mic, and pianos 

were miked with AKG 414s. 

Wainwright's vocals were recorded with 

a Neumann U67 through a Neve pre into a 

LA-2A followed by a Distzessor—both set for 

moderate gain reduction. "Rufus' voice pres-

ents a particular challenge in this respect; it's 

very dynamic and varied tone-wise from 

song to song," deVries explains. "With him, 

you really want to capture the moment, the 

emotion and the performance." 

For the music beds recorded at Bearsville, 

Holbrook relied on dbx 160X or 160s on bass 

and guitars, while the piano got a Neve 

stereo compressor. The acoustic guitars ran 

through a vintage UA 175 compressor. All 

were moderately compressed, except the 

drums. The whole kit went direct to tape ex-

cept for the snare, which was put through a 

Pultec EQ to add some brightness. Bears-

vale's vintage Neve console made it possible 

to work without any outboard pre's. 

The majority of the recording sessions 

were recorded to 2-inch tape and Logic Au-
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recording 

dio Platinum driving Pro Tools I HD. As de-

Vries explains, the key was to have the 

choice. "Some things worked much better 

in analog; some things didn't," he says. 

While working in Pro Tools, deVries turned 

to plug-in standards such as Audio Fact" Alti-

verb, Amp Farm and Emagic's tape delay. 

Once the recording was done, the tracks 

were handed over to mix engineer Andy 

Bradford. As Bradford explains, there were 

some soft synths running during the mix 

sessions. "Manus and I sometimes do this," 
he says. "So when it gets to the mix stage, 

some of it can be a work in progress, which 

gives us amazing flexibility of being able to 

change stuff on the fly. Some of the initial 

tracking was done on 2-inch for the sound 

of it, but for ease of editing and transporta-

tion, it all ended up in Logic. I mixed from 
Logic Audio Platinum running on an Apple 

dual 1GHz Macintosh G4 on Digidesign HD 

3 hardware. We had 64 outputs feeding the 
desk." 

Bradford used an SSL 4000 G+ console 

for the mixes while some submixes were 

done in Logic because of the number of 
tracks in a couple of the songs. One of the 

tunes, "I Don't Know What It Is," had 128 

tracks in Logic and 64 tracks on direct TDM. 

"Those were running on the Mac itself but 

bused into the TDM mixer with ESB," he 

explains. The song was such a monster be-
cause it included a full band, four guitarists, 

a full orchestra, a programmed drum kit, a 

choir, five pianos and, oh yeah, Wain-

wright's vocals. "It was a very complex and 

intricate arrangement with an incredible 

dynamic," Bradford recalls. "It goes from 

whisper-quiet to full-on. We ended up tack-

ling this one a couple of times before we 
wrestled it to the floor." 

To be sure, one album of such enormity 

must have been a challenge. So how did 

producer deVries keep up the energy know-

ing that he and Wainwright were working 

on two albums? "Adrenaline and enthusi-

asm," he answers. "Working on a project as 

magical as this one was is rare, and the 

body responds. There wasn't a song that 

didn't demand maximum care and atten-

tion—plus, the support of a team of great 

people full of dedication and love for the 
endeavor." 

LIN COLOIE 
FROM PAGE 115 

be a full working band again? "It was kind 

of like, 'Well, is there anything there'?" Reid 

explains from his home studio on Staten Is-

land, N.Y. "There's a lot of affection for the 

people and history, obviously [being the 
first rock band of color to make an impact 

since the heralded days of Jimi Hendrix, Sly 

Stone and Santana]. But in my mind, you 

could always say, 'No, no, no and hell no!' 
Then, one day I just said yes." 

Living Color first reunited in December 

2000 at CBGB's in New York, the landmark 

venue where the quartet first crafted their 

sound and was discovered. Calhoun and 

Wimbish were there doing a drum 'n' bass 

side project called Headfake, with Glover 
sporadically helping out. When Reid ac-

cepted their invitation to sit in, the show 

billed "Headfake and Surprise Musical 
Guest" turned into a full-on reunion jam. 

Riding the crest of ecstatic fan response, 

they continued playing sold-out club dates 

across the States and made festival appear-

ances in Europe and South America. Talk of 

returning to the studio to record a new CD 

ensued, but the band couldn't seem to 

agree on direction, methodology and, fore-

most, a definitive reason to devote the time 
and effort. In the midst of their disparity, the 

9;11 tragedy occurred. 

"It's not our reason, either," declares 

Reid, who could previously see the World 

Trade Center towers clearly from his house. 

"But what it is, is that we were able to start 

thinking about each other in a different light 

and talk about issues in other ways. Also, it 

made us look at the music we did before dif-

ferently. Ironically, 'A ? of When' was writ-

ten before 9/11, even though it seems right 

on top of it." Consequently, Living Colour 

found that many of their recently penned 

songs had other meanings and a third of the 

songs on their reunion CD, Collideoscope, 

are related to the catastrophic event. 

For the process of forging lyrics and 

sonic elements, the band initially headed to 

Long View Farms in North Brookfield, 

Mass., during the spring of 2002. They'd cut 

the album Pride there, the CD prior to Liv-

ing Colour's breaking up, and Reid de-

scribes its owner, Bonnie Milner, as a "won-

derful ally to the band." 

However, when the members were pur-

suing various solo ventures, Wimbish also 

formed an allegiance with engineer/drum-

mer/drum programmer Chris Weinland, 

who owns and operates Tree House Stu-

dios in Storrs, Conn., midway between 

Boston and New York. This studio, which 

is located in a converted garage/barn adja-

cent to a state park, became central to the 

recording of Living Colour's latest through-

out the fall of 2002 and into the spring of 
2003. The isolated natural setting of Wein-

land's studio, where cell phones are out of 

range, provided the necessary solitude that 

the band needed to write and try out songs. 

Also, Reid could crank up his guitar and 

equipment to his heart's content without 

being concerned about any neighbors. 

Reid, Wimbish, Glover and Calhoun 
worked together about 80 percent of the 

time at Tree House, penning lyrics and jam-

ming. Added guitars and reworked drum 

parts were done individually, and often the 

whole band wouldn't make the trek. "There 

were torrential snow storms every Friday 

when they would come," the studio owner/ 

engineer recalled. "And sometimes, it would 

take up to four hours to get here from New 

York. Normally, it takes a little over two 

hours and we got over 100 inches of snow 

last winter. I was laughing a couple of 

weeks ago with Doug about that and how 

they ended up getting so much stuff done 

here, 'cause what else are you going do 

when there's three feet of snow out and it's 

below zero?" The group also did sessions at 

Wimbish's Novasound Studios in Connecti-

cut, On-U-Sound Studios in London, Sound 

Studios in Los Angeles and The Cutting 
Room in New York. 

Weinland comments about the band's 

creative process for Collideoscope: "They'd 
been apart for some time and they really 

needed to get their heads back in it. So there 

was a certain amount of just regrouping, 

and they would come up for four or five 

days at a time. A lot of stuff would get writ-

ten, which we would edit. Then they would 

decide what they liked and we would re-

track a lot of stuff later on. The arrange-

ments, I guess, would be backward from 

what you would expect when you're writ-

ing an album. Things would be played, then 

arranged and then replayed. As late as 

March and April 120031, we were still doing 

vocal tracks. But it was really interesting to 

see how they worked and developed tunes. 

And, obviously, the musicianship was about 
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as good as you're ever going to see from a 

rock 'n' roll band." 

All tracking for their reunion CD done at 

Tree House Studios was recorded on Pro 

Tools through such supporting gear as mod-

ules from an old Neve broadcast console 

(believed to be Sonic Youth's old board), 

API preamps, Apogee converters and vari-

ous vintage mics—mostly Neumanns. Wein-

land stresses that he wanted to keep the 

signal path as clear as possible, and the 

combination of preamps and mics used for 

that application worked perfectly. 

Just the same, Reid was very comfortable 

and stayed with Weiland's family for ex-

tended periods during the creation of Col-

lideascope. "[Weinland] was a big fan of the 

band, his wife is a graphic designer and their 

son is a great kid," he comments. "So it was 

a nice environment to be around while we 

were doing the live stuff. Also, we had a lot 

of help from different engineers working as 

a team, such as Michael Ryan, Dave Shuman 

and Fran Flannery, who did a lot of editing." 

Musically, there was plenty of high-oc-

tane jamming at the sessions, with a notice-

able strong dose of funk injected. Reid be-

lieves the current sound harkens back to the 

exploratory times at CBGBs and the Mudd 

Club. Reid and Wimbush used Reason soft-

ware for composing and Calhoun pro-

grammed some beats. Loops and samples 

have always been an important ingredient in 

Living Colour's music. However, it has de-

veloped way beyond their initial forays. 

"From the time we did Vivid, we've 

worked with samples and things like that," 

Reid states, "and now we're starting to inte-

grate that more into what we are doing live. 

It's an interesting challenge, and now Doug 

and I both have laptops onstage. We play 

live, but we also incorporate all kinds of 

different elements and what-have-you. Of 

course, I also have a full Moogerfooger pedal 

line for whooping, blarings and things like 

that, along with virtual ones." 

In contrast to the elongated periods of 

songwriting and tracking, mixing for Col-

lideoscope went fairly quickly. "The mixing 

was done by our live engineer, Andy Stack-

pole," Reid says, "one of those rare people 

who has that other skill set." Stackpole, a 

10-year veteran who's worked with Bad 

Brains, the Beastie Boys, Busta Rhymes 

and others, became Living Colour's front-

of-house engineer two years ago. He actu-

ally didn't feel that the transition from front 
of house to being a studio mixer was that 

difficult, because "if you mess up, you can 
go back and do it again." However, he 

quickly found that the pressure to get 

things done made mixing far more intense. 

After a week of overdubbing, editing and 

going through everything, he had 11 days to 

complete 15 tracks. "I really wish I'd had 

more time," Stackpole says from his home 

in Norwich, Conn. "It was mix, mix, mix. I 

didn't really have any time to get away and 

listen to it in my own environment." At 

Soundtracks in New York, the engineer, with 

Reid on hand and the bandmembers occa-

sionally dropping by, mixed Living Colour's 

release on a vintage Neve board. And al-

though it was his first time handling a major 

project, he had one big advantage: "I had 

started working with them as they were de-

veloping songs and playing them live to see 

what worked and what didn't." 

Unequivocally, the band and Reid were 

happy with the engineer's efforts and are 

pleased with the album in general. The 

band feels the strongest it's been for a long 

time. "Now that we've done this," Reid 

states, "tomorrow is the question. In fact, 

Corey and I have already started talking 

about the next record and there's some 

very interesting aspects we're thinking 

about. In a way, the band does pick up 

where it left off. So it'll be interesting to see 

how it all evolves." 
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L.A. GRAPEVINE 

by Maureen Droney 

In these troubled studio times, Sound City, in 

the Van Nuys area of the San Fernando Val-

ley remains one of the busiest studios in 

town. A rock 'n' roll haven that's changed 

little in décor since the '70s, it continues to 

attract those who like their comfort low 

Master of Reality's Chris Goss in Sound City's Studio B 

key, and who prefer vintage Neve 80 Se-

ries consoles combined with good-sound-

ing live rooms. Studio manager Shivaun 

O'Brien confirmed that 2003 had been a 

banner year, and I dropped in for some 

hints about what keeps the clients coming. 

On the day I visited, Studio A was locked 
out with Tom Petty, producer George Drak-

oulias and engineer Jim Scott, so I couldn't 

get in for a look. But while wandering the 
halls, I found producer/artist/multi-instru-

mentalist Chris Goss waiting for his Studio 

B session to get rolling. Goss, known for 

his own band, the critically acclaimed Mas-

ters of Reality, as well as for his work with 

Stone Temple Pilots, Queens of the Stone 

Age and its influential predecessor Kyuss, 

is the kind of artistic producer who's always 

a bit ahead of the curve. His current proj-

ect, Eighties Matchbox B-line Disaster on 

Universal/Island Def Jam UK, is no excep-

tion. We adjourned to Sound City's newly 
spiffed-up TV lounge (okay, it's true, at 

Sound City, even a new couch is big news) 

so he could tell me about it. 

Goss, who says he's in the process of 

simplifying his life, lives in the small town 

of Joshua Tree, out in the high desert be-

yond Palm Springs. When he's ensconced 

at Sound City, he bunks at a hotel a few 

minutes away and narrows his world down 

to studio and sleep. 

Because Eighties Matchbox is a five-

piece from Brighton, England, I was curious 

as to how they'd hooked up. "About two 

years ago, I got a demo of 

theirs," Goss explains. 

"Only, maybe, one out of 

50 demos catches my ear. 

Most of them just seem to 

be mimicking what's going 

on in music at that particu-

lar moment. You know, 

when Creed and Nickel-

back are on the charts, all 

the demos sound like 

them. When Linlçin Park 

and Kom are on the charts, 

all the demos sound like 

them. So when something 
comes along that doesn't 

sound like the top of the 

charts, that's what I notice. I'm always look-

ing for something to fill that missing slot, 

that thing in your head that when you're lis-

tening to KROQ, you know you're not hear-

ing. These guys are like that." 

Goss wanted to work with the band as 

soon as he first heard them, but nothing 

came of it at the time. But two years later, 

he says, "Because of the work I'd done with 

Queens of the Stone Age, the band and peo-

ple at Universal Records sought me out. It's 

really the best way to hook up with a proj-

ect—to be mutual fans. And we also got 

along very well." 

Goss describes the band's music as hav-

ing elements of everything from Captain 

Beefheart to Nirvana with "wonderful, un-

usual chord progressions and harmonies, 

and atonal hooks. It's really good," he em-

phasizes. "People light up when they hear 

it. And it's especially amazing because 

they're so young, yet so musically educat-

ed. Their average age is 21." 

At Sound City, Goss usually works in 

—CONTINUED ON PAGE 125 

NASHVILLE 

by Rick Clark 

SKYLINE 

While many people are content to simply la-

bel Nashville a country music town, one 

thing / like about it is the depth of the artis-

tic community and how the range of ex-

pression in the area is so rich. Country, 

Americana and roots music may be a given, 

but there is so much more. 

Venus Hum, a synth-based trio compris-

ing Tony Miracle (synths, guitars), Kip Ku-

bin (synths) and vocalist Annette Strean, has 

done quite well for itself during the past few 

years. The band (www.venushum.com) re-

leased a major-label effort, Big Beautiful Sky 

(on Geffen in the U.S. and BMG/UK for the 
rest of the world), and have toured almost 

nonstop for the past year-and-a-half, playing 

numerous shows in England. The group has 

also opened for Blue Man Group's tour in 

the last six months, playing sold-out the-

aters, sheds and arenas in almost every state 

in the U.S. 

We call our music follaronica; a word 

we stole from a Momus record of the same 

name," says Miracle. "The sound is very 

electronic, but the songs are pretty old-fash-

ioned. It's a bit like Kraftwerk being fronted 

by Rosemary Clooney. Annette is a big fan 

of show-tune music and '80s post-punk; Kip 

loves Tomita and current producers like 

Timbaland and Missy Elliot; and I love the 

Beach Boys and Burt Bacharach, as well as 

Thomas Dolby and recent experimental 

electronica. If you mix it all up, you get a bit 

of what Venus Hum sounds like." 

Their self-produced debut was cut and 

mixed at Chessington Synth labs, a studio 

housed in Miracle's basement. "I picked the 

name because it sounded like one of those 

old studios where they'd make Switched on 

Bach-type records, and we have a fetish for 

old modular synths," remarks Miracle. 

"We are pretty self-sufficient in that we 

write, produce, record and mix everything 

ourselves. The jobs bleed into each other so 

that sometimes it's hard to draw the line be-

tween sound design, mixing or the writing 
process. So instead of hiring a producer and 

a big studio, we took our recording budget 
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and bought a few pieces of equipment we 

needed for our studio—namely, a good vo-

cal chain." 

Some of the key pieces utilized by Venus 

Hum are modular synthesizers: Roland Sys-

tem 100m, Doepfer A100 and ARP 2600 and 

two virtual Nord Modulars. "We're big on 

old analog synths and have quite a collec-

tion," says Kubin. "We use these to make 

sounds, of course, but we also like using 

them as processors. Many traditional and 

even acoustic sounds get filtered and mod-

ulated with these old synths and trans-

formed into something otherworldly! 

"We do a lot of laptop-based work and 

are very excited about the new digital gear. 

like Native Instruments Realctor, Ableton 

Live, and Cycling '74 Pluggo and Max/MSP," 

Kubin adds. 'We do like to use the more 

experimental VST instruments alongside old 

analog gear and acoustic instruments." 

The band uses Pro Tools I HD for re-

cording. For their mic chain, they use a 

Blue Kiwi, SM58 or a C12 for vocals. The 

rnic pre is an Amek 9098, which is usually 

run through a Tube-Tech compressor to a 

Mackie 32x8, used primarily for monitor-

ing. They also use Emagic Logic for se-

quencing and sometimes audio. 

—CONTINUED ON PAGE 125 

Kip Kubin, of Venus Hum, caught in the midst of gear worship 

NEW YORK 

by David Weiss 

METRO 

Is your current universe lack-

ing zip? Could your energy lev-

el be boosted with safe trans-

port to an alternate dimen-

sion—to the sound of an 

enveloping rock/electronica 

soundtrack? If the answer to 

these questions is yes, then it's 

time to book a trip, not with 

NASA, but to New York City to 

experience SonicVision at the 

American Museum of Natural 

History (www.aninh.org). 

An awe-inspiring new 38-

minute digitally animated mu-

sic show with a playlist picked by Moby. 

SonicVision is playing out for the foresee-

able future in the museum's Hayden Plane-

tarium Space Theater. Aptly described by 

the AMNH as one of the world's largest and 

most powerful virtual reality simulators, the 

6,550-square-foot dome is now the home of 

a mind-and-body experience that has defi-

nitely never been done before, bolstered by 

an ambitious surround mix featuring 23 

channels of discrete sound and the music of 

artists ranging from Radiohead to 

U2, Coldplay, Queens of the Stone 

Age, Goldfrapp and many more. 

Anthony Braun, executive pro-

ducer, says, "For the visitor who's 

experiencing it, this is a new kind 

of audio-visual experience, in 

which you're truly immersed in the 

content." 

"I wanted to really elevate the 

music; that was my ambition for the 

show," adds Chris Harvey, Sonic-

Vision's creative director. "I didn't 

want to talk to anybody about reli-

gion but give people a glorious, 

transcendental experience. It's a 

new form of entertainment in that 

it's not a high-impact edit, not a 

movie, not a narrative. Its power lies 

in how intimately connected it is to 

the music and how integrating the 

experience in the circular theater is." 
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Sound and vision: SonicVision gives birth to a virtual world 

where animation and audio are fundamental elements. 

Created in association with MTV2, Sonic-

Vision was the result of the dedicated work 

of a diverse team of sound mixers, anima-

tors, video jockeys (VJs), editors and media 

artists up against a short deadline—ap-

proximately six months—that would have 

been unthinkable only a year or two ago. 

But with a staff of museum artists who had 

the design of two previous planetarium 

shows under their belts, along with the 

huge gains in available computer firepow-

er, Braun and Harvey's group were able to 

hit the ground running in April of 2003. 

"Up until then, the museum animators 

had only produced science shows, and, of 

course, there you're held to scientific accu-

racy restrictions," Harvey says. "But they're 

all artists and had been playing with ideas 

that wouldn't fit into a science show. Then, 

taking those ideas for possible scenes or 

moments, I designed a kind of flowchart 

for this show, an overall structure that I felt 

would be open and modular enough that I 

could plug a lot of things into it, but would 

give the show a beginning, middle and an 

end. To make this flowchart, I also used a 

very long list of songs they were already 

considering, some of which had been rec-

ommended by MW, some of which the 

staff had chosen and some of which Moby 

had recommended." 

Harvey and Braun worked closely with 

—CONTINUED ON PAGE 126 
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SESSIONS & STUDIO NEWS 

NORTHEAST 

Rap artist Mobb Deep was in New York 

City at Battery Studios and Chung King 

Studios, working on his upcoming release 

(Jive Records) with artist/producer/Lil 

Jon, engineers Steve Sola and Mike 

Berman, and at the latter with producer 

The Alchemist, engineers Sola and Mi 

Raskin. Engineer Tony Visconti's latest 

sessions have taken place at Looking 

Glass Studios (NYC) producing the Manic 

Street Preachers' CD to be released via 

Sony UK.. Angel Mountain (Bethlehem, 

PA) announced a wrap for production 

sessions on two of its 5.1 library's latest 

mixes, including Marvin Gaye's Let's Get It 

On and the Allman Brothers' Live at the 

Fillmore East.. Woody Allen shot a scene 

for his yet-to-be-titled film at New York's 

Sound on Sound Studios in Studio A, 

which will feature an ensemble cast in-

cluding Will Ferrell, Amanda Peet, Chloë 

Sevigny and Radha Mitchell. Meanwhile, 

in Studio D, rapper Method Man (Def 
Jam) tracked with producers Rocicwilder 

and RZA, and engineers Jaime Gudewicz 

and Cortez Farris...Award-winning mixer 

Lawrence Manchester and producer 

David Sancious worked with the Darren 

Lyons Band at Woodstock Recording and 

Mixing (Woodstock, NY). 

MIDWEST 

Former Bad English singer John 

Waite was in at The Pop Machine 

(Indianapolis) writing and track-

ing his upcoming release with 

producer/brothers Marc and Eric 

Klee Johnson, Jeff Whorley and 

Joey Fingers. Also in recording 

with Marc Johnson and Joe 

Cheesman were The Fuglees, 

working through their new CD 

Indiana, and country band Chevy 

Downs, who were tracking and 

mixing their debut release with 

the Johnson brothers ... CRC's 

(Chicago) mobile team (engineers Chris 

Shepard, Steve Weeder, Stuart HoIverson 

and Ron Lowe) was at The Metro record-

ing The Rapture, the Twilight Singers and 

The Ataris, while engineers John Jaszcz 

and Grant Greene tracked gospel artist 

New Direction; Jeral Gray and Percy Bady 

were on hand to produce. 

SOUTHEAST 

Sister Hazel has a live DVD in 5.1 and a CD 

of new material forthcoming, produced and 

engineered by Skid Mills at the newly opened 

747 Recording (Memphis).. .Omni Studios' 

(Nashville) engineer Chris Mara worked v.ith 

Pennsylvania-based rock group Paper Street 

on their sophomore release. 

Houston-based rockers Goddess tracked a three-song EP at SugarHill Recording Studios (Houston), an 

effort produced by Dan Workman and engineered by John Griffin. The bandmembers, from left to right, 

are Tushar Gupta, Sheryl Jones, Al Espinal, Avalon and Brad Kovnat. 

French rock sensation Etienne Daho (fuddle) poses with 

engineer Tom Durack (left) and Nicholas Dembling. Durack 

mixed Daho's latest, the Gold-selling release Reevolution, in 

Studio 2 at Plus XXX in Paris. 

SOUTHERN CALIFORNIA 

The Record Plant (Hollywood) hosted a slew 

of projects, including dance/pop recording 

artist Anastacia, who was in ievording her 

third album (Rick Wake and Glen Ballard pro-

ducing, Tom Yezzi and Bill Malina engineer-

ing); hip hop diva Missy Mott, working with 

longtime co-producer Tunbaland and engi-

neers Mike Butler and Mike Heopulos; alt/rap 

artists Black Eyed Peas, tracking with produc-

er Ron Fuir and engineer Tal Herzberg; and 

the artist formerly known as J-Lo—Jennifer 

Lopez—came in to tecord with producer/en-

gineer team Corey Rooney, Bruce Swedien 

and Peter Wade.. . Margarita Mix de Santa Mon-

ica (Santa Monica) just wrapped 5.1 DVD 

sound design and mixing duties for the Stone 

Temple Pilots' anthology entitled Thank You, 

which includes bootleg concert footage pro-

vided by fans...And at Future Disc (Holly-

wood), engineers Steve Hall and Mark Linen 

put the finishing touches on the surround and 

stereo mastering sessions for the Brian «-

son.. Live at the Racy DVD-A release (Rhino). 

STUDIO NEWS 

Paul Stubblebine Mastering & DVD (San Fran-

cisco) moved from its Hyde Street location to 

a new two-room, 5.1-capable facility on Mis-

sion Street...11vinghead Recording Studios 

(Phoenix) celebrated its 15th anniversary with 

the purchase and installation of a new Pro 

Tools1HD2 system...After a long search for 

the perfect reference monitors, Ambient Digi-

tal (Houston) upgraded its mastering studio 

with Egglestonworks' Andas II. 

Send your session news to blingle@primedia 

business.com. High-resolution photos en-

couraged! 
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the larger Studio A, where the console is a 

custom Neve 8028 containing rare 1085 EQs. 

This time around, he used B (where he also 

recorded Queens of the Stone Age's R) with 

its 40-input 8078, Flying Fader-fitted desk for 

three trial tracks he'd recorded with the 

band. Goss understands the importance of 

the right sound for the right project; when 

he found that something clicked with the 

band in Studio B, that's where they returned 

to cut basics for the entire album. "Every-

body's close together, sitting around in a cir-

cle," he says, "even while the drums are be-

f 
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Ric Wilson, owner of Digisonics, has a wide range of 

projects to his credit, from restored collections and 

soundtracks to Megadeth's recent DVD release. 

ing tracked. It's a great room for getting that 

kind of camaraderie going. It's also got a 

nice, tight sound that works especially well 

for this particular project. Because of the un-

usual polytonal nature of the music, I need 

a lot of definition in the drums. I wanted a 

more close-up sound than I normally use. 

"If people are hearing a G major to a C 

major chord with a 4/4 drumbeat, it's easy," 

he elaborates. "But if you're hearing a G ma-

jor to a D flat major, you need to have the 

sound of one totally defined. We want to 

take this very original music and make it ac-

cessible. If it was recorded like a garage 

record, it would be an underground record 

that no one would hear. I think these guys 

deserve accolades for what they've devel-

oped; they deserve to be played on the ra-

dio. So, while the songs are very original, 

they're also palatable for radio and very 

commercial. Finding the complementary 

sonics helps to do that." 

About Sound City, Goss says, "It's been a 

home to me for a few years now. A lot of it 

is the vibe. Too many studios look like Darth 

Vader's living room. You feel like if you spill 

something, a robot is going to come out and 

hit you. Here, I feel like I'm in my friend's 

basement game room. It's lived-in, and that's 

reflected in the music that's made here. Peo-

ple don't come here to make anal music. 

Sound City is a rock studio." 

In spite of a wide-ranging and prolific list 

of credits, Ric Wilson's Northridge-based 

Digisonics remains a well-kept secret. Since 

1992, when Wilson founded the company, 

which specializes in digital restoration, edit-

ing and mastering, he's worked on nine 

Grammy"-winning albums, restored collec-

tions for Jimi Hendrix, the Beach Boys, The 

Carpenters and Barbra Streisand, served as 

assistant music editor on such films as The 

Client and Michael Mann's Heat, mastered 

dozens of other film soundtracks, and has 

edited and mastered more than 80 children's 

book and tape products for Disney, Henson 

and Sony Wonder. In between all of this, 

he's also found time to consult for Microsoft, 

Digidesign and DreamWorIcs Interactive, 

and to use his skills as a forensic audio spe-

cialist for serious heavyweights: the FBI, 

CIA, FAA and LAPD. 

Digisonics is all-digital, Sonic Solutions-

based—and mobile. These days, it's also 

heavily involved in DVD production. One of 

those who recognized the potential of DVD 

early on, Wilson has worked closely with 

DTS on many prestigious projects, and has 

become expert in both DVD mastering and 

authoring, garnering, in 2003, a Surround 

Pro Award for his work on Queen's 5.1 re-

lease of A Night at the Opera. 

As an expert with five years of authoring 

under his belt, Wilson is a proponent of the 

standard DVD format, arguing that its al-

ready accepted video format is less restric-

tive to create than current audio-only for-

mats. "It's much more work to produce a 

DVD-A or SACD disc," he points out, "and 

there are a lot of programming features that 

the specs just don't allow. That's why we 

have to make hybrid discs: part DVD-V and 

part DVD-A. It really doesn't make sense 

when, as with DTS, we can do 96/24, full 

surround on a DVD-Video disc that supports 

moving images. The debate is that MLP 

(Meridian Lossless Packing], the required au-

dio format for high density on a DVD, 

sounds better. But, in double-blind tests, I've 

found most people can't tell the difference." 

Although Digisonics uses a Sonic Solu-

tions workstation, Wilson easily transfers all 

formats, including Pro Tools st-sion files, in-

to it. "Sonic has been, since the beginning, 

the best-sounding system," he asserts. "In 

the last couple of years, the other systems 

have made huge leaps; Pro Tools, Nuendo 

and SADiE all sound good. But there's still 

something about the Sonic algorithms. 

They're just so good, very clean and warm-

sounding. A lot of engineers notice the dif-

ference, and a lot of my clients come to me 

particularly for that quality." 

A recent project Wilson is particularly 

proud of is Megadeth's DVD release, Peace 

Sells, But Who Buying?"(Producer] Jeff Lev-

ison had the great idea to take one of the 

songs, `Devil's Island,' and have it mixed six 

different ways," he explains. "There's the 

original full mix; a drum 'n' bass mix; drums, 

bass and (guitarist] Dave Mustaine; drums, 

bass and (guitarist] Chris Poland; just rhythm 

guitar; and no drums. We call it 'musician's 

karaokel You can play along and do your 

own thing in full surround. It's just one ex-

ample of the fun things you can do with this 

format." 

Asked to describe his mastering philoso-

phy, Wilson replies, "Whether I'm doing an 

album or a DVD, I believe it's important to 

remember that we're making a whole prod-

uct and not just a collection of material. 

There's a feel to the whole thing. Some mas-

tering people have a specific sound or they 

tell a dient how it should sound. And some 

just work song-by-song, adding compression 

and EQ to each song individually. That's not 

what I do. I like to get a feel for how each 

song is going to work together in the se-

quence before we start putting anything on 

it. I don't rely on the compressor to level 

everything. I think in the end it makes the al-

bums breathe more and ultimately sound 

better, and I guess my clients agree." MI 

Send your LA. stories to MsMDKOaol.com. 

NASHVILLE SKYLINE FROM PAGE 123 

The band did go outside of the basement 

studio for a couple of elements during the 

making of their album. "We cut strings with 

our good friend Shane Wilson engineering 

at Pentavorit Studios Nashville on one song," 

Kubin explains. "We also did a string sPssion 

for three songs in London at The Dairy, 

working with engineer Fulton Dingjey and 

string arrangers Sean O'Hagan and Marcus 

Holdaway of the High Llamas, Tony's fa-

vorite band. 

"We had the luxury—or curse, depend-

ing on your view—of being on two major 

labels, so we spent some money on a real 

rock 'n' roll experience. We took five songs 

to London and mixed with Steve Fitzmau-

rice at Astoria, the studio owned by Dave 

Gilmour of Pink Floyd. The studio is in a 

renovated Victorian houseboat that used to 

be owned by Charlie Chaplin's manager, 

who used it as a party boat," Kubin contin-

ues. "The studio was amazing, and they had 

someone to cook meals for us! Steve Fitz-

maurice did a great job mixing those songs 

and was a total thrill to work with, but we 

only ended up using two of his mixes. It's 

nothing against what he did, and we'd love 

to work with him again, but there was just 

something right about those cheap base-

ment mixes." 
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Most recently, Venus Hum has been in-

volved in writing and recording a new song 

for the TV show Alias. "J.J. Abrams, the 

.,how's creator, who is also a musician and 

wrote the show's theme, approached us," 

says Miracle. "He bought our record from 

Apple's ¡Tunes store and just became a fan. 

He sent us the theme song as Pro Tools 

stems and invited us to mess around and see 

Tony Miracle injects Bacharach and Dolby into 

Venus Hum's "folktronic" sound. 

what happened. We sampled some elements 

from the theme and wrote a brand-new song 

around it. They've decided to use it in the 

show, which is a total blast because it's such 

a great show and the working process was 

so law-key and fun. I'm glad it came out of 

that spirit instead of it being some market-

ing guy at the record company's idea." 

Meanwhile, across town in Berry Hill, you 

wouldn't think that the music industry was in 

any kind of a slump, judging from new stu-

dios that are being built or opening in that 

neighborhood. One new facility is The Blue 

Room, which is owned by engineer/pro-

ducer/nice guy Tom Fouce. The Blue Room 

was designed by Christopher Huston, built 

by Marco Lima and Mike LeBlanc of Tri Star 

Builders, and the wiring was done by Jason 

White of White Noise Technologies. 

I drove over to The Blue Room and spent 

an early evening hanging out with Fouce, 

who moved to Nashville several years ago 

from his hometown, L.A. During his years 

working in LA., he was a staff engineer at 

Kenny Rogers' highly regarded Lion's Share 

studios, where Fouce had the opportunity to 

work with Rogers, Richard Marx, Julio Igle-

sias, Christopher Cross and a host of other 

predominately mainstream pop artists. 

Like many recording industry talents 

who have relocated from L.A. to Nashville, 

Fouce was attracted to the quality of life and 

pace that the Music City offered for him and 

his family. "We wanted a place that was a lit-

tle slower and a little more sane in terms of 

raising kids; Nashville is pretty family-friend-

ly," says Fouce. "It's amazing what's going 

on in Nashville musically. Really just about 

anything is happening here, from the 

Nashville Symphony to rock and blues and 

hip hop and bluegrass and jazz and country 

to the Christian market." 

Many of Fouce's old LA. peers have also 

moved here, and now some of them have 

become his clients at The Blue Room. 

Among those are Bob Bullock, who also 

was a staff engineer at Lion's Share, pro-

ducer Michael Omartian, Marx and engineer 

Eric Rudd. 

Rudd recently has been in The Blue Room 

with producer Rick Chudacoff cutting sides 

on pop-country artist Halle Loren. "The drum 

sounds, as well as the Yamaha C-7 piano, 

sounded great, and all vocals and overdubs 

[which were recorded from the center of the 

main room] came out beautifully," admits 

Chudacoff, who also mixed the tracks there 

on the Trident console. "Honestly, it is one of 

the best-sounding control rooms in Nashville; 

very nonfatiguing. It is an extremely com-

fortable environment to work in." 

Recently, Bullock has been in the studio 

engineering overdubs on country band the 

Great Divide with producer Chris Leuzinger 

working on the facility's Pro Tools system. 

Michael Hanson was the assistant engineer. 

The project, which was tracked at Sound-

Stage's Frontstage on Pro Tools, was even-

tually mixed on Nuendo at Bullock's own 

studio, The Dining Room. 

When I asked Fouce about why he relo-

cated to Berry Hill, he says, "It seemed to 

have a kind of hip factor to it. I had had an 

office on Music Row for a long time, which 

is fine—I'm not anti-Music Row—but I did-

n't feel that if I were going to have a record-

ing studio, it needed to be on the Row. I did-

n't think that was important, and apparently 

30 or 40 people who are located in Berry 

Hill feel the same way [Laughs). It is nice 

over here." 

Send your Nashville news to MrBlurge@ 

mac.com. 

NEW YORK METRO FROM PAGE 123 

te-recording mixer Peter Hylenski, sound de-

signer Paul Soucek, audio editor Russell C. 

Baird Jr., director of engineering Benjamin 

Bernhardt and chief video engineer Jeff Gral-

itzer to make sure that the audio and video 

components of the show would translate to 

the unique environment of the planetarium's 

dome. In a space outfitted with three Meyer 

CQ-1 zenith speakers, eight Meyer UPA-1P 

sky speakers, 12 more Meyer UPA-1P hori-

zon speakers, Meyer PSW-2 subwoofers, and 
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430 seat shakers and 79 floor shakers from 

Aura Bass Actuators, Hylenski, who already 

knew the dome intimately from mixing the 

planetarium show Search for Lee, had the 
equivalent of 23 channels of surround, plus 

ample low-end reinforcement. 
As he settled into the dome to mix with 

his two mobile Pro Tools Plus systems, LOE 
Matrix3 matrix mixer and TC Electronic Sys-

tem 6000 reverb—often at late hours to stay 

out of the way of the space shows playing 

to paying daytime museum audiences— 

Hylenski knew he would have one serious 
problem to deal with. "The biggest challenge 

was that the tracks that came from Moby 
were all stereo," he points out. "So you've 

got a playlist of stereo tracks, and you real-
ize you've got a 23-channel surround system 
and you have to make something out of it. 
Also, wherever you sit in the dome, you're 

getting a different mix. It's touch and go. 
"What I was trying to do was take the 

stereo tracks and find different things that 

would be interesting if you move them into 

other areas. You can't move elements of a 
stereo track, but things work really well if 

you can isolate and filter them. At the be-

ginning of the show, when the dome first 
comes to life, a voice spins around the room. 

Those are all taken from a stereo track, fil-
tered down and added back in again, so I 

was able to get motion. Usually, the stereo 

track will be the foundation, and I'll bring 
the filtered sound just underneath it so it has 
the energy to pull your focus." 

Armed with the flexible routing and spa-

tialization processing firepower of the LOE 
Matrix3, Hylenski was able to augment the 

visual atmospheres and often roller-coaster-

like motion by locating music and sound ef-
fects anywhere he heard fit. "Every speaker 

in the system is discreetly addressable by the 

Matrix3," he says. "We can send a piece of 
audio to one speaker group of, say, 12 

speakers and spread it out. I can also move 

things through the dome by drawing paths 

through trajectories—it's limitless what you 
can do. A lot of this carried over from Search 

for Life, as well, moving over matrix groups 
and apex versus horizon, coming up with 
different ways to use the dome so it doesn't 

seem as static as a stereo field." 
Because it involved an extremely dense 

type of multichannel audio, mixing for the 

planetarium and its 69-foot-wide, 38-foot-
high dome-shaped perforated aluminum 

screen gave the show's creators a chance to 

create a sound field completely unique to 

the space. "I found that using the height of 
the dome works out," Hylenski explains. 

"The depth of field isn't stereo anymore, so 
you rotate and flip sound. Instead of doing 
left and right from the sides, left is the top 

of the dome and right is the rim. Or you do 

pseudo-quad. Anyway, to take the space 
and create more space, you can't say, 'I'll put 

one element on one side of the dome and 

put the other here.' It's got to be almost 

multisource for each person. There are a lot 
of speakers in there, so it's a big comb filter 
as well, and you have to EQ a lot of it out. 

It's a delicate balance." 

To add to the solid sense of synchro-
nization between the music and the dazzling 

imagery, Harvey's VJ friends, who often op-

erate in the real-time performance realm, 

had some additional tricks up their sleeve 
when creating the animation for two spe-

cific scenes. "They use a lot of audio re-
sponsive software to drive the animation," 

he says. "I know from experience one of 

the most expensive and labor-intensive 
things you can do is synchronize to au-
dio, so I thought this would be a clever 
way to do it. 

"One program we used is software called 

FiLMBOX [by Kaydara1, which had already 
been customized for their planetarium to 
work in real time through their seven [Barco 

8121 projectors for the White Zombie song, 
'Blood, Milk and Sky.' On top of the dome 

there's a huge, beautiful sun wheel of sparks, 
which was, in fact, driven by the audio—it's 

subtle, but definitely connected. The other au-

dio responsive tool is actually a plug-in for Af-

ter Effects called Trapcode Soundkeys in the 
'Heroes' scene. The birth of all these home 

movies is triggered by David Bowie's voice." 
With the audio mix complete, the source 

material was transferred from Pro Tools to a 

Tascam MX-2424 hard disk recorder, where 
it plays out to the Matrix3 in AES/EBU digi-
tal format before hitting Apogee DA-16 con-

verters and going straight to the speakers. 

The resulting show is loud and extreme-
ly crisp without being anywhere near deaf-

ening. It's all the better to appreciate the 

subtle acoustical placement and visual 

amazement that constantly takes place 

throughout Sonic Vision, which deserves 

recognition as an important advancement in 
the field of digital art. 

"Early on, I said that I wanted to use sci-
ence without mentioning science, evoke spir-
ituality without mentioning religion, and give 

people a psychedelic expedence without 
drugs," Harvey concludes. "I feel very strong-

ly that audiences are ready for a new kind of 

entertainment. The kind of short attention 

span that we've all been trained to expect has 

its place, but that's not all there is, and I think 

that it's in music that most people find an al-

ternative. SonicVision appeals to that ap-

petite: We give audiences all the shock that 

they want, but with a real respect for their 

ability to appreciate beauty." 

Send your Metro news to david@dwordscom. 
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THE FAST LANE  

—PROM PAGE 26, SO YA WANNA MAKE MUSIC 

5. If I am wrong, in two years you won't 

even remember I said this. 

THE KING IS DEAD, 

LONG UVE THE KING 

if GarageBand spells the end of low-

end, third-party Mac recording apps, Mon-

ster Killer 256-Track iNeverHaveToLeave-

HomeAgain will kill every semipro and pro 

Mac DAW. 

Dinosaurs died and made room for mam-

mals to evolve and dominate. And though I 

am sad for the departed Lizard Kings, being 

a mammal myself, I'm happy that it went that 

way. And so Jobs may end this dark era of 

nonintegrated dinosaur DAWs (DAWnosaurs?) 

and other tools so that superior integrated 

systems might flourish. 

This shake-up will be the first real step 

toward my studio dream: a laptop com-

puter, a 3-D holographic interactive display 

interface, and a complete pro tracking, mix-

ing, scoring and mastering facility operating 

entirely within the magic and as yet unex-

plored limbo world of virtual reality. 

A STUDIO IN VIRTUALLY EVERY LAP 

We know that almost all of today's interface 

hardware will eventually disappear, and 

then it's a tiny jump to a true virtual track-

ing and mixing environment where you sit 

in your chair, reach into the air, move bars 

here and there—and build a song. 

The thing is that I always expected some 

small, well-financed pro audio company (it 

could happen!) to get there when faced with 

a 20-foot-long, 256-track pro post console. 

I did not expect to quietly slip into the fu-

ture as a personal computer operating sys-

tem that integrates and incorporates all the 

needed components. 

If in fact the iLife concept grows and 

spins a pro equivalent, the concept to 

change the way we record and mix will be 

upon us, and the speed and stability of the 

latest OS X will make it all viable. As the 

sensing of one's hand position in 3-D space 

already exists in several forms, all that is left 

is some form of 3-D holographic projection 

to complete the dream...and there are al-

ready three different approaches being 

commercially developed. 

RS. 

Well, isn't this special, not only do I make 

a prediction—a rare event, indeed—but it 

seems I find myself forced to relay a per-

sistent rumor that is gaining momentum and 

credibility with alarming rapidity. 

Just as I am about to send in this column, 

I get a call telling me that Apple is going to 

release a new monster pro app, a "Pro Tools 

killer," as it were, at NAMM in five days. It's 

only logical, and I don't mean Logic. I took 

the entire day to research this, and yes, there 

is a reasonable possibility that this rumor 

might be in some way true. 

But as I deadline in half an hour, I can-

not hang on long enough to report it. So, as 

you read this, I am already right or wrong. 

It happened, and it's a monster, and Apple's 

moves are suddenly not so confusing: I 12t 

had a pro app ready when it dropped that 

suicidal little GarageBand on the world, and 

it doesn't really care if the deys leave be-

cause it now offers a full solution, or... 

The rumor was false. But I stand by my 

prediction: There will be an audio monster 

from Apple within the year. 

But, who the hell knows? The Jobs 

knows...I think. 

SSC actually ordered GarageBand al-

ready. Those long coast-to-coastflights, the 

inflatable USB keyboard that he can plunk 

on with his good hand... 
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TECH'S FILES  

—FROM PAGE 112,"HOLDYOUR HAND" 

sistors would resuk in unity (zero) gain. A care-

less attempt at a substitution/upgrade would 

make the Omnipirssor nonfunctional. A lucky 
guess and a spare IC fixed that problem. An 

LM301 is more than adequate for the application. 

POWER 2 THE PEOPLE 

\ customer with money to burn put a deposit 
on a balanced power transformer and then 

asked my opinion. After a little inquiry as to 

why they bought their BPT, it was determined 

1 - Balance compensation 1 
2 - Inverting input 
3 - Non-inverting input 

4 - Voc-
5 - Balance 

6 - Output 
7 - Vcc. 

Figure 2: voltage comparator for driving RTL logic or high-current driver. The LM301 uses a standard pin-

out for input (pin 2 and pin 3), output (pin 6) and power (pin 4 and pin 7). The other pins are inconsistent-

ly allocated in other op amps. 

YOUR PIN CONNECTION 

Eighties-era Panasonic and Otan semipro 

products featured XLR connectors but were 
unbalanced: One company chose pin 2 hot 

while the other chose pin 3 hot. Interfacing 
with standard XLR cables did not yield a sig-

nal. Combine external wiring, patchbay vari-
ations and a slightly unstable circuit design, 

and the unexpected will be the norm: mys-

terious crosstalk, oscillation or worse— 
smoked and fried tweeters. At the patchbay, 

for example, are the sleeve/shield connec-
tions independent or bused together? If the 

latter, are they tied to ground? I bus and 
ground patchbays, wired to multipin con-

nectors and then hold up the garlic when a 

client wants to rewire a punch-block bay. 

DAT ATTACK 

Consider the DAT machine for sale on eBay 
for $150. Some people are willing to take 
their chances rather than paying more for a 

rebuilt machine with a warranty. Worth at 

least $450 with a 90-day warranty, the 
chances of finding a machine in good con-

dition for $150 are pretty slim. Reading an 

eBay seller's comments, you'd think that they 
were pitching a fine used car. I guess I'm just 

too honest. I recently sold some tape ma-
chines and accessories to a guy who spotted 

an ad on my Website; the stuff had been "up" 
for at least a year. I spent several days mak-

ing sure that everything worked. Who wants 
the hassle of shipping stuff back and forth? 

that they weren't concerned about noise issues 

but rather, in the summertime, the high level 

of power demand in their neighborhood 

dipped the juice to below acceptable levels. 
One solution is to contact the power utility 

company, get it to confirm the sag and retap 

the transformer to bring the voltage swing 
within an acceptable range. Another solution, 

an uninterruptible power supply, was posted 
by John Men in the October 2003 edition of 

"Tech's Files." A UPS would regulate and dean 

the voltage, two things that a BPT cannot do. 

ALL YOU NEED IS TRUST 

The moral here is that the quality of service 

delivered is directly proportional to the 

amount of freedom, respect and trust given 
to the service provider. Trust in a relation-
ship is an intangible, but nonetheless criti-

cal, component in love and business. Mort-
gage companies call it "good faith." When 

two parties enter into an agreement, under-

standing and trust can ensure mutual satis-

faction and a long-lasting relationship. 

READER INVITATION 

Who do you trust and why? Nominate your 

favorite geek, mentor, lover or pet. 

There are plenty of items to conquer in Ed-

die's pursuit of knowledge—antenna theory 

being of current interest. Twin City citizens 
should check www.tangible-technology.com 

for the frequency of his pirate radio station. 
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INSIDER AUDIO  

—FROM PAGE 30, PRODUCER THATS ALL THUMBS 

song file. Song files are essentially MIDI files 

and can be downloaded to a computer, ed-
ited in a sequencer and loaded back into the 

MadPlayer. Samples and mic tracks can also 

be offloaded for editing as .WAV or .AIFF 
files, although some conversion has to be 
done in both directions. Everything is han-

dled at full 44.11cHz, 16-bit bandwidth (al-

though you have the option to save the 
songs as MP3s), so the results—except when 

you use the reverb, which is surprisingly 

crummy—can sound pretty dam good. 
If you're with me this far, you'll see that 

the MadPlayer could potentially be a rather 
powerful MIDI peripheral. However, the 

sounds can't be edited, and because I 

couldn't get the feature to work (probably 

my fault), I don't know whether a se-

quencer would be able to retrieve patch 

names from the device. A list of the patches 
is available for download from the Website, 
www.madwaves.com. And did I mention 

there's a radio? Yes, a built-in FM tuner so 
you can check out what's hot on the air-

waves and even sample it and incorporate 

the samples into your own songs. 

There are a lot more features that I 

I r 

Grace Design proudly presents the 

06 high fidelity 5.1 surround 

nitoring system- a powerful new tool 

signed to significantly improve the 

nic performance and efficiency of any 
dio production environment, 

ecially those centered around high-

finition digital audio workstations. 

For engineers working in 5.1 
i round, the m906 is the only 

' udiophile solution for managing and 

. i ' monitoring surround audio sources. 

With a host of 5.1 and stereo digital and 

alog inputs, the m906 will effortlessly 

ntrol numerous playback sources and 

ge studio monitoring systems. 

Designed and built with the same 

piration and passion as our award 

nning microphone preamplifiers, the 

06 is here to deliver a new level of 

xibility and sonic purity for the 

dern recording facility. 

Pe:naturism& 
Two 5.1 and up to three stereo monitor outputs 

24bIt/192kHz 5.1 and stereo digital inputs via AES3, S/PDIF, ADAT and TOSLINK 

s-Lockm, PLL word clock regeneration for ultra-low jitter and rock solid digital stability 

High current reference headphone amplifier (model 901 style) built in with dual outputs 

Balanced talkback microphone input with front panel control and remote switch jack 

Complete system level calibration (inputs, outputs, inter-channel balance, dim) 

Precision level controls with a 100dB range in 0.5 dB steps 

Fixed level 5.1 DAC output for direct digital transfers 

haven't mentioned because either there isn't 

space or I haven't made my way through the 

rather squirrelly user interface to confirm 

that they're really there. But you get the gist. 

The amount of technology under the hood 
of this little sucker is enough to replace an 
alarming percentage of the stuff in your stu-
dio—although it's hardly set up to do that— 

and it's a cool enough toy to distract you 

from getting any work done for weeks. 
What does all of this cost? List price is 

$299, but it's been available in various 
places on- and offline for less, sometimes a 

lot less. The company's VP of sales (who's 

in the U.S.) says that MadWaves is trying 

hard to get the gadgets into the hands of the 

"right" people so that word of mouth can get 
around. One way they've done this is to 

bring them to this year's "Project Bar-B-Q," 

the annual high-level gathering of interactive 

music developers in Austin, Texas, where 
they were reportedly the hit of the event. 

The marketing slogan behind the Mad-
Player is, "Create your own music!" and it 
sort of fulfills that promise, especially for 

people who have no musical training or 

chops. But there's another part of the com-

pany's strategy that it hopes will get very big: 

these remarkable new audio tools brought to you by your friends at 

content. Right now, you can exchange MIDI 

files and samples with other users on Mad-

Waves' Website, but in the future, the com-

pany plans to have big-name artists' hits 
available in Mad format and sell them online. 

Remember when pundits used to talk about 

multitrack home audio as giving listeners the 

ability to remix the Rolling Stones? Well, that 
idea fizzled. But in the world of dance mu-
sic, because everyone's remixing everybody 

else all of the time anyway, why not make 

that capability available to consumers? The 
kids can play producer at home, and even 

get up onstage, plug their little MadPlayers 

into overpowered sound systems and boo-

gie all night. It's almost impossible to do 
something that sounds really bad, and no 

doubt some of them will come up with in-
teresting stuff. They certainly couldn't do any 

worse than many of the folks who now get 

big money for doing the same thing. 
"Empowerment" is a word that gets 

bandied about a lot when it comes to bring-

ing complex technologies down to an af-

fordable level, and that seems to be the 
point of the MadPlayer. Rather than simply 

sitting back and listening to music, users be-

come more or less active participants in the 

high fidelity 5 1 monitor system 

also available as a stereo 
only version, the m904 



process by choosing parameters and mixing 

and matching parts and layers. But this is a 
far cry from actually "creating" music. 

Although it has all of those "styles" avail-

able, there really is only one: dance music. 
Everything's in 4/4 in predefined blocks, 
tempo changes are subtle if there are any at 

all, key changes are an afterthought, and 
even chord changes are minimal and not 

user-controllable. Compare this with the 

wonderful old software Band-in-a-Box from 
PG Music, which works great for jazz, blues, 

rock, folk and Broadway-style music, as 

well as dance tracks, and lets you customize 

tracks to a tremendous degree, all the while 
making sure that what comes out will sound 

good. And Band-in-a-Box encourages and 
rewards musical literacy, whereas Mad-

Player considers it irrelevant. 
MadPlayer's palette of sounds is big, but 

you can't customize or do anything at all to 
them in real time as you can with even the 

simplest MIDI controller. There is no provi-

sion for real-time instrumental or expressive 

input at all, unless you use a separate MIDI 
sequencer and do a lot of file swapping. All 
of the physicality involved in making music 

is removed—even a pair of turntables and 
a mixer give more tactile response than a 

ring of thumb-operated buttons—and the 

MadPlayer divorces the act of musical cre-
ation even further from the need for any 

physical effort, dexterity or even engage-
ment. Don't like what you hear? Poof, it's 

gone and something else takes its place. It's 

sort of the musical equivalent of channel 

surfing a satellite dish with endless mean-
ingless choices. 

Worst of all, the MadPlayer promotes the 
idea that music making is not about learning 

how to "get what we like"—because it gives 
us so little say over what it is that we do 

get—but instead relies on us to be passive 
and "trice what we get." I suppose it's a per-

fect metaphor for an age where no experi-
ence is unmediated and nothing is "real" un-

less it's on television. But if this is all kids 

think they need to have and do in order to 
call themselves musicians, then the next gen-

eration of pop music promises to be, if pos-
sible, even more insipid and soulless. Once 
the machine can do all of the work and the 

result is indistinguishable from what humans 

can do, why even bother to stick around? 
No doubt about it, MadPlayer is a great 

toy, but I would say the only "creating" go-
ing on is the machine's. And that's not my 

idea of what music is about. 

Paul D. Lehrman is still looking for that 
machine that will do half of his work for 
him so he can buy two of them. 

PRODUCER'S DESK'  

—FROM PAGE 70, NICK L4UNAY 

tened to all these rough mixes and thought, 
they were amazing. Some of it was out of 
tune, but it sounded great. It was just so 

vibey. 
So I get back and we're all standing 

around in the control room at Sing Sing Stu-

dios [Victoria, Australia]. "What do you 
think?" Everybody gets quiet and Nick 

stretches his head. He said, "I quite like it. 

I quite like it. What do you think, Nick?" I 

said, "I think they all sound great. I can't see 
that we're going to get better takes of those 

songs because they were done with the at-

titude of being demos. But I recorded it the 
way I would record anything. I wasn't ap-
proaching the recording as demos, I was 
approaching it as the real thing." They were 

like, "Really?" They were worried about the 
spill of the vocal on the piano, but there was 
no spill. That was the biggest issue of all be-
cause some of the lyrics he wanted to re-

view. In the end, he decided he was pretty 
happy with it all anyway, so that was basi-

cally the album. I think we redid three 

songs, overdubbed, went to London, over-

dubbed backing vocals and a couple of 
other things, and that's the album. 

On your Website (www.launay.com), you 

describe some of your ideal recording sit-
uations and locations. You like a "bath-

room with tiles that can be used to put the 
bass player in" and "a corner to put loud 
guitar amps." Do you like to record people 

in unusual places outside of the studio? 
Have you worked outside of conventional 

studios before? 
I've done a bit of recording in houses and 

stuff like that. The large studios, especially 

in America, tend to have an old-fashioned 

setup where they have one big room with 

not a lot of small rooms. I don't know why, 
but English studios are designed more with 

a medium-size room that's live, where you 

tend to put your drums or whatever, and 
then they have smaller rooms that vary in 

acoustics. One might be really dead, one 
might be medium size with a wood floor 

and wood ceiling, so you get a bit more va-

riety. I've found very often that I go to stu-
dios where you get this big room and 

there's not a lot you can do with it. It sounds 

fine, but you can't be that creative, so I'll 

end up going, "Can we use the bathroom?" 
You put things in there, or there will be a 

cupboard, or there will be a roof and, of 

course, you run into problems with thu 
neighbors. But that's all fun. There's noth-

ing like annoying neighbors. 

Bryan Reesman is a freelance writer 

based in the New York metro area. 

THE MUSIC. THE CAREER. 
CREATE 

Institute of Audio Research 

DIGITAL AUDIO 

RECORDING MIDI 

MUSIC PRODUCTION 

MIXING AUDIO 

POSTPRODUCTION 

64 University Place, New York City 10003 

800.544.2501 

audioschool.com 

licensed by NYS Education Department High School 

diploma or GED required Financial Aid if eligible 

www.mixonline.com • February 2004, MIX 131 



ADVERTISER INDEX 

ADVERTISER WEBSITE 

Acoustical Solutions  vAvw.acousticalsolutions.com   

Acoustics First  www.acousticsfirst.com 

Adam Audio USA  www.adam-audio.com   

AKG Acoustics (D 3800M)  www.akgusa.com 

AKG Acoustics(Headphones)  www.akgusa.com 

Amphenol  www.amphenol.com.au   

API Audio  www.apiaudio.com   

Apogee Electronics www.apogeedigital.com   

Argosy Console  www.argosyconsole.com 

Audix  www.audixusa.com 

Auralex  www.auralex.com 

Aviom  www.aviominc.com 

B&H Photo-Video  www.bhphotovideo.com   

B&H Photo-Video  www.bhpholovideo.com 

BIAS  www.bias-inc.com 

Broadcast Supply Worldwide  vAvebswusa.com   

Cakewalk (Sonar 3)  www.cakewalk.com   

Carillon  www.carillonusa.com 

Cedar Audio/Independent Audio  www.cedaraudio.com 

Conservatory of Recording 

Arts & Sciences  www.audiorecordingschool.com   

Digidesign  www.digidesign.com 

Disc Makers  wvAv.discmakers.com   

Dolby Labs Inc.  vAm.dolby.com   

DPA Microphones  www.dpamicrophones.com   

Echo Digital Audio  www.echoaudio.com   

Event Electronics  www.event1.com   

Eventide  verAv.eventide.com   

Expression Center for New Media  www.expression.edu   

Focusrite  wviwfocusrite.com   

Full Compass  www.fullcompass.com 

Full Sail  www.fullsail.com   

Grace Design  wviwgracedesign.com   

Grandma's Music & Sound  www.grandmas.com 

Guitar Center  www.gcpro.com   

HHB www.hhbusa.com   

House Ear Institute  www.hei.org   

Ilio (Vienna)  www.ilio.com   

innovaSON www.innovason.com   

Institute of Audio Research  www.audioschool.com 

JBL Professional  www.jblpro.com   

KRK Systems  www.krksys.com   

Lawson, Inc.  www.lawsonmicrophones.com 

Lexicon  www.lexicon.com   

Lynx Studio Technology  www.lynxstudio.com   

Mackie wwwmackie.com   

Mackie  vmv.mackie.com   

M-Audio  www.m-audio.com   

Mogami Cable  www.mogamicable.com 

MOTU  www.motu.com   

Native Instruments  www.ni-komplete.corn   

Neumann/USA  www.neumannusa.com 

New York University  www.nyu.edu/education/music.com   

NI-IT Pro  www.nhtpro.com 

Professional Audio Design  www.proaudiodesign.com 

PAGE 

 30 

 81 

 70 

 19 

 51 

 12 

 IBC 

 128 

 126 

 107 

 109 

 23 

 93 

 111 

 105 

 113 

 5 

 29 

 59 

 81 

 31 

 121 

 IFC 

 7 

 62 

 57 

 95 

 27 

 49 

 133 

 79 

 130 

 126 

 11 

 101 

 127 

 55 

 86 

 131 

 4 

 61 

 52 

 9 

 65 

 71 

.96 A-D 

 85 

 68 

 BC 

 48 

 99 

127 

 35 

 87 

ADVERTISER WEBSITE 
Recording Workshop  www.recordingworkshop.com   

RODE Microphones  www.rodemicrophones.com   

Royer Labs  www.royerlabs.com   

Sabine  vomv.sabine.com   

SAE Institute of Technology  www.sae.edu   

Schoeps  www.schoeps.de   

Sennheiser  www.sennheiserusa.com   

Shure  www.shure.com   

Solid State Logic Ltd www.solid-state-logic.com   

Sony Pictures Digital Media Software  www.sony.com/mediasottware   

SPL  www.spl-usa.com   

SRS Labs vom.srslabs.com   

Steinberg  www.steinbergusa.net   

Studio Network Solutions  www.studionetworksolutions.com   

Sweetwater Sound  www.sweetwater coin   

Sweetwater Sound  www.sweetwatercom   

Sweetwater Sound  www.sweetwater.com   

Tannoy North America  www.tannoy.com   

Tascam (IF-FW/13M 24)  www.tascam.com   

Tascam (Gigapulse)  www.tascam.com   

TC Electronic  ve.vw.tcelectronic.com   

TCS Audio  www.tcsaudio.com   

Telefunken NA  www.telefunkenusa.com   

Tuft Audio Designs  www.toftaudiodesigns.com   

True Systems  www.true-systems.com   

Universal Audio  www.uaudio.com   

Waves Ltd www.waves.com   

West LA Music www.westlamusic.com   

Yamaha (01X)  www.yamaha.com   

Z-Systems Audio Engineering  www.z-sys.com   

MARKEIPLACI_   

PAGE 

 109 

 67 

 38 

 36 

 54 

 12 

 15 

 73 

 1 

 2 

 70 

 37 

 39 

 96 

 25 

148-149 

150-151 

 21 

 3 

 45 

 69 

100 

 63 

 98 

106 

 75 

 53 

103 

 83 

 26 

Alter Media  www.studiosuite.com   

Benchmark Media Systems  www.benchmarkmedia.com   

C & C Music  wvow.candcmusic.com   

Clearsonic  www.clearsonic.com   

Crystal Clear Sound  wvorarystalclearcds.com   

D.W. Fearn  www.dwfearn.com   

Dreamhire  www.dreamhirescom   

Hot House  www.hothousepro.com   

House Ear Institute  www.hei.org   

Media Services  www.mediaomaha.com   

New Song Media  www.newsongmedia.com   

Omnirax  www.omnirax.com   

Pacific Pro Audio  www.pacificproaudio.com   

Pendulum Audio  www.pendulumaudio.com   

Play- It Productions  www.play-itproductions.net 

Progressive Music  www.progressivecds.com   

Sonic Circus  www.soniccircus.com   

Sound Anchors  www.soundanchors.com   

Unity Audio  www.thermionicculture.com 

Vancouver Film School  www.vfs.com   

Wunder Audio  www.wunderaudio.com   

 139 

 135 

 139 

 135 

 136 

 136 

 139 

 137 

 139 

 136 

 138 

 136 

135 

 137 

 139 

135 

• 138 

• 139 

136 

137 

137 

MIX ADVERTISER SALES REGIONS AND REPRESENTATIVES 

Northwest/North Central Southwest 

Greg Sutton Albert Margolis 

847/968-2390 949/582-2753 

gsuttonaprimediabusiness.com amargolisaprimediabusiness.corn 

East Coe /FiirnriP 

Michele Kanatous Kevin Blackford Nest Coast) 

718/832-0707 Jason Smith IEast Coast) 
mkanatouetprimediabusness.corn 800/544-5530 or 510/653-3307 

rmxclassgprimedlabusmess.corn 

132 MIX, February 2004 • www.mixonline.com 



THEM YOU SHOULD SPEAK TO THE PROS. 
What s a real Pro, you ask? You and Full Compass, where the Pros are. 

Here at Full Compass we offer the most knowledgeable Call us at 800-356-5844 and talk to a real professional, 

sales professionals in the audio world. Many of us have 8am to 8pm Central Time Monday through Friday or 

been serving our customers for 15 or 20 years, and they 10am to 4pm Saturday. We will give you the 

keep coming back. Why? Because of 0 11.1 attention you need... and deserve. 

what a real Pro offers: loyalty and long , Call us — you'll want to stay on 

term service. We build relationships.  . the phone for decades. 

I ‘JÇ -1-0CID I 
re,a1 Fro' 

@FULL COMPASS 
WHERE THE PROS ARE. 

www.fullcompass.com 



Taking the G5 Live! 

—FROM PAGE 44, TAKING THE G5 ¡AVE! 

back the 20-plus prerecorded sequence 
tracks, all using virtual instrument plug-ins. 

Getting everything going at once proved to 
be the proverbial straw. 

"The limit" manifested itself as a core sys-
tem overload at the bridge of the song, 

which had a slew of VSL and Spectrasonics 

tracks working simultaneously. The DSP 
monitor never completely filled up but was 

spiking at about 80 percent when the over-

A drum kit triggered the sample library; to keep the 
drums from overpowering the mix and the perform-

ance, they were muted with SoundOff silencers. 

load would occur. When the song ran with-

out all of the live inputs, the system never 

flinched. The live variable was definitely the 
X factor. 

The immediate solution was to use 

Logic's Freeze function to lower the proces-

sor's overhead. Freezing tracks prints a ren-

dering of the audio generated by any virtual 

instrument and plug-in as a 32-bit audio file 
on the hard drive. Sonically, there is no 

change. Your hard drive has to work harder, 

but the computer's CPU doesn't have to 

compute the audio for that track. This means 

that you can't make any changes to the 

tracks unless you un-Freeze them. Fortu-

nately, the Freeze happens prefader, so you 
can still make volume, panning and aux 

send changes to your track. Freezing a cou-

ple of the Spectrasonics tracks seemed to do 
the trick, and the computer was able to 

make it through the entire song. 

However, once this hurdle was crossed, 
the session exhibited a more daunting prob-

lem. Even though there was plenty of room 
left on the DSP monitor, there were inter-

mittent dropouts when playing some of the 
virtual instruments live. It seemed to happen 

more on some than others. This problem 

only showed itself after setting up the mon-

itoring configuration. To relieve some of the 

strain on the system, all of the tracks were 

taken out of record-enable, except the ones 

that had the virtual instrument being played 

live. Doing this sent the DSP meter down to 

almost nothing, but the problem was still 
there. Strangely, there were never dropouts 

with the live mics or guitars, so the malfunc-

tion wasn't caused by a limitation in pro-

cessing power. Also, OS X's system monitor 

utility indicated that we weren't using more 

than a quarter of the 2 gigabytes of memory 

installed on the G5, so RAM wasn't the issue. 
Even an 1 lth-hour install of Apple's new OS 

10.3.2 upgrade with "enhanced FireWire per-

formance for audio interfaces" was tried. Un-

fortunately, this seemed to make matters 

worse, so we took a difficult path back to OS 

10.3.1. Subtracting tracks from the session 

helped, as did using the Freeze function, but 
neither completely resolved the problem. 

The BFD-triggered drums still had occasional 

dropouts even during the final show. 

Finding the dastardly dropouts remained 

elusive, but after all, the point of the whole 

project was to see how far we could go with 

the latest technology. Keep in mind that no 

one in the past would ever consider moni-

toring an entire band with this kind of com-

plex routing and effects setup using only a 

computer's internal CPU as a DSP chip. The 

bottom line is, unless you're planning on 

tracking a multipiece band simultaneously 

with multiple headphone mixes, lots of 

plug-ins, virtual instruments and CPU-hog-

ging reverbs, then you needn't worry about 
this problem. 

The next day, we called an early re-

hearsal and ran the tune down a number of 

times. Once everything was set, Brock did a 

long demo of the plug-ins and set up for the 

crowd before the Black Hats hit the stage. 

As a final compatibility test, the session 

and individual tracks were saved to the Max-

tor FireWire drive for import into Pro Tools. 

Logic's Freeze function (much like bouncing 

to disk but at faster-than-real-time speed) 

saves the files in .AIFF format, making it easy 
to export and import across pAWs. 

LATENCY 

Setting up the I/O buffer is critical to any 

DAW's ability to provide delay-free audio 

back to the players. For our session, the 
buffer was set to 128, which topped out at 

about 10 to 11 milliseconds of delay. This 
seemed to provide the best performance-to-

latency solution. With the in-ear monitors in 

place, my guitar's response was very tight. 

In this live setting, the latency was workable; 

the other players concurred. 

CONCLUSIONS 

As with any project involving a complex 

setup, there were questions answered and 

questions raised. We found the limits of the 
G5, but at the same time, software tweaks, 

especially Logic's Freeze function, allowed 

us to raise the DSP ceiling. latency was not 

a problem, which is always a possibility in 
the native environment. 

Is the G5 the end-all, be-all answer for 

audio production? It certainly looks strong 

out of the gate. And as more software and 

hardware is brought to market that can take 

advantage of the G5's 64-bit-wide data path 

and the FireWire 800 port, it will certainly 
make it a worthy investment. For that mat-

ter, even older software would be given 

new legs on this platform. For our test, the 

G5/Logic combination worked incredibly 

well, handling almost everything we threw 
at it. 

KUDOS 

I'd like to thank all of the manufacturers in-

volved in supplying the hardware and soft-
ware. Big props go to Brock for developing 

the concept and making it all come off in 

grand style. Conservatory instructors and gui-

tar and drum talents Frasier and Nunes put in 

some long hours and were invaluable in 
making it all happen. Thanks to Conservatory 

live sound instructor Monis for tuning the 

system, helping with lighting and making us 
"live." Finally, I'd like to thank Kirt Hamm of 

the Conservatory for giving us 

such a great venue in which to 

make it all happen. 

Kevin Becka is Mix 's technical editor. 

LON/ROPIC 1111CD RHEIMS 
As with any upgrade or purchase, do your homework. The Web provides a number of resources 

from manufacturers or audio geek Websites and when all else fails, help is just a Googte, Dog-
pile or Yahoo group away. 

Helpful Internet Links: 

http://groups.yahoo.com/group/togic-users/ 

www.x1r8yourmac.com/systems.htmt 

www.appte.com/usergroups/ 
www.gearstutz.com 

www.logicuser.net 
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• tinted time offer. Please call for details. 

Classified Advertising 
get your company name into the minds of thousands of customers. 

emelas,,a 

primediabusiness.com 

West Coast Sales 
Kevin Blackford 
(510) 985-3259 

svc_class(à 

primediabusiness.com 
remixclassw 

primediabusiness.com 

For Classified advertising rates and deadlines 

please call: (800)544-5530 
or contact your sales representative directly. 

mixclass(d 

primediabusiness.com 

East Coast Sales 
Jason Smith 

(510) 985-3276 
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1V1 iffer-11K 11U71117 ffeeli Alk -1 

n11 under one noon 
deal direct & JOUE 

FREE CATALOG or 
CUSTOM QUOTE 

C C 

eolnpar_t Pi5c Mph:cation 

ea.sudtrz Purafir,f ion 

eomplata Pach6.9a5 

Toll MUSIC eres www.CandCmusic.com,OUTSIDL 

as. tatiny 

graphics caul iptinting 

You'll Hear & Feel 000*109*9155 
the Difference 

we got your hack 

24 - 7 support 
media sales 

111111111Pr 
09- 4atie 

Dreamhire 

Dre.amhire 
Ig 800 234 7536 

.4 

4 J 

lb 

409 
Monitor Your 
Decibels for a 

Lifetime of Sound 

Sound Partners TM 

...Bringing You Choices that MakeSound Sense 

Sound Partners is an educational program of 

House Ear Institute 
Advancing Heating Science 

www.hei.org 

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 Large Adjustable Stand in this picture fea-
tures adjustable height and tilt. It is designed to 
support mid to large sized monitors safely. There is 

also a special version of this stand designed to sup-

port video monitors 

Sound Anchors Inc. 

Phone/Fax (321)724-1237 ww.soundanchors.com 

ou're a e owner, not a Pro 
but with Play- It Produc 

CD REPLICATION 
DVD REPUCATION 
CDR DUPLICATION 
CASSETTE DUPLICATION 
GRAPHIC DESIGN & PRINTING 
PACKAGING & FULFILLMENT 
CD/DVDNHS DUPL•CATION 
WEB SITE DESIGN 
MULTIMEDIA PORTE OLIOS 
DVD/CD-ROM AUTHORING 

Productions 

259 W. 30th Street, NYC 10001 
21 2 . Fax: 212-695-4304 

www.piuy- ,e1 

STUDIO MANAGEMENT 

SOFTWARE 

Studio Tech 

Projects 

Invoices 

Services 

Media 
Inventory 

Bar Codes 

Sessions 
& Ever (s 

Library 
Labels 

Titles 
fti Tracks 

Recall 

Sampies 
& Clips 

2=6» 222n Pre f.• r r U24+4-.4 

Rooms 

Equipment 

Maintenance 
Log 

Patchbay 
Labels 

Parts 

The # 1 choice of top studios worldwide! 
Yo() ICACW rev /1/ -EP Zr! 

1.800.450.5740 
1.818.752.3900 International 

by iikcmedîø 
www.studiosuite.com 

Macintosh/Windows compatible & networkable across platforms 
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CLASS :REDS 
MIX Classified Ads are the easiest and most economical means to reach a buyer 
for your product or service. The classified pages of Mix supply our readers with a 

valuable shopping marketplace. We suggest you buy wisely; mail-order con-

sumen have rights, and sellers must comply with the Federal Trade Commission, 

as well as various state laws. Mix shall not be liable for the contents of adiertne-

ments. For complete information on prices and deadlines, call (800) 544-5530. 

STEVEN KLEIN 
Acoustic products for less. 

SHOP ONLINE AT 
www.soundcontroIroommm 

SoundSuckers.com 
1-888-833-1554 
'Soundproofing Products 8. Supplies 

Full line of Professional booths 

*Custom Projects of all kinds 

1121021222021 

Our control room at Le Crib Studios needed serious help. After installing Mini Traps 
the room sounds better than we believed possible, with clear round bottom and 
vastly improved imaging. Fantastic product, great company."—Nile Rodgers 
Cal/ us toll-free:866-REALTRaes (866-732-5872) www.realtraps.com  

111111.11T IECHNOLOMES 

ar" 

DIFFUSER PANELS 
WAVE-FORMS'ACOUSTIC PANELS 

800-449-0845 
www.vibrantech.com 

,eps 
Acoustical Panel Systems 
Mfg. of absorber and diffuser panels 
for all Sound reduction applications. 

1-800-277-7978 
www. a cpa n sys. n et 

VocalBooth.com 
MODULAR ROUND REDUCTION EYSTEM8 

Listen to your dreams 
Follow your heart. 
Don't ever stop. 

- Calvin Mann 

MUM 

541-330-6045 
WWVV VOCAL BCE() II COM 

F1,11 

'WWW. h ski co u sti cs com 

Tiles Oa/ %km e:ossle,-- 

0(:04b..2:.,rtro:20.9.4.1.0.10 :Colinirlifflieco,rnSo9t,u09di:o:?:?ack 

0' 
0%0 

. scoffee ,pcs 

SILENCE CASES 
Record Edit Mix Master . 

INK_ 
In PEACE. 

Attenuation cases keep your PC gear 
QUIET and COOL 

Multiple designs available 
starting at S429 

5 1 0 - 6 5 5 - 3 4 4 0 

www.silencecases.com 

Control the Power of Sound 
• Improve Acoustics 

EH 
BUSTE 

•Noise Control 

DECORATIVE ACOUSTICAL TREATMENTS 

1-888-324-6287 vonv.echobusters.com 

Subscription 

Questions? 

Call (800) 532-8190 

AcousticsFirst 
888-765-2900 

Full product line for sound 

control and noise elimination. 
Web: httewww.acousticsfirstcom 

WhtperRoom INC 

SOUND ISOLATION ENCLOSURES 

Celebrating over 13 years of 

reducing sound to a Whisper! 

Recording, Broadcasting, Practicing 

MDL 102(265 
18 5%10 5) 

J and 2 Levels of Isolation Available 

\ en>: Sound Wave Deflection System 
.1 lunge parallel walls to non-paralleh 

Immediate Shipping! 

www.whIsperroom.com 
PH: 423-585-5827 FX: 423-585-5831 

SILENT 
311 Nonoluclq a .Nctrearnotn. MAOI1332 

INFO (413) 384-7044 • FAX (413) 544-2377 

ORDER (800) 583-7174 
info@silentsource.com • swnv.silentsource.com 

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers • AS.C. Tube Traps 
Silence Wallcovering • WhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors • Sonex • Sound Quilt 

Batteries 
8/ Cables 

We specialize 
in service, 
dependability 
and price. 

Production Supplies 
Jireh Supplies stocks a full line 

of expendable supplies including: 

Duracell PROCELL batteries, Gaffers 
Tape, Board Tape, Glow Tape, 

Hazard Tape, and many more. 

Jireh Supplies 
(800) 478-2591 

or visit our web site: 
www.jirehsupplies.com 

gbyce@jirehsupplies.com 
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Computer Products 

COMPUTERS FOR   
We sweat the details, you make the music , 

PCs and MACs °obtruded for 
Pro Tools, Steinberg, Sonar, e 

MOTU and Emagic. 

Call 1-866-WAVEDIGI 
of visit 

www.wavedigital.com 

s 

Cases ti Covers 

CASE SPECIALISTS 
wwwilumtillstrIbutors.com 

Custom and 
stock cases! 

Call us at 

800-346-4638 

UNDER COVER 
Custom Covers and Bags 

Speaker Cabinets Consoles 
An thing! 

www.undercovernyc.c,orn 

917 237 1535 
Gel your gear Under Cover! 

ATA Protection 
Affordably Priced 

ATA KEYB OARD 
FLIGHT CASES 
MSRP STARTING @ $199.99 

Ir _ I j 
E S 

AAAAA re* 

ireat›, 

• RECESSED LOCKABLE LATCHES 
• E-Z ROLLING BUILT-IN W HEELS 

• ADJUSTABLE INTERIOR 
• INCREDIBLY LIGHTWEIGHT 

for all your case needs: www.gatorcases.com 

mixer :ases 
shock racks 
console racks 
speake- bags 

more! 

mixtINE 
www.minonline.ç_om . 

Sign up to receive the FREE Mix 
e-mail newsletter! 

1-888-50 SOUND 

It PC's for Live and Studio $1,499 
cSonicBlade.com 

call for latest price! 
IEW! the Sonidube 7x8xI2" small 

Employment 

The University of Memphis 
Rudi E. Scheidt School of Music 

FACULTY POSITION 
Assistant Professor of Music Business at the 

University of Memphis 

For details, see http://music.memphis.edu/ 

Send letter of application, résumé, and contact 
information for five references to: Jeff Cline, Chair, 
Music Business Search Committee, Rudi E. Scheidt 
School of Music, The University of Memphis, 129 
Music Building, Memphis, TN 38152 or e-mail 
jwcline@memphis.edu 

Join the best staff in pro audio. 
At Sweetwater we're passionate about two things music 
technology and customer service. That passion has helped 
us grow at a phenomenal rate, and in order to krrep up 
with that growth, we're looking for a few more great 
people who wont to turn their love of music technolegy 
into a rewarding career. 

Our Sales Engineers enjoy the best benefits in 
music retail: 

• Tremendous earning potential 
• Exceptional health and dental benefits 
• Retirement and profit sharing plans 
• The best salesperson accommodation 
pricing anywhere 
• Thousands of dollars in additional income 
through manufacturer sales incentive programs 

If you're looking for an opportunity to build last.ng 
security in the music industry, look n) further. 
(all us today. 

Kristine Haas Ext. 1050 
www.sweetwater.comicareers 

5335 Bass Road 
Fort Wayne, IN 46808 

Sweetwater 
music technology direct.' (800) 22 
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Employment 

A University of 
e: Massachusetts 

u mAss Lowell 

Sound Recording Technology 
35 WILDER STREET, SUITE 3 

LOWELL, MA 01854-3083 

(978) 934-3850 
FAX (978) 934-3034 

The University of Massachusetts Lowell seeks a strong candidate for a full time faculty 
opening in Sound Recording Technology. This is a tenure track position. Appointment to begin 

September 1, 2004. Salary is competitive, faculty rank is open; both commensurate 
with qualifications. 

For details of position duties and candidate qualifications, please email 
Norma_Lajoie@uml.edu or visit the link: 

http://m.uml.edu/admin/hr/jobpostings/POSTINGS_AA/Faculty/full time_tt_music.doc 

Review of applications will begin January 15, 2004 and continue until the position is filled. 

Wanted: Engineer / Producer / Partner 

Are you seeking a home-base studio in central NJ to service your 
clients or start new relationships? My studio (between NY & Philly) is fully 

equipped with live rooms, etc. Looking for a partner to use the space during 
free times (every other weekend. ect.). 

Don't go into debt, this is your best bet! Let's talk! 

See me at www.recordme.com 

Equipment Financing 

A/V EQUIPMENT FINANCING 
Specializing in Audio-Video Equipment 

• No Financials Required 

• New & Used Equipment 

• Upgrade Existing Leases 

We Are Direct Lenders Call: 800 626 LFCI 

Visit Our Web Site For 
cations & Oualiflcattons 

Equipment For Sale 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

maw 
NEVE— 1272 COMPONENTS 

www.vintech-audio.com 
call toll free: 1-877-4-mic-pre 

TEL ( 508) 543-0069 
www.mercenar . com open 24 hrs 

"Ifound the Stedman pop filter to be far 

superior lo the traditional viriety ..." 

Larry Crane - TapeOp 

"There was a 

noticeable 

improvement in 

clarity on the 

tracks cut with 

the Proscreen" 

Stephen Murphy 

ProAudio Review 

-This one works!" 

George Petersen 

Mix 

STEDMAN 
PROSGREEN PS101 
888-629-5960 
www.stedmancorp.com 

Check Out mixonline.com 

plibity Valentines Day to 
L Mix readers! 

4/1.4.1 P4Ce tqadie 

atlasproaudio.com 

Phoenix-Neumann-RME 

Mytek-Empirical labs 

Sennheiser-Soundelux 

Amek-Vintech-Purple 

Millennia Media- Rode • 

Toll Free 1.866.235.0953 

• 
• 
o 

CALISTRO MUSIC 

All The Best (iell  

te Recording Gear 

(203) 891-8918 ED 

www.CalistroMusic.com 

A SOUND ALTERNATIVE 

617.696.936o 
soniccircus.com 

Don't just sit there, call Vintage King Audio. 
(Then call your Mom, she only nags because she cares 

44 

Voltage Kole Audi, oilers the greet NEW USED and VINTAGE equoment • 
at the beat ono» Our gee of fechredere reant fuli >re he, hc hg each pece gti ntagina ek-VI - 'd'o 
.1vrond da» shntegeduaed gear offered Thrs eneb,es 44 prowie a 

h—• , hck ever 200 ,ntaga,..sel ,hcst WWW.Vintageking.COM 

r'INC. Royer. Smart Research and Soundelux 12481 591-9276 

PRO AUDIO 

giT4 UINTAGETIIEUE 
SPECIALIS 

I IN STOCR AND IN IMMACULATE COMOITIo, PRICES re. Seams.. 

NEVE 8078 CLASSIC CONSOLE POA. 

NEVE VR36 FRAME 36 INPUT FLYING FADERS POA. 

SSL 4064G PLUS FITTED ULTIMATION P.O.A. 

CALREC FULLY DISCRETE 8 CHANNEL CONSOLE POA. 

EMI 1959/60 CLASSIC TUBE CONSOLE SERIAL NO. TGC101/1 RO.A. 

x. s' OR, E S.PRO AUP/0 ( WE Do NOT SITOSSII). SEE Cl,, \NTT's'', FOR FULL DETAILS 

email: aesaudio®intonet.co.uk www.aesproaudio.com 

M11-1S2mesnlers be Michael Seitz • Chissititscrete olsetruies by David Mil 

Your mixes will 
thank you. 

717 • 852 • 7700 

www.strservice.com Services. Inc. 
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Equipment For Sale 

Upgrade Your Vocals 

Introducing the Vintech X73i! 
We put this piece head to head with vintage 
Nave 1 073's at this year's AES show. It is 100%. 
guaranteed to meet your expectations and is an 
incredible value. List price $1595 Special $1 375 

Neve 8068 & 8058 MK II 
The finest ( 2) vintage Neve 
Consoles on the planet are 
available. Both consoles have 
been meticulously refurbished 
and can be easily joined together 
or sold separately for immediate 
use. No detail of the refurbish-
ment has been overlooked. For a 
complete list of the refurbishments 
and enhancements contact: 

craig@hingestudios.com 
(312) 337-0008 

Serious inquiries only 

CLASSIC MICS 

FROM RUSSIA 

VINTAGE TUBE & FET 
Telefunken, NEUMANN 

AKG, LOMO, OKTAVA. etc. 
TEL/FAX: 011-7-095-250-4200 
E-mail: aeg210268@mtu-netru 
www.valvemics.webzone.ru/ 

SINGERS!use2 
Unlimited FreeBackgrounds 
from Original Standard Recordings! 
Thompson Vocal Eliminator"' 
VE-4 Free Brochure 8, Demo 
24 Hour Dario Info Line - 
(74485 • Ed 8 d 
LT Sound Dept NIX-1 79813 IT Parkway Lthonia. GA 10053 

Vocaleliminstor.comig.o1MX 
Better Than Karaoke for Over 25 Years! 

N T-2 Vacuum Tube Nlic Preamp 

www.dwfearn.com 

«OD 
D.W. FEARN é 

SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

Ody sse.}4 
p r o s o u n u 

The outlet for the finest new & pre-owned 

recording equipment anywhere. 

1811, 

www.odysseyprosound.com 
1 - 8 0 0 - 2 4 9 - 1 8 2 1 

Phone: ( 978) 744-2001 Fox: ( 978) 744-7224 

BAE REPRO 1272 PREAMPS with D.I. 

$989 Single w/p.s. $1659 Two channel 

BAE REPRO 1073 $2350 Single w/PS 
14300 Hortense Street • Sherman Oaks, CA 91423 
818 784.2046 FAX 818 784•0750 

brentaverin.com 

The Vintech X73 
Custom hand wired concentric style switches 
with gold plated pins. Swiss made military grade 
attenuator switch. List price $1995 Special $1795 

with 

Variable Acoustic G ompres icJnTM 

Pop filters that adjust for the best 
combination of pop protection and 
sonic transparency BEFORE the 
sound reaches the microphone. 

Get professional sounding vocals 
and protect your microphones. 

ORDER TODAY! 
www.popfilter.com 
Popless Voice Screens 

Tel:1(800) 252-1503 email: info@popfilter.com 

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 

ATTENTION: 
Professional audio accessories 

for Mackie & Behrin er Mixers 

www.scribblestri..com 

kalimLezatzafflumemem 

hundreds of items 
in stock 

www.toyspecialists.com 
212 333 2206 

THE MIC SHOP 
TUBE MICROPHONES 

BOUGHT/SOLD/SERVICED 
Mic Power Supplies & Cables 
Bill Bradley: (615) 595-1717 

Fax: (615) 595-1718 

www.micshop.corn 

EXCLUSIVE FACTORY AUTHORIZED RESELLER 

www.UsedSSLcom 

PROFESSIONAL AUDIO DESIGN, INC. 
(781)982-2600 

Qu 2 rtetll mercenarY Edition 
......TPendnhaen Mdio • 

r 

o , , Quel t 

www.pendultunatulio.com 

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 
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VINTAGE EQUIPMENT: SSL4072E/G/TR $89.51CSSL4100G+w/ULT* Otani 
Concept Elite 24/48 Eagle auto.$8.5k* DDA DMR12 32-in./24 monitors 
w/eq $13.5k* API LEGACY 48in w/Uptown990* Neve V3/96w/GML* Neve 
8068MKII Neve8108* TridentTSM w/Uptown $18.5k* Sennheiser1046 
touring system: active antennas, 8 receiver modules, 8SKM hand held 
transmitters,9ME5005 supe cardiod capsules $40k* DolbySRXP24* 
DolbySRSP24* Lexicon960L/480L/PCM80/PCM70/60* 
Studer a-827/820/800/80* OtariMTR901&I1* Sony 3324/3348* 
WE BUY: Neve 1073/1066/1081/1083*Pultec*Telefunken*Neumann 
U47/M49/U87/AKGC12* 
NEW EQUIPMENT: VINTECH*DEMETER*CRANESONG*UNIVERSAL 
AUDIO*DPA*TC*TUBE-TECH*EVENTIDE*CLUESTED*LEXICON* 
SOUNDELUX*DRAWMER*DW FEARN*MILLENNIA* HH13*DYNAUDIO* 

LIST FOR SALE ITEMS FREE•MAJOR CREDIT CARDS ACCEPTED*WE BUY VINTAGE GEAR° 

IlAnBORSOUNb 
www.harborsouncicom 

Phone: (781) 231-0095 Fax: (781) 231-0295 

OFULL COMPASS 1-800-356-5844 
www.fullcompass.com 

FURMAN Confidence Monitors 
JEnsure presence and quality of analog audio, digital audio 
or video signals JHigh-output speakers, wide-range meters 
and more _1 Each unit is compact, single-space chassis size. 

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 

VOLUME 
discounts. 

• 11 

From microphones to turnkey 
studio systems, we have a 
huge stock of new, used and 
vintage equipment from over 
100 manufacturers. Including 
pre-owned SSL consoles. All 
serviced and warranted by 
our technical experts. Call, fax 
or stop by. And hear why our 
deals are better. 

Professional 
1@ Audio 

Design 
Inc. 

ALWAYS A SOUND DECISION 

Tel: 781.982.2600 Fax: 781.982.2610 
info@proaudiodesign.com www.proaudiodesign.com 

Exclusive SSL Factory Authorized Reseller www.UsedSSL.com 

Equipment Rentals 

"RENTALS AND SERVICE" 
Providing The Pro Audio Industry with: 

IDE,sicaNi = Rentals - Pro Audio Rentals 
* Systems - Pro-Tools Rentals 

* Remote Recording Services 

* Service Center - Pro Audio Repairs 

AUDIO* TransFer House - Multi-Format Transfers 

818.843.6555 www.dfxaudio.com 800.441.4415 

[Equipment Wanted  
_e 

SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

Furniture 

CIAINIPM« 
STUDIO FURNITURE 

011111ViRA.IC 800 332 3393 415 332 3392 

FAX 415 332 2807 

www.omnirax.com 

DREAM STU DIO 

70 Series 
for Control 24 

S1,049.90 .2,tre (Hier models a+ eNtrie 

studio furnishings by 

ARGOSY 
WWW.ARGOSYCONSOLE.COM 

• • - = 3 

SOUND ANCHOR 
SPECIALTY AUDIO STANDS 

(321) 724-1237 
DESIGNED FOR ULTIMATE 
PERFORMANCE BEHIND 
CONSOLE AND FREE SPACE 
APPLICATIONS. 
SIANCIAKI & CUSTOM MOdELS 

SOUND  

ANCHORS 

sedum sniinclanrhnrs_corn 

If you have an 

employment 

vacancy, tap into 

50,000 audio pros 

who read MIX 

mixclass@ 
primediabusiness.com 

( Instruction  

Audio Recording 

Technology Institute 
ORLANDO, FLORIDA 

• Extensive Hands•On Training 

• Music, SEX Design, Audio Post 

• Low Student/Teacher Ratio 

• Placement Assistance 

• Financing to Qualified Applicants 

• Accredited by ACCSCT 

FEATURING - 

r—IX 
pm3 

MIX THEATER 

888•543•ARTI • audlocareer.com 

BE RIDING ENGINEER 
II( TRAIN AT HOME 
Easy Horne.S udy practical raining in 

Multi-track Recording Join our successful 

working perdue et Or bueld you. eon studio 
Career guidsn e Diploma Licensed 

FREE INFORMATION. - gef814 uni ere Surle Sr 7039,32, CA 54121 

%Dale Insiitate of %merles 

= - zeOr 01511 AS et audio mstitute.c001 

Music . 

Mastering ., 

Killer "Real" Drum Tracks 
from Chet McCracken. 

ProTools, send me your files. 
For credits, rates, formats 

& info call Chet: 
(818) 888-6687 

or e-mail: 
ddrruumm@aol.com 

www.chetmccracken.com 
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Music Products/Software 

LMG Mastering Lab 
Want world-class mastering? 

From slammin', in-your-face 

rock and hip hop, to pristine 

jazz and classical. 315.492.6854 

www.lakewoodmusic.com 

You will have the fat, siammirr 
major-label sound that sells discs. 

Or the work is free... 
Custom gear. 1st-class results. Free broch 
800-884-2576 men. rtmastering.corn 

Records Tapes CD Services 

iv dee,rds 
99111.1141010•64. tab( - 101i atonal. Çaarantre 

PAGE CD PACKAGE 

SOU ‘.1 énue." $875 

GET A FREE CATALOG 

WWW.LONELYRECORDS.COM 

1.800.409.8513 

MANY OF OUR 

COMPETITORS WILL CHARGE 

YOU UP TO 30.. MORE FOR 

THE SAME PACKAGES! 

LONELY RECORDS HAS A10.. 

PRICE GUARANTEE 

WHY PAY MORE? 

CO. DUO, CASSETTE, GRAPHIC DESIGN 

MASTFRINC .flqTrFq non AUTHORINI, 

'NESS CARED, 

POSTCARD` 

VHS-DIM TRANSFERS 

MAKE A MUSIC VIDEO! 

1000 BULK DUO $1090 

tee 
+oisc 
services 

1:I 

1.888.655.2272 
.0 pay 1U. Now get 1,000 bulk 

discs for only $490.00! 

tapeanddisc.com 

digitt duplication ,iiution5 

A INC 
387-8273 

In the 
Studi 
FREE Guide 

Saves You Time and Money! 

Contact Us Today: 

1-800-468-9353 
vywvv.discmakers.com 
info. discmakers.com 

Th DISC MAKERS 

CDs, ( DRUM, Cassettes, Vinyl, Mini Discs, VHS 

Our Customers hove trusted us with their 
protects for over 15 Years! We cote and wed( with 
you to create your proiect the way you went it. 

Total heifilment, Graphic Design, Illustration • 
Digital Mastering, Complete Packaging, Moiling Services 

Warehousing, Package Pricing, Custom Prsirc 
Online Most Store, Free Borcode 

Ouatity Service • Personal Attenhon • Quality Products 

www.Klority.corn was effilyMUULCOM 

/6/TAL 
OMAIN' Mastering 

CD Manufacturing 
Booklet Printing 
Graphic Design 

Unsurpassed mastering quality 

by Bob Katz 

CO Mastering is an art 
The Definitive, Award-Winning 

CD Mastering Website 

http://www.digido.corn 
(800) 344-4361 in Orlando 

1CD Duplication 

FREE DESIGN 
RETAIL READY CDs 

MANUFACTURING not CD-R 
SAME AS CAPITOL RECORDS 

PRINTED BOOKLET 
INSERT' IN BACK TRAY 
2 COLORS ON DISC 

SHRINK WRAPPED wIth BAR CODE 
IN-HOUSE GRAPHIC DESIGN 
tong your Nes / mega / photos 

ONE PRICE ALL INCLUDED 

1000@ $1099 
Call Free 888-565-8882 

dbsdupfication.corn 

If 

SUCKS.. 
the qualify 

who cares how 
cheap it was? 

WE DELIVER THE HIGHEST QUALITY ; 
CD AND CASSETTE PACKAGES, 

STUNNING GRAPHIC DESIGN 

AND HELPFUL CUSTOMER SERVICE. 

Call now for a quote that ain't be hoof 

(727) 446-8273 
www.totalta eservices.co 

Inesor Media 
Stand Alone Duplicators, Printer & CD/DVD Retail Replication Services 

200-$1.25, 500-S1.05, 1000-S0.555 

2000-S0.45, 5000-SO.295 

(all prices include 5-dr. & mastering) 

Toll Free ( 866) 943-8551 • www.inesormedia.com 

CDs, DVDs, VHS mere 
CD • CD-ROM • DVD • Enhanced CDs • DVD Authoring 

Video Editing • Mastering • Web Development • Tape Duplication 

Design • Printing/Packaging 

BUY DIRECT AND SAVE MONEY SS! 

1000 CDs $499 
Bulk 3 color Silkscreen CD on Spindle! 

100 CDs $299 
Includes FULL COLOR Insert,Traycard, 
direct-on-disc printing, jewel case and shrinkwrap 

Serving the World Since 1985 

• 11 es lee) MEDIA 
•• 

;AIN-

Call tor FREE 
COLOR CATALOG 

www.eastcomultimedia.cona 

: I I 

40,healm disc Get a break with our 

BIG BREAK CD package! 

1000 CDs for only $ 1099.00 
Color Insert 

R•Traycarcl • 3 Color CO Label • ALL. FIlrn • 
Jewel • • , ,rr- per,ecie 

CALL NOW! TOLL 

For Mix Classified Rates 
Call (800) 544-5530 

I 
7"We started out looking for a great deal on CDs. 

We ended up with that, and a whole lot more; 
the people at Healey made all the difference," 

Sean Harley Ritual - wwwritualnet corn 

1.800.1335.13SE 
sC.COrn 

CO1 
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1,000SloroReadyCli999 wwvi.TrackmasterAV.com Toll Free: 888-374-8877 
CASSETTES 

1,000 Bulk CDs  GRAPHIC DESIGN & POSTERS 
STUDIO MASTERING 

CD-R MEDIA 

CD AUDIO & VIDEO cassErrE PR. ES!  

CD Replication 
COMPLETE PACKAGES with graphics, from 
your master and e-file - no film needed. True, 
commercial replication (not CD- R), plus direct-
to-plate offset printing for best quality graphics. 

We do it all in our plant, so why deal with bro-
kers when you can go to the source? 

OMM Vinyl Record Mastering & Pressing 
Graphics Design & Printing 
One of NYC's HOTTEST Mastering Studios 

Call or email for our Full-Color Catalog 

800 455-8555 
email: info@europadisk.com 

26 years in the music industry - WERE THAT GOOD! 

EUROPADISK,LLC 
www.europadisk.com 

We take manufacturing your CD as 
seriously as you take your music. 

Complete retail ready CD pressing 
including all types of packaging, bar 
codes, graphic design and film services, 
enhanced CD creation, with super pricing 
and customer service reps specialized in 
all types of music. 

Also vinyl pressing, cassette duplication, 
mastering, short run CD, DVD pressing 
and authoring. 

We've been doing it for 16 years. 

This is what we call 

1111F.1121T 
M USIC 
M ANUFACTURING 
SERVICES 

AMERICA'S REST CD PACKAGES HANDS DOWN 
1000 CD's Only $1,299.00 Includes: 

• Full color booklets • design • film • glass master 

• Shrinkwrap • 2 colors on disc • priority proofs 
• Free barcode • fast turnaround! 

• Manufactured by SONY for the very best quality! 

100 CD's Only $299.00 Includes: 

• Full color booklets • full color on disc • design 
• Shrinkwrap • priority proofs • free barcode 
• Ready in 5 days! 

800-307-1084 
vvvvw.electricdisc.com 

RECORDING & DUPLICATING SUPPLIES 

Audio, Video & Data Storage 
Media & Accessories 

1:60Q-272-2591 FAX 650-369-7446 
ARCAL visit our web site: www.arcai.com 

Él
iM
3J
F1
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OF MANUFACTURING MUSIC 

1.800.MMS 4CDS • mmsdirect.com M
l
i
l
:
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Our CD & Cass's are 

IMER & CHEAPER! 
(800) 421-8273 

Progressive Music 

For the thheestre s only one prirrelnCoDRneupmlibcear you'll 
need, 

1.888.891.9091 
WPM bVWFLMEDIAOMAHLCOM 

LOO FUL 
p 1000 FUL 
111 
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Records Tapes CD Services ) 

Musicians-Bands-Studios 
HIGH BIAS BULB/BLANK 

AUDIO CASSETTES 
El BASF rnaxell *TDK 
c-IC  .18 / ea. PERFECT 
C-20  22 / ea. DEMO 
C-30  :28 / ea. LENGTHS 

CHROME Cr02 C-94  .50 / ea. 

Clear Noreko Box/Round Edge .12 / ea. 

All Lengths Available From 1 to 126 minutes 

nAhr------. Quantegy, Maxon 
fer.7.1.1, BASFOr Sony 
124 94 64 48 34 15 
55.43 54 75 54 20 54 00 53 60 53.10 

ree'11 CDR'S 0 
*TDK 99 MITSUI BLANK FACE WITH JEWEL 80X 
10-99 78 100-499  .73 500+   .68 

1 ' BULK/SPINDLES I 
Diamond/Silver .30/ ea New'  .60/ ea. 
Genetic 25/ ea. TDK  .40/ ea. 

Taiyo Veden 3°/ El Volume Disounds 
CD Jewel Boxes We Trays 15 / ea. 

4 11P1-)1 

• I 

ZZ5reLiii1.110  

2° ANALOG 
QUANTEGY 499 $145 
QUANTEGY GP9 $148 
BASF SM-900 $145 

WE WBi MATOI ANY ADVER1BED 

All Formats and Brands Available. CR CATALOG PRICE! 

Please Contact our Sales Department For the Lowest Prices!!! 

rintn: QUANTEGY 58.96 
``, BASF $850 

MBE SONY $8.50 
HHB $7.00 

764 5thAvenue, 31:1 
Brooklyn, New York 11232 S CONTACT US FOR A FREE Ce 

In NY: (718) 369-8273   FULL LINE RECORDING rill 
24 Hour Fax: (718) 369-8275 National Recording Supplies Inc. SUPPLIES CATALOG MI 

http://www.TAPES.com • e-mail: sales@NRSTAPES.com 

TOLL FREE 1-800-538-2336 (Outside NY Only) 

Have your vinyl records 
de-noised and digitized 

on CD. 

We specialize in professional 
sound services and can clean 

up all your recordings from wire 

to cassette to tapes,78s to LPs 
and transcriptions. Our lab 
utilizes a complete Cedar 
system as well as a Sound 

Forge computer system 
program. 

Audiophonic Corporation 
PO Box 439 

Woodland Park, CO 80866 

(719)687-6357 

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: infofP46p.com 

Visit our web page at: 
www.46p.com 

EMBEWMO 
MOM MIMUMED: O 

CD,. • Cr) ROM • CD R • SHAPED C:11, • AUDIO CASSETTES 

YSTALCLEAR 
DISC & TAPE 

CICI - 813 CI - CI CI 7 3 www.crystalclearcds.com 

DIGITAL MAST! PING • ART DESIGN • PRINTING • PACKAGING 

4;XL 

maxell 
Mr0FE9r,'_ _ 

DK 
el BASF 
SONY. 

saiyo Yuden 

MITSUI 

PñllUb 

MICHELE( 

eMEI, LEN 

41e1M 

SKC 
011010.34111:6 

RIMAGF 

PRINCO 

TELEX 

Retailers 

Every major brand of everything 
Millions of dollars of musical gear 
In stock. ALTO MUSIC Guitars, 
recording, kepboards, amplifiers, 
drums, pro sound,new and used. 
One of the largest selections 

in the country. We ship everywhere! 

680 Rt. 211 E. 
Middletown, NY 10940 
sales@altomusic.com 
ph (845) 692-6922 
fax: (845) 346-0016 

www.aitomusic.com 

frii-jaaneous 

SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

Studios 

HOT STUDIO SALE 

Busy multi-room rehearsal complex with 24 track record-
ing suite. All fully equipped and regularly maintained. 
5,000-sq. ft. Full NC. Centrally located in NYC area, with 
easy access. Large room popular with well known and 
other high end clients. 3 medium and 3 small rooms are 
also popular and reach all market levels. Medium and 
large rooms have full stages. Excellent comfort through-
out, including large front lobby and sizable rear lobby. 
Exceptional construction specifically for a studio with 
double wall and door construction, high soundproofed 
hung ceilings. Recording suite has awesome sound, a 
vocal isolation booth and two instrumental isolation 
booths. 7 years remaining on bldg. lease. Excellent 
turnkey opportunity for owner/operator. $225k. 

Call 516-742-9339 if seriously interested. 

When you call a 

classified advertiser, 

let them know you 

saw their ad in MIX! 

BUILDER 
RECORDING STUDIOS 
AND ALL TYPES OF 
SOUND ROOMS 

25 YEARS EXPERIENCE 

(805) 493-5794 
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The MOTU Virtual Instrument Studio 

kJ« km 
"I Digital Performer 4 , 'MachFive is 
better than ever.' U unquestionably a winner." CIIICE 
— Electronic Musician   Elan 

2004,1 
. :M  

— Electronic Musician 

Use DP4, the 828mkIland 

the G5 Power Mac to run 

MachFive, MX4 and a wide 

array of virtual instruments 

Apple Power Mac 65 
The world's fastest personal computer 

Your all- native MOTU desktop recording studio just got bigger. A LOT bigger. The new Power 

Mac G5 is like doubling your studio's square footage, and then addmg several additional floors 

stocked from top to bottom with virtual gear. Run more virtual instruments, more plug-in effects, 

more tracks, more busses, more processing, more everything than you ever thought posse. 

Yes, it's time to bask in the glory of your MOTU native strclio. Starting at just $1999, the G5 

Tower transforms DP4 into a production powerhouse. 

MOTtl MachFiveTM and MX4TM 
Put this universal sampler & unique multi-synth in your DP4 arsenal 

MachFive could very well be the last sampler you ever purchase. Consolidate al of your samle 

libraries for instant access in DP4, including Giga, Sample Cell, Akai, K2xxx, Roland and others. 

Play up to sixteen different parts per instance, and apply automatabla synthesis effects powered 

by the renown UVITM engine. To add vintage and fresh analog synth sounds, look no further thon 

MX4, MOTU's new multi-synth. Inspired by legendary subtractive synthesizers, MX4 combines 

several core synthesis techniques in a unified, hybrid synthesis engine that delivers fat basses, 

nasty leads, analog pads, vintage electronica — it's all at yoJr fingertips. 

". anothe 
winner fo 
MOTU." 

— Electri 
Musician 
Magazine 

Novation Remote 25 
2-octave (25-key) MIDI controller with knobs, faders & LCD disi 

The Remote 25 MIDI controller gives you two full octaves of superb action semi-weigl 

keys with responsive aftertouch. Play MachFive, MX4 and other favorite scftware instrun 

with the care and precise control that makes all the difference to the final performance 

Remote 25 connects directly to the computer via USB and gets power via the USB bus 

batteries, so if you've got a PowerBook, you can play anywhere. Use programmable pi 

mod / control wheel and 'touchpad' for total control and wild performance effects. Use 

LCD to dial up dozens of pre-programmed button/knob/fader presets for the most pop 

software plug-ins and traditional hardware instruments. Dozens of produt-specific co 

iDent strips (included) 

clearly label each control. 

All 8 rotary potentiometers, 

8 sliders, 8 rotary encoders 

and 24 switches are entirely 

programmable. Control programs can 

be named and saved in any one of the 64 

template memories. Remote 25 is the perfect 

compact controller for you DP4 studio. 

Authcrized F 
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UltimateSoundBank CharlieTM 
Virtual retro organ module 

Charlie delivers famous electric organ sounds to your Digital Performer desktop 

studio via a 3 GB sound library that captures the real sound quality of genuine 

organs recorded with the vintage equipment favored by purists. Charlie is powered 

by the UVI Engine'', allowing you to play complex parts with unlimited polyphony. 

A gorgeous, clearly-designed, feature-rich synth interface, including amazing 

filters and mono/legato modes, lets you customize the sounds, or completely 

mangle them. Most patches are available with slow and fast rotary speaker effects. 

Use real-time MIDI control of every parameter to enhance expression and live 

use. Included instruments cover the gamut of vintage, classic American and 

European organs. Enjoy unsurpassed realism for your DP4 organ tracks. 

Native instruments Pro-53TM 
The second coming of a virtual synth legend 

The PRO-53 carries on the tradition of the legendary days of vintage 

cult synthesizers. Fashioned after the unique original Prophet Five, 

the PRO-53 casts in software those qualities which have been a 

major influence on popular music in the past twenty years: brilliance, 

power, warmth and beauty. Through Native Instruments' creative 

development philosophy, these timeless aesthetics have now 

reached the next step in their evolution. The result is the manifest 

re-definition of an original that was regarded as unrivalled until 

now. Call Sweetwater and add Pro-53 to your DP4 studio today. 
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East West / Quantum Leap Symphonic Orchestra 
World class strings / woodwinds / brass / percussion 

This stunning new 24-bit orchestra sample library was recorded in a state of the 

art concert hall by GRAMMY award-winning classical recording engineer Keith 

O. Johnson with custom-designed recording equipment. And now it can be at 

your fingertips in DP4. Just open the included Kompakr sample player and then 

mix together any combination of three recorded mic positions (close, stage and 

hall) to alter the tone and ambience of any instrument or section. For example, 

you could use the stage mics for that big Hollywood sound, boost certain 

instruments with a hint of the close mics, and bring in a touch of the hall mics 

for reverb or even surround mixing. This library was produced by Doug Rogers 

and Nick Pheonix, recipients of over 30 international awards. 

Novation V-StationTM 
Plug-in instrument version of renown Novation K-Station 

When Novation launched the multi-award winning K-Station in 2002, it made an 

impact akin to lobbing a barracuda into a goldfish bowl. DP4 users where mad 

for the phatt'ness, the flexibility and the cool sound shaping while reviewers oozed 

with praise. And history is now repeating itself with the new V-Station Virtual 

Analog Synthesizer. The V-Station gets the same real 3 oscillator flexibility, 

awesome liquid analog filters, 8-voice polyphony, rippin' simultaneous FX and 

the kind of phatt sounds only a genuine Novation synth can offer. It's got 

sophisticated programming, acres of presets and convenient DP4 plug-in operation. 

From searing leads to passionate pads to delicate electric pianos, it's all there. 
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UAD-1 Studio PakTM 
Accelerated effects processing for Digital Performer 

Legacy Collection"' 
Virtual instruments and effects plug- ins with MS-20 Controller 

With power-on-demand DSP and 20 award-winning UA plug-ins, the new UAD-1 

Studio Pak plug-in bundle is an unbeatable addition to your MOTU studio. For less 

money than comparable native plug-in bundles, you get a real DSP card running at 

44.1 to 192 kHz plus world class plug-ins like the legendary LA-2A, 1176LN, Cambridge, 

Pultec EQP-1A, 

and the 

Fairchild 670. 

Give your Mac 

a break, 

improve your 

workflow, and 

save a bundle 

with the UAD-1 

Studio Pak. 

AU 
WOO 
MSS 

e ic Halo ChannelStrip" X 
Console-style, integrated EQ and dynamics processing for DP4 

Metric Halo's ChannelStrip is the recognized leader in console-style channel strip 

audio processing for Digital Performer. As the first plug-in to offer the combination 

of exceptional audio quality, incredible DSP efficiency and a comprehensive user 

interface, ChannelStrip lets DP4 users work as efficiently and interactively as they 

would with a dedicated, world-class mixing console. ChannelStrip comes with more 

than 100 presets included to help you get your mix started. Use the presets to compress 

your duns, EQ your vocals, get your sessions ready for mastering and much more. 

With ChannelStrip for DP4, you get an unparalleled EQ, Gate, and Compressor, all in 

one easy to use interface. ChannelStrip is the critical mixing tool for thousands of top 

engineers and producers world-wide. 

MAS 
DID AUDIO 
SYSTEM 

The KORG Legacy Collection is the ultimate virtual instrument pack, consisting of 

software versions of the MS-20, the Polysix, and the WAVESTATION bundled with a 

special-edition MS-20 Controller. It also contains the revolutionary "Legacy Cell" for 

making combinations of the MS-20 and Polysix including Insert and Master effects. 

Features native support of the microKONTROL for a complete 

hands-on music experience, AU 
AUDIO 
UNITS 

RODE NT2000" 
The World's first fully variable control microphone 

The new RODE Ni 2000 is the latest brainchild from Australian master microphone 

designer Peter Freedman and represents a huge investment on RODE's part. Never 

before has this much control and versatility been available in a superlative class large 

capsule recording microphone. The NT2000 features totally variable polar pattern, 

totally variable high pass filter and totally variable pad — all located directly on the 

body of the microphone! The heart of the NT2000 is the Australian designed and 

manufactured TYPE HF1 dual diaphragm capsule. Frequency and transient response 

have been voiced to complement today's modern recording techniques, and yet still 

evoke the silky smooth character of the legendary microphones of the 50's and 60's. 

THE MOTU VI STUDIO • CALL SWEETWATER 800-222-4700 



PreSonus Central StationTM 
A Console Master Section Without the Console! 

The PreSonus Central Station is the missing link between your MOTU recording interface, 

studio monitors, input sources and the artist. Featuring 5 sets of stereo inputs (3 analog 

and 2 digital with 192kHz D/A conversion), the Central Station allows you to switch 

between 3 different sets of studio monitor outputs while maintaining a purely passive 

signal path. The main audio path uses no amplifier stages including op amps, active IC's 

or chips eliminating coloration, noise and distortion enabling you to hear your mixes more 

Mack', Control UniversalTM 
Automated hands-on control for the DP4 studio 

Imagine the feeling of touch-sensitive, automated Penny & 

Giles faders under your hands, and the fine-tuned twist of a 

VPotTM between your fingers. You adjust plug-in settings, 

automate filter sweeps in real-time, and trim individual track 

levels. Your hands fly over responsive controls, perfecting 

your mix — free from the solitary confinement of your mouse. 

Mackie Control delivers all this in an expandable, compact, 

desktop-style design forged by the combined talents of Mackie 

manufacturing and the MOTU Digital Performer engineering 

team. Mackie Control brings large-console, Studio A prowess 

to your Digital Performer desktop studio, with a wide range 

of customized control features that go well beyond mixing. 

It's like putting your hands on Digital Performer itself. 

Mackie HR-series Active Studio Monitors 
Nearfield monitors for your MOTU studio 

Mackie's HR-Series Active Studio Monitors are considered some of the most loved and 

trusted nearfield studio monitors of all time, and with good reason. These award-winning 

bi-amplified monitors offer a performance that rivals monitors costing two or three times 

their price. Namely, a stereo field that's wide, deep and incredibly detailed. Low frequencies 

that are no more or less than what you've recorded. High and mid-range frequencies tha: 

are clean and articulated. Plus the sweetest of sweet spots. Whether it's the 6-inch HR-

624, 8-inch HR-824 or dual 6-inch 626, there's an HR Series monitor that will tell you 

the truth, the whole truth, and nothing but the truth. 

clearly and minimize ear fatigue.ln addition, the Central Station features a complete studio 

communication solution with built-in condenser talkback microphone, MUTE, DIM, two 

separate headphone outputs plus a cue output to enhance the creative process. A fast-

act ng 30 segment LED is also supplied for flawless visual metering of levels both in dBu 

and dBfs mode. Communicate with the artist via talkback. Send a headphone mix to the 

artist while listening to the main mix in the control room and more. 

Sweetvvate SweetCare— 
Your personal MOTU studio expert advisor 

When setting up and maintaining a MOTU desktop studio, there are many considerations to factor 

in to your decision making. Both the hardware and software landscape are constantly changing, and 

it's hard to keep up with all of the advancements. That's where Sweetwater comes in. Your personal 

• Sweetwater sales engineer otters much, much more than just a great price. They do the research, 

.r day in and day out, to ensure that you'll fine-tune your MOTU system to fit your exact needs. 

ce, Call now for your MOTU studio 
8 personal consultation: 800-222-4700 

www.sweetwater.com • info@sweetwater.com • 800-222-4700 



Steinberg Nuendo 2 
Pick Up Your Editing Pace 

."\
uendo 2 has one of the fastest ed-
iting interfaces around, but you 

can get even more satisfaction for 

your "need for speed" if you learn a few 

handy shortcuts. 

SAVE A COPY 

Hard drive space is relatively cheap com-

pared to losing a session, so save a copy ear-

ly and often. Incremental saves allow you to 

go back to a previous point in the session's 

creation, so you can recover your ideas if 

you change your mind later. Nuendo's Sav( 

As New Version shortcut increments th( 

project file by one and saves a copy. If your 

original project was "poodle.npr," it will now 

be "poodle-01.npr." Use CTRL-ALT-S on a 

PC and CMD-OPT-S on a Mac. 

QUICK ZOOM 

Put the cursor in the timeline and just drag 

up or down for instant gratification: hori-

zontal zoom without struggling to land the 

cursor on that little zoom triangle. If you've 

used the Zoom tool to go to micro-infinity 

land, you can get back to your original view 

by hitting CTRL (PC) or CMD (Mac) and 

clicking with the Zoom tool in a blank area 

of the project. 

WHERE DID THE SAMPLE RATE GO? 

In the original Nuendo, you could see the 

sample rate in the Project window, but in 

Nuendo 2, it's been moved to Project Setup 

under the Project menu. Project Setup also 

contains the project's start and length, frame 

rate, display format (tirnecode, samples, 

bars+beats, etc.), display offset (down to the 

subframe for timecode), bar offset, bit depth 

for record format, record file format and 

stereo pan law. Always check the project 

setup when you make a new project—it 

may save you lots of time later. 

QUICK AND DIRTY RHYTHM TRACKS 

Keep your favorite loops in folders labeled 

with bpm and tweak them for zero crossings 

so that you won't have clicks when you slam 

them together. Open up a project, turn the 

Snap icon on and then select Events mode 

in the pop-up next to the Snap icon. This 

makes the start and end positions of events 
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Nuendo 2 has a re-engineered mixer and a new look. 

and parts "magnetic," so that if you pull the 

start of one loop close to the end of anoth-

er, the two will "snap" together. Because this 

includes marker events on the marker track, 

you can also snap events to marker posi-

tions, or markers to events. 

RECORDING WITH EFFECTS 

With Nuendo 2, you can set up separate in-

put tracks and assign effects so that the record-

ed tracks will each have an effect. Leave one 

track without effects in case you want to add 

effects later. This is a great technique for cre-

ating ukrachunky and superfat guitar tracks. 

You can turn off the effects to save CPU pow-

er after recording the tracks and manage them 

as a group with folder tracks. 

FOLDER TRACKS 

Folder tracks are created just like other tracks. 

They're under the Project menu's Add Track 

selection. You can pull any kind of track in-

to a folder track, including another folder 

track. You can hide folders, solo them and 

mute them. Folders provide a quick and easy 

way to manage tracks on a big project, and 

nested folders are an excellent way to group 

alternate vocal comps for quick auditioning 

against instrumental tracks. 

WATCH THOSE BUFFERS! 

If you're hearing distortion and Nuendo 

seems to be reacting badly when you add a 

certain effect, then you may need to increase 

your buffer size to give the CPU a break. 

While lowering the buffer size will give you 

lower latency, during the mix phase, when 

you need plug-ins, the increased latency 

trade-off may be worth it. 

ESCAPING THE 44.1KHZ LIMITATION 

I love to edit audio on my G4 Powerbook, 

but because Nuendo uses the built-in au-

dio controller, I'm limited to 44.1 kHz. 

Most of my work is done at 48 kHz these 

days because I work with video and DVD 

formats for distribution. If you plan to use 

the Dolby Digital encoder plug to encode 

tracks for Dolby Digital (AC3) streams that 

may be used for DVD, then you'll need to 

run a 48kHz session. Often, I just need to 

work with stereo tracks, so I bought an 

Echo Indigo PC card that has a driver for 

48 kHz and 96 kHz, as well as a head-

phone output. I can edit away while 

curled up on the couch at home, oblivious 

to the racket that is swirling around me. 

One word of warning: Always remember 

to shut down the card using 

the pop-up in the Menu bar 

before you pull it out. 

K.K. Proffitt is the co-owner of JamSync, a 

multichannel surround mixing mastering, 

DVD authoring and encoding facility locat-

ed on Nashville's Music Row. 
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301 -776-7 
An ATI Group Corn 
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The new look 
of Discrete 
Analog Audio 

Vision console, Galaxy Studios, Belgium 



• Advanced real time waveform editing 

Draw cross-fade loops while the sample plays in 

the context of your music. Apply destructive edits. 

Normalize, fade, reverse and process. 

UNIVERSAL SAMPLER PLUG-IN 

AU • HTIDIVI • MAS • RTAS • VST • IZIXi 

I I MOTU 
vvwvv.motu.com 

• Universal compatibility 

Supports all major plug-in formats, host applications, 

soundbank libraries and sample formats, including 

REX, Acid, Way, Olga, Sample Cell, Aka, 8 Roland. 

• Plug-in convenience 

Open MachFive directly within your host software. 

Save all Machnve settings with your audio sequencer 

projects for 100% recall No separate files or settings. 

• Multitimbral operation 

One instance of MachFive gives you 16 separate 

parts, each with assignable MIDI channel (for instant 

stacks) and separate audio output (if your host host 

software supports this feature). 

• Intelligent file management 

Concentrate on the music, not file handling chores. 

• Built-in effects processing 

Dozens of effects are included. Save up to four 

effects with each preset as pad of the preset. Work 

with a staggering 85 discrete effects paths and 136 

effect slots. 

• Subtractive synthesis engine 

Work with six filter algorithms and three separate 

envelopes. Automate cutoff frequency, resonance 

and dnve Powered by the award-winning UVI engine 

"A full- featured all- in-one 

sound design environment." 

— Electronic Musician 

"The most powerful 

sampler ever." 

— Future Music 

• Support for surround and 192kHz audio 

Design, load, edit and play 5.1 surround samples. 
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