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PRO TOOLS

COMPATIBILITY. With the release of
HDRPro, the new Pro Tools compatibility kit for the
HDR?24/96, you get software that lets you transfer
your audio files to and from the HDR24/96 and Pro
Tools. And with the single-bay FireWire drive fitted
with a Mackie Media M90 drive frame, you

can get your projects onto the Mac desktop
quickly and easily.

FireWire

HYBRID

DESKTOP PRODUCTION™
Mackie’s Hybrid Desktop Production™

tools enable artists to create the music

they love with the tools they want.
Our familiar mixing surfaces add
tactile control to one-dimensional
software interfaces; our high-octane
DSP and state-of-the-art Plug-Ins
breathe new life into older systems;
our innovative software expands
the compatibility of your current
gear investments; and our sonically
pure studio monitors give you a true
reference to

all you create.

PRECISION. Hear the

color of your mix, not of your - ="

speakers. The award-winning
Active Technology™ studio
monitors and subwoofers give you
amazingly accurate output, true to

the incoming signal
,
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For more than a

decade countless top

engineers,award winning

producers and musicians have been

depending on Waves to create their sound.From high

end Pro Tools|HD systems, to cost effective native audio tools,
Waves has the superior audio tools for the job.

It's true now more than ever.

RENAISSANCE MAXX CLASSIC SOUND - INTUITIVE CONTROL
Our most widely acclaimed audio processors offering unparalleled audio
accuracy are now brought together In a 7 processor package.

- NEW! Renaissance Channel Processor
- Includes: Renaissance Compressor, EQ, Reverb, Bass, VOX, De-Esser
- Rich, Smooth, Transparent Sound
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RENAISSANCE CHANNEL THE ULTIMATE CHANNEL PROCESSOR
Featuring: vintage modeled EQ and compressor, selectable EQ/Dynamics
order, side-chain routing and filtering, true double precision, and much more.
This processor takes the concept of channel insert to the limit and beyond.
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- Intuitive "Classic" interface
- Total Setting Control
- Full Channel Functions
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Virtual Visions

It will come as no surprise to most (if not all) of you that it's all
about computers these days. The latest area of advancement
in the computer's seemingly inexorable move toward studio
domination is synthesizers and samplers. There's been a
groundswell of activity with virtual instruments for a while now,
but the technology and computer power seem to have finally
ramped up to where things are really taking off. Witness all the
new action at this year's Winter NAMM show — you can find
Craig Anderton's report on all that was new at the show on
page 50. (By the way, special kudos to Craig for cranking out
his report in record time so that it could be in this issue’s special
virtual instrument section. Look for our usual comprehensive
report on ali things NAMM in the next issue.)

Hardware, of course, is far from dead. New electronic instruments
continue to be released and upgraded, and for many applications,
they're still the way to go. Another interesting trend is the move toward
open hardware platforms. Manifold Labs fired the first shot in this
area with Plugzilla, a box dedicated to running VST soft synths and
plug-ins. But now the idea is proliferating, with new products such as
Roland’s VariOS, a rack box that can morph itself into different
synths by loading new operating systems, Creamware’s Noah, which
serves as a hardware host for virtual synths, and Open Labs’ eKo, a
keyboard-based instrument that runs VST plug-ins and instruments.

Up until now, much of developers’ time has been spent creating
virtual versions of various vintage synths — which is cool. While it
would be great to own a mint-condition original MiniMoog, Prophet, or
PPG Wave, the reality is that most of us can't (or wouldn’t want to deal
with it if we could). So it's great to have plug-ins that give you most of
what the vintage boxes offered; they're cheaper, more convenient,
and in many cases offer new features and capabilities.

But what I'm most excited for is to see what the brains behind the
virtual instruments come up with when they turn their gray matter
toward creating new instruments, new sounds, new virtual synth
technologies. Keep cranking out those cool vintage repros (if any-
one’s listening, I'd like a Wavestation,
a Matrix 6, and a CZ101, please) but
feel free to blow my mind with some-
thing totally new.

—Mitch Gallagher
mgallagher @ musicplayer.com
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CLASS A
EQUALIZER

Crane Song Ibis

By Steve La Cerra

Over the past few years, Crane Song Ltd. has
introduced audio processing gear that definitely
doesn't fit “in the box.” For example their
Flamingo mic preamp features unusual controls
such as “Iron” infout and a “Sound” switch,
which alters the amplifier type. Their latest
product, the Ibis EQ, continues that tradition.
Ibis is a two-channel parametric equalizer fea-
turing Class A, discrete circuitry, and Crane
Song's proprietary “color” control. Each chan-
nel offers four EQ bands plus a low-cut filter
and a “color” control (more on this shortly).
Every band provides control over boost or cut
(12 dB), bandwidth (0.1 to 4 octaves), and fre-
quency select. In addition, the low band may be
switched to low-frequency shelf, and the high
band may be switched to high-frequency sheif
type EQ.

Implementation of frequency selection is where
Ibis breaks the mold: Frequency is indicated
predominantly by music note values. Frequency
controls are centered on and cover musical-step
intervals from “C” (32 Hz)
to “F" (22,350 Hz). Since
some note values are also

IBIS

WHAT IS IT? A two-channel, four-band,
discrete Class A equalizer.

WHO NEEDS 1T? Mastering studios,
production studios.

WHY IS IT A BIG DEAL? Frequency
control on the Ibis Is Indicated In musical
note values; Crane Song's proprietary
color generator allows creation of

unique EQ effects.

SHIPPING: Mastering version, TBA.
Standard version, TBA.

PRICE: Standard version Introductory
price, TBA; Mastering version, TBA.

For further information contact Crane
Song Ltd. at 715-398-3627 or visit
Www.cranesong.com,

6 | MARCH2003 | EQ

indicated as frequencies,
Ibis helps translate between
the vocabulary of musicians
and engineer tech-talk.
Every band overlaps with
its neighbor by approxi-
mately two octaves, allow-
ing simultaneous boost and
cut within the same fre-
quency range. A switch for
cach band labeled “+1
Step” shifts (“transposes”)
the frequency control up a
whole step, allowing a
choice of 24 frequencies
per band. This could be a
very cool feature when

trying to pinpoint EQ a particular note on, say,
a bass track.

In addition to the four bands of EQ, each chan-
nel of the Ibis includes a low-cut filter with 11
steps from 20 to 150 Hz. An “out” position allows
the filter to be bypassed, while a “steep” button
changes filter slope from 12 to 24 dB per octave.

Unique to the Ibis is Crane Song's proprietary
“color” generator, providing each channel with
two controls that alter the second and third
harmonic content of a sound. The color control
operates in a manner similar to a compression
side-chain, in that audio is unaffected except
for the band you'd like to change. Output of
the color generator is summed into the audio
path along with the dry audio. Via the source
control, the color generator can derive its sig-
nal from the entire audio program (full band-
width) or from one of the four EQ bands; a
bypass is also provided. The amount of color is
determined by the color level control and the
EQ band’s boost/cut control. For example, if
you're using the color generator on an EQ band
set for a 100 Hz boost, then the color circuitry
will generate additional harmonic content at
200 and 300 Hz. If you're cutting the same
audio band, then the color generator would
reduce the harmonic content at those frequen-
cies — making the Ibis capable of fatting a
sound, adding “air,” or completely changing the
tonal nature of the source. Intensity of the color
is dictated by the color control pot, based on a
scale of 0 through 10.

Crane Song's Ibis will be available in a stan-
dard version and a mastering version, the pri-
mary difference being that all controls on the
mastering version are stepped (detented) for
the precise repeatability required in mastering
applications. On the standard version, only the
frequency select is detented. Audio /O for either
version is via rear-panel XLR with a maximum
operating level of +25 dBm. =



oX MORE POWERFUL THAN THE ORIGINAL 02R
AN 96K MORE POWERFUL THAN THE COMPETITION.

OYamana

With more than five times the processing power

of its renowned predecessor, the new 02R96 is destined to establish another benchmark
in digital mixer history. For roughly the same price as the 02R when it hit the market five years ago,* the 02R96 offers
a dramaticaily expanded feature set unrivaled by current competition. Once again, Yamaha gives you more tor less,

® 56 Channels at 24-bit, 96kHz @ Complete stirround processing, m External machine control keys
m Highest quality mic preamps panning, and monitoring ® Touch-sensitive 100mm motorized
w Ultimate internal patching flexibility m Extensive “presets” data libraries faders
I (easy to modify or add to) ; ;
® Independent compression & gating/ , ® Studio Manager software included
ducking on each input channel @ Four internal effect processors (PC & MAC)
' card slots Nuendo

EQ on each input channel

€YAMAHA

CREATING ‘KANDO TOGETHER

© 2003 Yamaha Corporation of America, Pro Audio Products, PU. BoX bbuu, Bugfa Park, CA YUb22. Wwiw.yamana.comi/proaudio For literature, call (§/7)YAMAHAS
Yamaha is a registered trademark of Yamaha Corporation. Alf other products mentioned are trademarks of their respective owners.
All rights reserved.*02R96 MSRP is $9.999, Meter bridge and wood panels additional.
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TC €Electronic

By Steve La Cerra

TC Electronic’s M5000 and System 6000 have
carved unique places in DSP history as two of the
finest digital reverbs manufactured. Drawing on
their experience in developing those products, TC
Electronic has introduced the Reverb 4000, a
single-engine, stereo version of the System 6000
reverb. In addition to containing all of the True
Stereo reverbs from the System 6000, the
Reverb 4000 includes popular presets and algo-
rithms from the M5000. The Reverb 4000's DSP
muscle is generated using a single effect engine
with massive SRAM for realistic creation of
acoustic environments.

Built into a single-space rack chassis, the Reverb
4000 employs a front-panel display and interface
similar to those used in the M2000 and M3000
effect processors. Dedicated front-panel controls
allow instant access to important operations such
as preset location, reverb decay, predelay, and
high-frequency decay. In addition to front-panel
control, the Reverb 4000
may be connected directly to

REVERB 4000

WHAT IS IT? A dedicated stereo reverb
with a broad range of reverb algorithms
ranging from completely new programs
to emulation of vintage reverb units.
WHO NEEDS IT? Recording, broadcast,
and post studios, live sound engineers.
WHY IS IT A BIG DEAL? The Reverb
4000 features TC's VSS-4 technology,

and shares algorithms with their highly
regarded M5000 and System 6000
effect processors. The Reverb 4000 can
be directly controlled via USB.
SHIPPING: March 2003

PRICE: $2,999.

For further information contact TC
Electronic at 805-373-1828, or visit
www.tcelectronic.com,

8 | MARCH2003 | EQ

any USB-equipped computer
and controlled via TC's Icon
software editor (included).
Icon runs on both Mac and
PC platforms, providing easy
access to effect parameters
as well as a complete pro-
gram overview for editing.

In addition to programs
from the M5000 and System
6000, the Reverb 4000
also offers a newly created
True Stereo Reverb algo-
rithm. which. for the first
time, makes it possible to
truly process a composite
stereo source, or to render
realistic spaces onto two
discrete sources. TC’s engi-
neers have also developed

Reverb 4000 programs for realistic-sounding
environments ranging from a closet to a canyon,
as well as emulation of vintage reverb units such
as the popular EMT 250.

TC's exclusive VSS-4 Two-Source reverb
used in the Reverb 4000 generates rooms with
character, while additional algorithms create
Generic Reverbs providing Polished Sustain,
Glossy, Classic, and even mono reverb programs.
Beginning with their M3000, TC has continually
refined VSS (Virtual Space Simulation) technol-
ogy, producing benefits such as smooth reverb
tails, accurate early reflections, pitch-correctness,
and user-defined modulation. VSS-4 is the latest
refinement of VSS, which keeps instruments
and voices clearly defined regardiess of how
complex the input signal. VSS-4 also maintains
correct pitch and lack of modulation in the
reverb tail, yet allows modulation to be added
by the user for enhancing the naturainess of
the effect.

To interface easily with digital audio work-
stations or other digital gear, the Reverb 4000’s
rear panel includes the aforementioned USB
port as well as XLR AES/EBU, RCA S/PDIF,
and ADAT optical /O jacks. A word clock input
is provided, enabling the Reverb 4000 to
achieve sample-accurate sync with external
devices (sample rates from 44.1 to 96 kHz are
supporled). The digital outputs are always
active, facilitating a wide variety of output routing
options without worry of which input is being
used. Analog output is also always active; 24-bit
analog I/O is on balanced XLR jacks with 48 or
96 kHz sampling.

Additional features of the Reverb 4000
include an auto-sensing power supply that auto-
matically detects and adjusts itself to any AC
voltage supply, and full MIDI implementation
(with rear-panel MID! in, out, and thru jacks) for
control over any parameter via sequencer or
remote MID! controller. m
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STUDIO NAME: Great Divide Studios
LOCATION: Aspen, Colorado

KEY CREW: Jamie Rosenberg (owner, engineer,
producer)

CREDITS: Pierre Bensusan, John Qates, Jimmy
Ibbotson, Jonathan McEuen, Dan Sheridan,
Robert Wagner, The Flying Dogs, The McCloskey
Brother's Band, Russel Walden, Joe Brooks, Aspen
Music Festival

CONSOLE: Digidesign Pro Control w/Fader Pack,
Edit Pack

MONITORS: Genelec 1038, Adam S2A, AKG
K270 headphones [5], Sony 7509 [2], 7506
headphones

AMPLIFIERS: Furman HA-6, HR-2 [5] (head-
phone system)

RECORDERS: Alesis ADAT XT20, TASCAM
DA45HR DAT, 122MKk. IIl; HHB CDR800
OUTBOARD: Requisite Audio L2M MkIl, Empirical
Labs EL8 SX [2], Fatso Jr.; Waves L2, Little Labs
IBP Analog Phase Adjustment Tool

EFFECTS: Lexicon 300, TC Electronic System
6000, Eventide Orville, Ensoniq DP-Pro, Scholtz
R&D Stereo Echo [2], Stereo Chorus, Smart Gate;
Line 6 Pod Pro, Bass Pod Pro, Distortion Modeler
MICROPHONES: Telefunken U47, Neumann
M149, U87, U87 w/linner Tube Audio Mod, KM-184
[2); Brauner VM1 Klaus Heyne Edition, Royer Labs
SF12, R121 [2]; Earthworks QTC-1 [2], CAD VX2,
Audio-Technica AT4047, AKG C414 TLI, D112;
Shure SM81 [2], SM57 [3], SM7, SM58; Sennheiser
E602, MD512, MD421 [3); Electro-Voice N/D168,
Fender F-560 dynamic mic

MICROPHONE PREAMPS: Requisite Audio PAL
Plus [2], Millennia Media STT-1 Origin, Focusrite
ISA430 Producer Pack, Avalon Designs: VT737sp
[2], U5 [2]; Joe Meek VC1Q [2], Grace Designs
801, Great River Electronics MP-2NV, Buzz
Audio MA-2.2

SAMPLERS/KEYBOARDS/MIDI: Roland XV-88,
GR-33 guitar synth; Boss DR-770, Evolution
MK-225C, MOTU MTVAV USB

COMPUTERS: Mac Dual G4/1 MHz with 1.5 GB
RAM and 400+ GB of storage, G4 Powerbook 400

By Steve La Cerra

MHz with 384 MB RAM, DVD and CD bumers;
Apple 22-inch Cinema Display [2], Iso-Box for
sound isolation

DAW: Digidesign Pro Tools HD3, 192 interface [2]
SOFTWARE: Pro Tools 5.3.1, Bitheadz Unity
Session, Access Virus plug-in, Spectrasonics
Stylus, Waves Platinum Bundle 3.6, Wave
Mechanics Sound Blender, Sony Oxford EQ,
Serato Pitch 'n Time, McDSP Fiiter Bank,
Analog Channel; DUY Global Bundle, Antares
Auto Tune, Metric Halo Spectra Foo, Channel
Strip; Bombfactory Classic Compressors,
Moogerfoogers, Sansamp, Tei-Ray, Fairchild;
Digidesign plug-ins including Reverb One

POWER CONDITIONING/BACKUP: Custom bal-
anced power system by EMF Electric
ACOUSTIC TREATMENT: Acoustic design by
Richard Zwiebel, tuned by Bob Hodas.

STUDIO NOTES: “Great Divide Studios started in
1992 as a funky after-hours operation in Aspen’s
downtown music store, The Great Divide,” says
Jamie Rosenberg. “We had four ADATs and
access to every guitar, amp, and miscellaneous
piece of gear that was in the store. We also had
a noisy pet store next door (whose crickets,
screeching birds, and bubbling fish tanks drove
me nuts) and a big window through which the
outside world could heckle the talent. Needless
to say, we made many great records there and
became a viable business.

“One day | got a call from Faith Hill's people to
book some vocal overdub sessions while she was
performing in town. This was the height of cricket-
breeding season and | honestly told them that she
probably wouldn’t be too comfortable in our studio
with all of its anomalies! They took my advice and
the gig never happened, but it did inspire me to
move out into a new professionally designed studio.

“The new studio (opened in 2001) is a dream
come true for me. It sounds great, has great instru-
ments and gear, is incredibly beautiful and we've
got something no one else quite has: location, loca-
tion, location! We're about a mile from downtown
Aspen and we have incredible views of four ski
resorts. Our core business is local talent, but the
bigger name and out-of-town business has been
finding its way here as well. | still have the keys
to the music store if we ever need something in
the middle of the night. Now, if only Faith would
call back!” m

weB

Visit Great Divide Studios at
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Audio Paint

Sonic

color on the
upper-west
side
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STUDIO NAME: Audio Paint

LOCATION: New York City, NY

KEY CREW: Frank Piazza (owner/producer),
Lance McVickar (chief engineer/producer)
CREDITS: Promos for Nick At Nite, HBO/Cinemax,
Nickelodeon, and Disney; Hit And Runway (Lot 47
Films), Trick (Fineline Pictures), Ash Wednesday
(to be released/Edward Burns), Children's Book
Series: Mondo Books, Brownstone (Original Cast
Records), Cliff Hanger (animated series), Little Toot
(Strand Video)

CONSOLE: Peavey AMR Series 1600
MONITORS: Yamaha NS-10, Tannoy PBM6.5,
Sony MDR7506 headphones

AMPLIFIERS: Hafler P4000

RECORDERS: Sony XE500, DTC790; TASCAM
AS500, 302, DA-30

OUTBOARD: dbx 160

MICROPHONES: Neumann U87, KM184 [2]; AKG
C414 [2], C535, AKG D12, Sennheiser MD421 [2],
Shure SM87 [2], Beta 87, Beta 4.0 [2]; Pacific Pro
Audio PPA-LD1 [4]

MICROPHONE PREAMPS: Amek 9098 [2],
Focusrite Red 6, Aphex Tubessence 107
SAMPLERS/KEYBOARDS/MIDI: Roland JV-
1080, E-mu Vintage Keys, Korg 03RW, Kurzweil
K2000, Ensoniq EPS, Alesis D4, Yamaha TX7
COMPUTERS: Mac G4/867 MHz with 512 MB
RAM; Mac G3/500 MHz with 512 MB RAM [2],
Seagate 30 GB and 20 GB ultra-wide SCSI drives,
Maxtor 60 GB IDE drive [10], 60 GB Firewire drives
[8], 17-, 19-, and 20-inch monitors; Mac Ibook/600
MHz with 512 MB RAM (for editing on the go) [2]
DAW: Digidesign Pro Tools HD, 192 I/O, Digi
001, Mbox

By Steve La Cerra

SOFTWARE: Digidesign Pro Tools 5.3, 5.1, Soft
Samplecell; Native Instruments Absynth, MOTU
Digital Performer, TC Electronic Spark, Steinberg
Cubase, Propellerhead Reason

INSTRUMENT AMPLIFIERS: Fender Twin Reverb
w/custom Aguilar overdrive mod, Musicman
HD210, Mesa Boogie, Peavey Bandit, KB/A60
STUDIO NOTES: “Audio Paint is a basement
studio in a pre-war, upper-west side building that
was formally a horse stable,” explains Frank
Piazza. “The ceilings are curved and we exposed
all of the piping and duct work. We even left the
iron housings and chains leftover from the stables!
The walls are exposed bedrock, cement, and
standard studio wall construction. As result, the
22x21-foot live room is live and very loud. Of
course this helps out when we're recording live
drums — we can get some very meaty drum
sounds. Sometimes we record vocals in the live
room, which definitely makes for a bigger sound
(as opposed to the vocal booth). If we want to
tighten up the sound a bit we'll use gobos or
maybe blankets to deaden some of the reflections.

“Although we don't have a window between the
vocal/piano booth and the live room, we do have
video cameras and monitors so that performers can
see as well as hear each other. It really makes for
better communication and interaction.”
EQUIPMENT NOTES: “Our Peavey console is
quite the workhorse. It's quiet for tracking, and we
like the EQ as well. We recently purchased several
PPA-LD1 microphones from Pacific Pro Audio,
which we've found excellent for vocals, brass, and
wind instruments.

“Our Yamaha C3 grand piano is wonderful — in
fact people have come here to record with it
because of its sound and feel. We mic it with a pair
of Shure BG 4.0s through the Amek mic preamps.
Somehow the combination rolls out weird fre-
quencies and disturbing harmonics created in the
piano booth.

“We are always searching for a great plug-in
reverb that compares to a top-of-the-line hardware
reverb and [AudioEase] Altiverb is very close.
Lance has been creating his own rooms for
Altiverb, providing us with a ‘signature’ sound for
our final product. Every studio has access to the
same gear, so it's hard to create a sound that is
unique. Lance has worked on capturing halls and
theaters for Altiverb, which gives us something
sonically different from the norm.” m

weB

Visit Audio Paint at
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SESSION FILE

“| first heard about recording vocals outside from
Ron Nevison. He told me that Paul Rogers sang
‘Bad Company' outside. And that line, ‘And
the cold wind blows,” he was adlibbing
because it was cold out there. | always loved
the way that song sounded and so we just
tried it one day,” says Tommy Shaw about
recording lead vocals in his front yard on the
latest Styx offering.

“It's so nice in California. | have the anti-stu-
dio. Instead of being closed in, we just have the
doors open. If you were to isolate things on the
record you could hear the frogs. On one of the
tracks we just went ahead and put the frogs on
it,” confides Shaw about his unique way of
making records.

Shaw is speaking of his home studio in
Beachwood Canyon in the Hollywood Hills. It's
there that 90% of Cyclorama’s lead vocals
were recorded in his front yard. With contribu-
tions from vocalists John Waite, Jude Cole,
Billy Bob Thornton, Brian Wilson, and
Tenacious D, one listen and you'll be setting
up your microphone in your front yard, too.
There goes the neighborhood!

SIGNAL PATH
“We used the new GML

DATE: 2002 (“We've been doing it off and on
throughout the year because we did 90 shows
during the recording of this album.”)

STUDIO: The Shop

LOCATION: Hollywood Hills, CA

ARTIST: Styx

PROJECT: Cyclorama

TRACK: Tommy Shaw, James “JY" Young, Glen
Burtnik, and Lawrence Gowan — lead vocals
PRODUCER: Tommy Shaw, James "JY" Young,
and Gary Loizzo

ENGINEER: Gary Loizzo
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Producer Pak,” explains
co-producer/engineer
Gary Loizzo. “That was
the actual limiter, mic pre,
and equalizer; everything
is self-contained in one box.
We used the AKG C-12
VR in cardioid pattern and
that went straight to Pro
Tools through an Apogee
Rosetta [converter]. | [also]

+
1

By Lisa Roy

have Focusrite preamps and they feed a Neve
5355 limiter.”

MIC POSITION

“Tommy's studio isn't attached to his home
and he has a courtyard that lies between his
home and the studio,” describes Loizzo. “We
ran a headphone box outside along with the
C-12 VR microphone and put it between the
house and the studio which gave about 10

BEING OUTSIDE,
THERE'S A
NATURAL
RESONANCE THAT
HAPPENS THAT 15
VERY NATURAL
SOUNDING.

feet of space all the way around with no
reflection. Now we did have to stop occasion-
ally if a helicopter or plane flew over. We had
no probiems with ground traffic — only things
in the sky. | put a windscreen clip-on on the
mic stand about two to three inches away
from the microphone and then the vocalist
would just stand next to that on the grass near
a palm tree.”

“When you record vocals in a booth there's a
deadness to that, there's no sparkle to things.
But being outside, there's a natural resonance
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Tommy Shaw coaches John Waite (back to camera) through his vocal performance.

that happens that is very natural
sounding.”

PROCESSING

“In most cases | take out 3,000
cycles. You've got to remember
these guys sing high and they sing
loud, so the 2,000 to 3,000 Hz fre-
quency can be very annoying,’
Loizzo shares. “It helps it come out of
the mix more but if you pull a little bit
of that back, it makes it sound more
up-front. You can make it louder with-
out being harsh. | occasionally added
one or two dB at about 10k (shelving)
and | rolled off everything under
about 100 cycles.

“l was using about 40 dB of gain on
the preamp. The microphone was in
the flat position and the preamp was
set at 100-cycle roll-off. | took out
about 3 dB at maybe 2.5k.”

TRACK NOTES

“For the last song on the record,
‘Genki Desu Ka,’ we invited John
Waite and Jude Cole over that night
to sing,” concludes Tommy Shaw. “It
rained that night so we couldn’t do

16 | MARCH2003 | EQ

JUST BE YOURSELF
AND RELAX . . .
THE MORE
RELAXED YOUR
STUDIO 1S, THE
BETTER YOUR
TRACKS ARE
GOING TO BE.

their vocals outside like we normally
would have, so we brought the mic
back in the studio. The rain sounded
so good we put a stereo mic just out-
side the door under the awning and
we started the song with the sound of
the rain...and the frogs. If it hadn't
rained, it would've been a different
track. Then at the end of that song,
you hear the rain, the frogs, and the

crickets, then you'll hear a little knock
on the door and it's Tenacious D
knocking on my door. They sang har-
mony on ‘Kiss Your Ass Goodbye.’
We try to utilize everything that's
around us.

“Jack [Black] and | are neighbors
and they're [Tenacious D] big Styx
fans. When they came in, it was just
like watching one of their routines for
a solid hour and a half, just one thing
after another. They're great singers
and great guitarists.

“The thing about recording outside,
just watch out for things that make too
much noise. But the thing about mak-
ing records is that it doesn’'t have to
be so formal. When you make a per-
formance that you record, the more
relaxed you are, the more relaxed
your performance is going to be. Just
be yourself and relax and when
you're doing it in a casual environ-
ment like that, you tend to do things
that you wouldn't if you've placed all
this importance on ‘it's got to be right
on this take.” The more relaxed your
studio is, the better your tracks are
going to be." m
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Setting up a
budget studio around a DAW

DAW As Studio Centerpiece

By Tal Herzberg

Back in the pre-DAW days, setting up a
professional grade recording studio was
a huge task that involved many different
technical considerations, power require-
ments, complicated wiring, large space,
and some very expensive pieces of
gear. Nowadays it's possible to set up a
budget-conscious record-making studio
in a much smaller space, with much less
technical hassle, and for a fraction of the
cost, based around a Digital Audio
Workstation. Let's examine some of the
key elements involved in setting up such
facility, establishing a basic checklist.

TRACKING ROOM

The studio space doesn’t have to be
a large room to feel and sound good.
A garage, guesthouse, or even office
space can do the trick. My rule of
thumb is: If you can't invest in profes-
sional acoustic treatment, make the
room as dead sounding as possible,
with no reflections (the reverb box and
plug-ins will work extra hard in the
mix!). Run a cable snake between the
tracking and control rooms (if you have
more than one room) so microphones,
DI's, and headphones feeds can be
easily connected.

CONTROL ROOM

Same concepts apply here as above: A
control room doesn’t have to be large to
feel and sound good. The smaller it is,
the easier it is to soundproof and
acoustically control. Consider using
bass traps (a sofa might do the job),
and diffusers to improve the room’s
response. Also invest in a desk, a few
racks, and some comfortable chairs
(support your back!).

CONSOLE OR DAW CONTROLLER?
In order to efficiently interface with the
DAW and any other piece of gear in
the studio, | recommend using a tactile
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hands-on control surface that provides
controls and signal routing of some of
the main functions and routines we
regularly perform. Those include
channels functions (level, pan, mute,
solo), monitoring functions (switching
between sets of speakers, separate
volume control for each set, mute and
dim, surround monitoring, headphone
distribution and talkback), and source
switching and routing between the

A TRAINED SET OF EARS
OPERATING A SIMPLE BUT
EFFECTIVE SETUP LIKE THE
ONE DESCRIBED ABOVE CAN

DO A LOT OF “DAMAGE”

WHILE KEEPING COSTS

DOWN, AND WITHOUT COM-
PROMISING ON THE QUALITY.

multitrack DAW and other record and
playback devices (CD, DAT, video
deck). These days we can choose
between a traditional mixing console
(analog or digital) or a dedicated DAW
controller, or a combination of both.
Either will most likely host the same
monitoring and switching functions
(depending on models, but even mod-
estly priced products generally provide
all that's needed), but will differ in the
way we interface with the DAW tracks
and the way we mix them down: Using a
DAW controller we control the channels
functions inside the DAW'’s intemal soft-
ware mixer, use plug-ins for signal pro-
cessing, and sum it all “inside the box.”
Using an analog or digital hardware

mixer we need to connect multiple out-
puts from the DAW into multiple inputs
of the mixer, and control it all on the
console, which requires more audio
interfaces and wiring.

Another aspect is automation: A
DAW’s mixer offers automation of
almost every parameter, while most
external mixers will have more limited
automation functions (or none in the
case of many analog mixers). Moving
faders and rotary encoders are nice to
have, and can be found on most DAW
controllers and digital mixers.

Advantages of dedicated mixers
include multiple preamps (to connect
microphones or line level devices),
and multitrack bussing (input routing to
the DAW).

Finally, some users point at the dif-
ference between digital and analog
summing, and may prefer the sound of
one over the other. A great combination
is achieved by using a DAW controller
as a tactile surface, in conjunction with
an analog rack mixer that's receiving
individual DAW audio interface outputs,
summing it all in the analog domain.

PATCH BAY

It can be very convenient to have all
inputs and outputs of every device in
the studio come up on a patch bay.
Interfacing is a breeze if all are prop-
erly labeled. And unless something
breaks, there’s never a need to reach
to the back of the racks. Choose
between TT or 1/4-inch models and
make sure you have enough patch
cords available.

SPEAKERS

I recommend having two different
sized sets of speakers to monitor
through. The most convenient to use
are self-powered speakers, which con-
nect straight to the controller or mixer
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outputs, and don't require separate
power amps. Establish the right polarity
between the speakers and the source
that feeds them, and always check for
phase problems.

MICROPHONES

For most applications, you'll want at
least one high-quality multi-pattern
condenser microphone, and a few
dynamic ones. If you're going to be
working with drums, a dedicated bass
drum mic is also good to have.

PREAMPS, COMPRESSORS AND
EQS
Unless your DAW interface has pre-
amps built in, invest in at least two
high-quality preamps with phantom
power and phase reverse. For certain
things it's also nice to be able to
process sounds before they reach
the DAW, so you may want external
EQs and compressors, but these
aren't a must since we can usually
use plug-ins instead.

For many applications, the most
convenient solutions are all-in-one

channel strips, which combine some
combination of a preamp, compressor,
and EQ in one chassis. Many models
are available, from a variety of pro
audio manufacturers.

POWER DISTRIBUTION AND CONDI-
TIONING

Consider connecting all your gear to a
central power distribution module
instead of straight into the wall socket.
Various models are available and offer
features such as power conditioning,
surge protection, emergency shut-off,
battery power backup, improved
grounding, etc. A good one can improve
the signal-to-noise ratio of your setup,
and protect it from unexpected AC
power problems.

OTHER GADGETS

You'll want to have DI boxes available
(for guitars and line sources); a MiDI
interface to connect MIDI gear to the
DAW; headphone junction boxes; a sig-
nal splitter often comes in handy, as well
as assorted plugs, adapters, cables, and
ground lifters.

The microphone preamplifiers have been the
choice of demanding audio professionals around the world since 1995
With hundreds of units in service and countless awards earned, the
model 801 and 201 continue to represent the absolute state of the art
in high-fidelity microphone preamplification

While both units boast some of the best technical specifications in the
industry, the real achievement is that they are, perhaps, the most

musical and natural sounding microphone preamps available. The 801

and 201 have the ability to effortlessly resolve low-level ambient
information and reveal the essence of the source being recorded

SUPPLIES

Maintain a stash of blank CDs, DAT
and backup tapes (if you still use
them), fuses, writing pads, music nota-
tion paper, pencils, pens, markers,
screwdrivers, flashlight and batteries,
tax forms for sessions musicians, etc.

YOU CAN DOIT

Many chart-topping songs and albums
in the past few years have been tracked
and mixed on budget DAW-based
setups. Aside from the convenience
factor, there’s often no longer an obvi-
ous advantage in going to an expensive
large-format studio to work on a record.
A trained set of ears operating a simple
but effective setup like the one described
above can do a lot of “damage” while
keeping costs down, and without
compromising on the quality.

Director of Music Recording and
Scoring, Skywalker Sound

for more information about grace design high-fidelity microphone preamplifiers, vist VMW WW. GRACEDESIGN.COM
Boulder, CO USA tel 303.443.7454 fax 303.444.4634
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DAW

How to use a small mixer as the front

end for your DAW

By €than Winer

Many people have a small mixer and
want to record basic tracks to their
DAW, add overdubs, and simultane-
ously monitor the output of their
DAW. Let's take a look at the best
way to connect the various compo-
nents through a small mixer for these
purposes. I'll use the Mackie 1402 VLZ
for these examples, but the concepts
apply to any mixer that offers an insert
point for each input channel.

INPUTS AND OUTPUTS

Most small mixers contain two inde-
pendent sections: an input section
and a mixer section. The input sec-
tion contains the input connectors
and the preamps, which raise the
weak input signals to line level. The
mixer section combines all of the
preamplified inputs into one stereo
signal that you can play through
loudspeakers or headphones. You'll

interface, you can record

only one stereo source or
two mono sources at a
time. (Of course, you can
record any number of
additional tracks later as
overdubs.) If you have a
muiti-channel interface,
you can record as many
separate tracks as the
sound card has inputs.

wmmmumnmnumu
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However, you should play
all tracks through one

Fig. 2. The 1402's Back Panel Insert Points

stereo output, even if your
interface has several outputs. This
way the mix is controlled entirely by
the settings in your DAW program,
independent of the knobs on the
hardware mixer.

Figure 1 shows the input section of
a Mackie 1402 VLZ mixer. You can
connect either XLR microphone or
1/4-inch instrument cables, which go
through the 1402’s pre-
amps and then to the mixer
section that combines the
inputs. The channel insert
portion of the 1402 back
panel is shown in Figure 2,
and this is where you’ll
connect each preamp output
to an input of your sound
card. The original purpose of
an insert point was to insert

Fig. 1. The 1402’s Front Panel Input Section

a hardware effect box, such
as a compressor, into the

record each sound source through
the preamps to a separate input of
your DAW, but you also need to
monitor all the channels mixed
together to hear yourself as you play
or sing, and to hear the tracks
already recorded.

The first step is to route each
microphone or instrument to a sepa-
rate input on the sound card or DAW
interface. If you have only one stereo
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recording chain. But with a
DAW, you can do that with plug-ins
later. For our purposes, the insert
point will serve as a splitter to send the
preamplified input to the DAW interface
while also sending it to the rest of the
mixer for monitoring. When an output is
taken from the insert point, it's called a
direct out because the signal is taken
directly from the output of the preamp,
before passing through the mixer's
volume and tone control circuits.

With nothing plugged into an insert
jack, the output of the preamp goes
through the channel volume, pan, and
EQ controls on the front panel and is
combined in the mixer section with the
other preamp outputs. But when you
insert a 1/4-inch plug only partway
into the jack, the output of the preamp
is sent to the inserted plug and also
goes to the rest of the mixer. This is
the key to recording each source to a
separate track. Since the preamp out-
put still goes to the mixer section, you
can control how loudly you hear the
source through your speakers with
that channel’s volume slider. And since
each preamp output goes directly to
the sound card, it's the only thing
recorded on that track. If you were to
record from the mixer's main output,
the new recording would include all
the tracks already recorded as well as
inputs intended for other tracks.

Figure 3 shows how each chan-
nel’s insert point output goes to one
input of the sound card. The sound
card’s main stereo output then goes to
one of the mixer's stereo inputs so you
can hear your recording program’s
playback. This way you can control the
volume you hear for each track being
recorded with its input channel volume
slider, and control the playback vol-
ume of tracks already recorded with
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the stereo channel's slider. In this
example, mixer channels 1 through 6
control how loudly you hear each
source being recorded, and stereo
input pair 13-14 controls how loudly
you hear the tracks already recorded.

SETTING RECORD LeVELS

Each of the six input channels has two
level controls: the preamp gain knob
(also called “trim”) and the channel
volume slider. Both affect the volume
you hear through the loudspeakers,
but only the preamp gain changes the
recording level sent to your sound card.
Therefore, when recording, you must
first use the preamp gain control to set
a suitable recording level, then adjust

Many DAW programs let you monitor
with reverb and other software effects
while recording, but this can cause
problems. One is the inherent delay
through the program and plug-ins,
especially with slower computers.
Another problem is that the effects tax
the computer more than recording
alone. If your computer can just barely
record eight tracks at once and you
monitor with effects while recording,
you may end up with gaps in the
recorded audio or the program might
stop suddenly. Fortunately, most small
mixers, like the 1402, have aux busses
where you can patch in a hardware
reverb. Any reverb you apply on an
aux buss affects only the monitoring

path and isn’t recorded.

4

Therefore, you can hear

Sound Card yourself sing in a huge
inputs auditorium, and defer
the amount of reverb

Computer| unti you make the final
mix. Better, since reverb

Sound Card on an aux buss isn't
&mp"g; recorded, an inexpen-

Insert Point
Outputs

sive unit is adequate.
Likewise, | recom-
mend recording without
EQ or compression.
With analog tape, hiss
was always a problem;
in the oid days it was
common to add treble
boost or compression
while recording if you
knew those would be
needed later. But mod-
ern digital recording has
a very low noise level

so recording with pro-

Fig. 3. Connecting it all together — be sure to push the plugs only

partway into the insert point jacks.

cessing isn’'t generally
needed. More important,
itts a lot easier to

the channel slider for a comfortable
volume through the loudspeakers or
headphones. Since the channel volume
slider and equalizer aren't in the path
from preamp to sound card, you can
freely change them without affecting
the recording.

MONITORING WITH
EFFECTS

I's nice to hear a little reverb when
recording yourself singing or playing.
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experiment or change
your mind later if the tracks are recorded
with no processing. To me, one of the
greatest features of DAW recording is
the ability to defer balance and tone
decisions until mixdown. The only
exception is when an effect is integral
to the sound, such as a phaser or echo
on an electric guitar.

OTHER DAW ISSUES AND
ADVICe

Earlier | stated that you should push

|
|

the 1/4-inch plug only partway into the
insert jack so the preamp’s output will
go to the sound card and also to the
rest of the mixer. Unfortunately, these
jacks are sometimes too loose to
make a reliable connection when the
plug isn’t fully seated or they become
worn. One solution is a Radio Shack’s
adapter, part number 274-1520. This
inexpensive gadget can be inserted
fully into the mixer’s insert jack, yet it
retains the connection needed from
the preamp to the rest of the mixer.
You aren't likely to find this adapter in
a Radio Shack store, but you can
order it at www.radioshack.com.

In Figure 3 the sound card’s main
stereo output comes into the mixer
on stereo channel 13-14. This pro-
vides a separate volume control for
the DAW’s output, which can be
adjusted independently from the vol-
ume of the inputs being recorded.
But you may be using all of the
mixer’'s stereo inputs for other
sources such as a CD player, cas-
sette deck, etc. Or maybe you have a
smaller mixer that has fewer inputs.
In that case you can connect the
sound card’s stereo output to the
mixer's aux return, if available, or
even to a tape input.

Often when you connect an audio
device like a mixer to a computer
using analog cables a ground loop
is created which causes hum.
Sometimes you can avoid this by
plugging both the mixer and computer
into the same AC power outlet or
power strip. If that doesn’t solve the
problem, a good solution is to place
audio isolation transformers in series
with every connection between the
two devices. High quality audio trans-
formers can be expensive, but I've
had good results with the Ebtech Hum
Eliminator. This device is available in
both two- and eight-channel versions,
and at less than $30 per channel is
reasonably priced.

€than Winer has, at various times

earned a living as a studio musician
computer programmer, audio engineer
composer/arranger, technical writer
and college instructor. He now heads up
bass

ReaiTraps, a manufacturer o

traps and acoustic treatment
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LL Cool J takes the stage for a tour and

op Vocal Overioad

the AFC championship.

By Herman Leijte and Steve Johnson

LL Cool J has been warming up for a
tour this spring and summer in support
of his new CD 710. A recent highlight
was his half-time appearance at the
NFL's AFC Championship game at the
Qakiand Coliseum. Engineers Herman
Leijte (front-of-house) and Steve
Johnson (monitors) explain what's hap-
pening on stage, and give us a look at
operations off-stage at the AFC game.

GET COOL

LL uses a wireless mic, and wherever
possible we spec an Audix OMS5 capsule
with a Sony wireless system. We like the
OMS5 because LL can cup the mic and it
doesn't turn into “AT&T” — we don't
have the typical problems with 1.6 kHz,
1.25 kHz, and 1 kHz when a singer
cups the mic in their hands. Even
when LL cups the OMS5 it remains
monitor-friendly. Plus it can handle
high SPL'’s so it really works great for
hip-hop. We usually have two backup
wireless mics just in case.

In monitor-land Steve runs the output
of the wireless receiver into an Avaion
VT-737 preamp/compressor as LL's
“channel.” The output of the 737 is split
to monitor and FOH consoles. Since the
signal from the 737 is hot and LL is a
very strong vocalist, he’s quite capable
of overloading an input at the house
console, so we use some compression
on the 737. Herman also inserts a
compressor on LL's channel in the
FOH desk just for safety.

Unlike most shows, Steve handles
the majority of LL’s vocal effects from the
stage. Outputs from the effect units are
connected to the monitor console (feed-
ing LL's monitor mix) as well as a pair of
channels at front-of-house. The effect
faders at the house console are basical-
ly left open, and Steve uses aux sends
on the monitor console to add reverb or
delay when necessary. Reverb typically
comes from a Yamaha SPX990 or
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SPX900, set to the factory “Crystal
Reverb” setting. Delay times are usually
in the area of 230 to 250 milliseconds
with 14 to 15% feedback. If Steve has a
stereo rig then he'll run [for example] 250
ms on the left and 255 ms on the right for
a little extra size. The delay is often used
to accent LL's crowd participation, and to
make his voice sound really big when he
asks for the audience to respond to his
call. Out front Herman adds a bit of 'verb

to LL's voice from a 990 or a Lexicon
PCM unit.

INSTANT REPLAY
On stage, LL's DJ, Cut Creator, is his

right-hand man. He spins, scratches,
and also MC’s with LL. Cut Creator uses
a pair of Technics SP1200 tumtables
with a DJ mixer, and sends a stereo out-
put to a split for monitor and house. Cut
Creator is also responsibie for running



the backing tracks via a 360 Systems
Instant Replay. The Instant Replay was
developed for radio, TV, and A/V appli-
cations and is a hard disk recorder
capable of 24 hours of stereo 16-bit/44.1
kHz audio. Like the name says, Instant
Replay lets you assign audio “cuts” to
buttons on the front panel, and start
playback of any cut just by hitting the
button (there are 50 “hot” buttons).
The entire show is loaded into the
Instant Replay. Cut Creator went back
through LL's ten albums and basically
re-recorded the original tracks minus
LL’s vocal. We have the entire show as
a cut on the Instant Replay (with song
spacing worked out before hand), but
Cut Creator also has access to individual
songs. If LL wants to stop or start a cut,
or call out a song different from the set,
it's ready instantly.

Cut Creator also has two DAT
machines running simultaneously for
backup. If there's a glitch in the Instant
Replay we mute those channels and
unmute DAT #1. If DAT #1 goes
down, we mute that and unmute DAT
#2. The DAT machines are wild-sync'd
so we're always close to where we

are supposed to be in the show.

The songs span LL's career, so the
tracks differ sonically from year to
year, and there's no luxury of bringing
up a particular instrument. As a result
Herman tweaks EQ on the two Instant
Replay channels for every song,
bumping up various frequencies on-the-
fly to emphasize handclaps, background
vocals, or a snare drum to keep up with
the low end. It may look restricting but
it's a challenge and offers a new per-
spective on what can be accomplished
using EQ. To ensure that the low end
doesn’t get out of control, 80 Hz down to
40 Hz has to be tweaked on the house
graphic, depending on the room.

CONFERENCE CALL
One of the big challenges at the AFC

Championship Game was that we
were both mixing on the same console
(just like the old days in the clubs). We
had a Yamaha PMB3000 under the
bleachers at the end zone opposite the
stage, with [prefader] auxes feeding
monitors, and the main L/R bus feeding
the Oakland Coliseum’s installed
Turbosound cabinets and the TV

broadcast. Herman mixed on a pair of
stereo wedges, and watched video
from the camera crew to see what was
happening on stage. Complicating mat-
ters was the fact that LL was joined by
Amerie, who sang backing vocals on
LL's single “Paradise” and remained on
stage throughout LL's set.

BOUNCY, BOUNCYBONCY,

One of the big problems in such a large
venue is sound bouncing off the oppo-
site end of the venue and retuming to the
stage. I's a massive delay and can
really disturb the performers. To com-
pensate Steve had to make sure that the
on-stage monitor level was hot enough
to overcome the level of the delayed
sound (which he did). Fortunately the
performers stayed within the perimeter
of the stage and weren't conscious of the
delay. It's crazy but that's the acoustic
environment and you can’t do anything
about it. What you can do is use the tools
at hand and apply them to the job.

Herman Leijte may be reached online at
Koalabum@earthlink.net. Steve Johnson
may be reached at SteJohnS@aol.com.

Cool. Whatis it?

PowerMate

USB Multimedia Controller & Input Device

s

PowerMate is the coolest volume knob your Mac or PC has

ever seen and so much more. Use it to edit desktop movies, scroll
through long documents and web pages. Best of all, PowerMate
is an assignable controller. Program it to do anything you want
in any application. PowerMate - take it for a spin.

Also from Griffin Technology

USB Hub™Audio

4-Port Hub for USB Music Gear

The Griffin 4-Port USB Audio Hub is
the first USB hub designed specifically
for digital audio recording and music
data. If you make music and use USB,
you need this hub.

-
imic &

USB Stereo Audio Interface

Portable inexpensive iMic adds
stereo audio input/autput to any
USB based computer. It warks with
most recording apps and accepts
two channels of mic or line input.

Now there are two easy ways to purchase Griffin Technology products directly.
Order by phone at 615-399-7000 or order online at www.griffintechnology.com/store.

GR"FFlN TECHNOLOGY

For more info please visit www.griffintechnology.com




PRISM SOUND ADA-8 FOR DIGIDESIGN™ PRO-TOOLS|HD™

e ADA-8 is now available with
Pro-Tools | HD™ interface

THe Prism SounD ADA-8 IS THE KEY T S ——
ADA-8 unit r Digidesign™

THAT WILL UNLOCK THE TRUE SONIC o o g Ll

POTENTIAL OF YOUR WORKSTATION. bigsess) ¥ il

e Analogue and digital ports ca
be fitted for all channels

e (ombinations of Digidesign”
/0 units and Prism Sound ADA-
units can be configured

e A Prism Sound ADA-8 inferfar
card is also available for it
Digidesign™ Pro-Tools124 Mix’
fomily

CALL NOW TO ARRANG
YOUR DEMO

= |J .,
o ! Jopme| |27
| -uoass ‘”‘

PR MEDIA PRODUCTS LIMITED PRISM MEDIA PRODUCTS INC.
William Jomes House 21 Pine Street

Cowley Road Rockaway

Cambridge (B4 OWX NJ 078566

UK USA

Tel: +44 1223 424 988 Tel : (973) 983 9577

\\.
\

NN

. 7
Fax : + 44 1223 425 023 Fax : (973) 983 9588 %’,
/

Web: http://www.prismsound.com  Web: http:/ /www.prismsound.com /M
Email: sales@prismsound.com z/

NOTE: Digidesign do not endarse or support the Prism Sound ADA-8 unit. Not all Pro-Tools™ controls or configurations are supported by the Prism Sound ADA-8. Prism Sound reserve the right to amend their own product specifications without nc

Digidesign, Pro-Tools, Pro-Tools IHD, HD Core, HD Process and Pro-Tools | 24 Mix are trademarks of Digidesign-o-divisionsof Avid-Technology Inc.



Art K¢
our n
right
SVT's
woulg
had t
W
wholf
we bl
the ti
dio t
ceili
were
to the
and 1
kinet
of ow
]
|
Slash
Slash
lhe 5
Upto¥
the o
Neve
Wher
was !
recor
At the
1
the {

The Cave =

E'PLlling up the gated driveway in the
Beverly Hills hood dimly lit by blue lights,
muted pulsating rock beats can be
heard. The front door swings open and a
guy with long dark hair and a gentle smile
invites us into the sanctuary once owned

Photo by Ed Culver

A

ly Bob Thornton's musical retreat

Engineer Jim Mitchell, Billy Bob Thornton and Styx’ Tommy Shaw in The Cave.

by Guns n’ Roses guitar slinger, Slash.
We enter the living room. There sits the
Werewolf of London himself, Warren
Zevon who is taking a break from the
sessions downstairs, munching on a
burger and fries. He smiles hello and

gets back to his fuel for the evening. In
walks the master of the house, Billy Bob
Thornton looking more like a member
of Creed than an Oscar-winning direc-
tor. “Come on downstairs to The Cave,
| want to play you some music and

EQ | MARCH2003 | 29



Studios ofthe Stanns

world. | wrote nine songs in three days
on my 1972 Gibson Dove and “The
Edge of The World” was one of them. |
called Johnny [Cash] one day and told
him, “I just wrote nine songs in three
days. | think it's going to be the best
stuff on the record, too. I've just got this
feeling.” He said, “Oh you had a bad
day, didn’t you son?” In other words, it's
like things are sh*t in your life, you know
damn well you're going to get some
good songs out of it.

How important is the gear to you?

Technically the thing that was real
important to me was making sure the
vocals were clear...so you can hear the
story. We used mainly vintage equip-
ment expect for the RADAR, which still
gives me that analog sound. I'm a huge
fan of vintage gear. | love the sound of
the Neve 1073's and the dbx 160's,
which we use on almost every bass
track. Also | want the record to sound just
like when Jim recorded it here. It's like
the old hiilbilly philosophy, like in blue-
grass music, the guys will step back
from the microphone until it's their turn to

Patch panels located throughout The Cave
allow a variety of signals — mic, line, instru-
ment, video, and even speaker level — to be
routed anywhere else.

sing, and then they'll step up to it. If
you're going to put something in there,
we want to hear it. If there were a techni-
cal philosophy to what we do, I'd say
that's it. Check out Joe Walsh'’s first solo
record. If you want to hear how a record’s
supposed to sound, listen to that.
Basically, I'd say the main thing is to
not let technology get in the way — but
to use technology to it's fullest for what
it's good for, and mix it with the spirit. It's
not just one thing. If records were just

technical then you wouldn't even need
the artist. You can go in and create them
yourselves. You want to use the technol-
ogy to reach the fullest potential of the
particular artist you're working with. And
Jim knows how to do that with me.

What do you think about the use of
Pro Tools?

| would imagine that everybody in the
world uses Pro Tools on records these
days. In the studio we resort to Pro Tools
mostly for moving things around, editing
and stuff like that. What's scary about it
is people are using it live now. | have to
say when our band performs live, if we
screw up on stage, the audience hears
it. We go out there as naked as you can
be — no Pro Tools.

You have been acknowledged as a
director/actor, and you’re also a com-
poser/musician/producer, whether
performing your own material or
working with others. What do you
consider yourself first and foremost?

When | was a teenager my band
opened up for the Earl Scruggs Review at
an outdoor festival in Arkansas. It was our
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band along with Ear! Scruggs and Richie
Havens, it was great. Then we did anoth-
er festival with MC5 and Ted Nugent, |
loved it. I've even been a roadie!

The thing is, it doesn't always work
for actors who are just actors. There are

Plug-in effects automation
ASI0 driver support

5.1 surround mixing

MIDI piano roll editing
MIDI event list editing

MIDI step recording
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some actors who are horrible and they
don't pretend to be musicians. There are
some musicians who aren’t very good,
or who have nothing to say. Frankly, |
don't care if somebody can hold a high
note for five minutes, if there’s nothing

VSTi support

Alternate time signatures

-3

Master, Aux, and FX bus tracks

Yamaha OPT support
. Loop Cloning
y |
And much more!
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The Cave combines vintage gear such as a
modified Trident console and Neve preamps
with modern technology such as iZ Technology
RADAR and Avalon preamps and processors.

behind it, | don't care about it. | don't
think that your category dictates how
good you are. Ii's llke this person’s an
actor so he can’'t be a good musician. It
has nothing to do with it. There are no
lines. Levon Helms is a great actor. He
also happens to be a great musician. |
worked with Sean Combs on Monster’s
Ball and he did a great job. While
shooting, he came to me and said, “I'm
in your world now. Any advice you've got
for me, tell me.” | just said, “Look, when
| go on tour, | may be calling you.” He's
an actor now, | don't call him a musi-
cian. The thing is actors and musicians
are more in the mainstream, which
may be why they're put under the
microscope. If a painter decides to do
sculptures nobody says anything. | just
feel fortunate to even know those people
and to be able to record and go out on
tour while 'm busy on films.
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CD rippy/burning, streaming media croatlon and suppoit for popular audio
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Share you surround mixes on DVD! Our new 5.1 Surround
Plug-In Pack™ for ACID lets you encode your ACID surround
mixes to Dolby Dlgital AC-3 formats (stereo and 5.1
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download Is available only from Sonic Foundry!

® X

“works with ves. 4.00 or Later



RODUCING ANTARES

Give your digital tracks a heavenly warmth.

O

antares tube

+11 6

\

. ]

Or something a whole lot hotter.

to burnish your tracks to an angelic warmth or heat things up with some rich,
devilish distortion, Antares’s new Tube plug-in gives you the tools to create a wide range of modeled

analog tube effects.

Based on technology from our multi-award-winning Microphone Modeler plug-in, Tube is incredibly easy to
use and so DSP efficient that even a modest native system will support dozens of track’s worth. And with
an estimated street price of only $99.00, you won't have to sell your soul to afford it.

CHOOSE our heavenly blué tube
to add the warmth of a classic tube
preamp to vocals, acoustic guitar,
horns, strings, synth pads, in fact
pretty much anything. The Drive
control lets you select the degree
of dynamic saturation. Or engage
OmniTube to add subtle body to
the entire signal.

im

ANTARES

GIVE IN to the temptation of our
\ ’ fiery orange tube and ignite your
tracks with the deep, warm distortion
N of an overdriven tube amplifier. Use it
in moderation to impart a subtle (or
* d not-so-subtle) effect to almost any
o track. Or crank it up on electric guitar,
bass, synths, even voice.

for RTAS (Mac and
PC), VST (Mac and PC), MAS, and DirectX. Check it out
at your local Antares dealer or drop by our website to
download a fully functional demo. Then prepare to
make that age-old choice:

Good? Or even Better? ®
WHERE THE FUTURE’S
STILL WHAT IT USED TO BE

ANTARES AUDIO TECHNOLOGIES 231 Technology Circle, Scotts Voliey, CA 95066 USA 3 4

voice: 831 461 7800 | info@antarestech.com | www.antarestech.com
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I POH LLIOPkS StUd IOS Kiefer Sutherland

and Jude Cole launch a major personal recording space

@ne is a respected producer/song-

writer/artist/manager...the other is an
immensely sought after film and televi-
sion actor. Together they form a power-
house team. Jude Cole and Kiefer
Sutherland have created impressive
bodies of work separately; Cole’s five
solo hit albums, his recent production
and writing of the duet single for Lindsay
Pagano with Paul McCartney, and man-
aging the multi-platinum act Lifehouse
are but a few of his accomplishments.
Sutherland’s lengthy list of cinema
credits as well as his current run-away
hit drama 24 (for which he has just
received a SAG Award nomination as
Best Actor in a drama series) only tells
part of his success story.
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Kiefer Sutheriand and Jude Cole at the SSL console.

It is with [ronworks Studios that this
duo added “studio owner” to their list of
credits. “l think it probably started six
years ago when we built a much smaller
home studio for Jude and made a record
tited Falling Home, a favorite of mine,”
remembers Sutherland on why they
decided to build a full production facility.
“Then we realized if we ultimately
wanted to break bands the greatest
way to do that would be to bypass a
major label and make the record that
we want and shop an entire product
around. lronworks is a place that we
can do that in.”

Upon entering the 15,000 square
foot building, you sense that a lot of
thought was put into not only the

gear, but also the aesthetics, which
were obviously designed for making
records without clock watching. “This
building was exactly what | had wanted
on the inside. There was a lot of
exposed brick and the wood trestle
ceiling was something that was very
hard to find in Los Angeles, so | fellin
love with the building,” admits
Sutherland. “The studio part is 4,700
square feet and the back end of the
building is more of a living area with
a gym and kitchen. If the guys are
working late they can just crash in
the back area...you don’t want to
have to leave because if something’s
working you want to be able to stay
as long as possible.”



EQ: Acoustically and aesthetically
this is a unigue and attractive layout.
Who designed the studio?

KIEFER SUTHERLAND: Jeff
Cooper designed the studio and he did
a fantastlc Job. Everyone that has
recorded here so far has juslt been
amazed with the variety of sounds. In
the main studio that leads out into a
corridor, there’s a natural reverb that
has countless variations depending on
how you leave the door ajar. With a
building this size that really is facilitating
one studio, we've been able to take
advantage and really have our inputs
and outputs all through the entire
building. So we have a lot of options.

Jude’s been doing this for almost 20
years now. He was fantastic in the sense
that every studio, | guess if you work in it
long enough, you develop a complaint
about it. So we were allowed to bypass
a lot of problems just by virtue of his
experience. Jeff Cooper did a beautiful
design with regard to this studio.

In keeping with the history of the
building (formerly an ironworks) |
noticed a lot of ornate iron fittings,
something that isn’t the norm in most
studios. How does that affect the
acoustics in the tracking room?

JUDE COLE: You're right, there’s
iron everywhere the eye can see. Butthe
iron has been hollowed out and filled
with a substance that takes away any z
effect. In fact, it even adds a very subtle
high end but there’s no reflection at all.
We were curious at first about its effect
and now it's really grown into its name
[Ironworks]. Not to mention any pictures
taken in this room will be instantly recog-
nizable...it's very signature.

You didn’t cut any corners when it
came to equipment. How did you
select the gear?

COLE: Mark Somguinari and myself
selected most of the equipment. We
talked about it, excluding the extensive
guitar and amp collection Kiefer has,
which is an exquisite collection that he
takes pride in and for good reason.
When you see all those guitars together
it's a piece of work.

Mark and | pretty much went through
the wish list and then reviewed the reali-
ties of the budget, which came into play.
We put money where we felt it was going
to be able to shine the best. We put a lot

The racks at Ironworks are stocked with new, vintage, and vintage re-issue gear. Among the highlights
are a Lexicon 960L, Empirical Labs Distressor and Fatso Jr, and Universal Audio LA-2A and 1176LN. Mic
preamps include Brent Avrill’s Neve 1073 clones’s and Chandler Ltd. TG2 EMI Abbey Road reissue and
LTD-1 Neve clone. According to Jude Cole, “We've run the gamut of pre’s, and nothing touches the
Chandlers. We're running everything through them and they never disappoint Big and open.”

of money into compressors and we're
just building a microphone collection.
The console was very important and |
knew | wanted an SSL. We found one
that was previously owned by Larrabee,
an SSL 4000 G+. It's got a nice round
EQ system and it really suits our needs.

Studio Stats

Why did you go with the RADAR
system?

COLE: | was really skeptical about
RADAR at first. In fact, | second-
guessed it so many times that | almost
got two 24-track analog machines. In
designing the room it was crucial that |
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didn't want to use this room with my
eyes. | spent the last two years making
Pro Tools records. | really felt like | was
beginning to disassemble some good
work. Like you go in and cut a track and
it would be good and feel really fresh
and then you get in with Pro Tools and
you start using your eyes. It's really
using the wrong sense to create. | think,
music is supposed to move people with
their ears.

Pro Tools has its place but | wanted
to do that in another room, | didn’t want
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that to be a part of the main room. So |
was really skeptical about using
RADAR. The first couple things | cut in
this room were on tape and it sounded
wonderful. Then it was time to transfer
the 48 tracks to RADAR. . . now | doubt
very much that | will go back to the
tape. It's wonderful. | can't say enough
about it.

Tell us about the Pro Tools room
at lronworks.

COLE: Our Pro Tools room has a
window directly on the main tracking

Full Sail's SSL 9000j is one of
over 60 studios, production
suites and computer labs
located on campus.

Looking for a careerin RECORDLING ENGINEERING,
MUS!IC PRODUCTI!ION or LIVE SQUND?

If so, then Full Sail is the place for you.

Visit us online or pickup the phone and give us a call today!

Financlal Ald available to those who qualify « Job placement assistance » Accredited college, ACCSCT
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Processors at Ironworks include a Lexicon
PCM90, Yamaha REV7 and SPX90!1, TC
Electronic D-Two, and a Line 6 Echo Pro.

Dynamics processors in regular use at
Ironworks include a Universal Audio LA-2A
and 1176LN, a Chandler Ltd. TG1, and a
Drawmer DS201.

room. It's really a nice feature that |
naven't seen in a lot of other rooms. We
can track in the Pro Tools room while
we're mixing a session in the main room.
So while it's a relatively small studio, it
really uses every square inch to it's
fullest potential.

How did you come to amass such
a collection of vintage guitars?

SUTHERLAND: The guitar collec-
tion started when Jude and 1 first met.
He's one of the most beautiful guitar
players in the world and there were just
some guitars that he should have been
playing and he couldn’t afford. So |
would buy a couple guitars and then |
would lend them to him. The collection
started like that and Jude started to do
really well and | said, “| want my guitars
back” and that's when | realized we had
kind of a collection going and have just
been adding onto it over the years.
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All the Les Paul's are really amazing.
The '58 and '56 Les Paul Special, '54
Les Paul Jr., '55 Les Paul Jr., those are
fantastic guitars. 've got a '59 Strat, a
'66 Strat that plays beautifully. A lot of
people like to come in, friends of mine
from different bands; they'll borrow it for
a session. It's really difficult to say which
ones are my favorites, the collection is
so extensive — I've got a '51 ES225,
which is a rare Gibson hollowbody, that
1 like as well.

What are the pros and cons of

being in a studio partnership so far?

SUTHERLAND: | don't really have
any cons because the people that are
working here are people that | really like
as well as the music that they’re making.
Our whole vantage point is to make
records and have those records sell —
that will ultimately be the business end of
the studio.

As for the partnership with Jude —
Jude’s like a brother to me. We've been
best friends since | was a teenager and
we just knew we were going to kind of
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Although Kiefer Sutherland and Jude Cole own a
massive selection of vintage guitar amplifers, a
Line 6 Pod Pro is available as a convenient guitar
processor (and for processing other signals).

The Ironworks’ main tracking room is quite
spacious, and features unusual decorative iron
accents. All the iron has been specially treated
to reduce resonances and reflections.

live our lives together. For me to watch a
talent like that and want to do everything
you can to kind of — | don't know —
partner up with him and make sure that
they've got every opportunity available to
be able to express what they do.

COLE: We've just been kind of
brothers for the last 17 years. We've
always had a great time. It's always
been about great music as well.
Kiefer's been an incredible supportive
friend in my life and obviously there are
a lot of musicians that he loves and
would love to have the ability to help
along the way. | think he just loves the
whole environment and he’s also a
pretty damn good guitar player.

As for the studio, the nice part is
not having the constraint of a budget
when developing an artist. 's the
nicest luxury I've ever had. I'm humbled
by it because it took a lot of faith on
Kiefer's part to get it going and put it
together. This is a product of something
that's come from a conversation that's
lasted for the last 15 years.




Only the Best
Will Do.

Introducing the Kurzweil KSP8 — an 8-bus
MDSP (Multi-Bus Digital Signal Processor)
that redefines the standards for quality and
power in the digital studio. In fact, the KSP8
redefines a whole lot of things — including
who can afford to own the very best in audio
processing.

Inside its satin-silver skin each KSP8 packs
a topend 8-bus digital mixer, awesome stereo
reverbs and surround processing, a huge
range of other outstanding effects, and a
complete set of synth-style sound modulators
— all put to work by powerful patching, auto-
mation, and control functions. You get the
idea: Instant worldclass Studio-In-a-Box.

Start with patented analog 1/O circuitry
so good you'll be able to sell that high-end
outboard A/D (or skip getting one entirely).
Every input features 2 EQQ stages, each with
your choice of top quality EQ’s, plus FX
sends and stereo or multi-channel panning.
All inputs and outputs, in hardware and soft-
ware, have fast, flexible patching to handle
your needs from instant to instant.

Add breakthrough reverb and ambience
processors that make the most expensive

dedicated reverb units and plugins sound

second-best. Create luxurious reverb tails and

awesome hall environments and then move

your subjective listening position anywhere

in the soundscape without the dropouts,

glitches, or hyperaccelerated leaps of lesser

units. (Try it just once, and you'll be a convert.)
Then sweeten the deal with:

@ Hundreds of nocompromise processing
and effects algorithms that can be chained
in thousands of ways.

@ 636 effects/processing presets in ROM,
with an upcoming library of thousands
more from some of the top engineers and
creators in the industry.

@ Mind-boggling levels of programmability.

@ So much DSP power that all 8 mix busses
can be running simultaneous independent
processor setups with overhead to spare.
Run a digital workstation? Buying a KSP8

is like getting 200+ of the very best plug-ins

— only bettersounding — with a couple of out-

board rendering engines thrown in for free.
Do live sound? Buying a KSP8 gives you the

power of entire racks of the best outboard
gear, all of it instantly reconfigurable per set,

per performer, per song, even per beat!

Do remix? Buying a KSP8 expands your
arsenal of power tools with a full range of
synthesizer-like manipulation sources and
algorithms capable of creating totally new
sonic signatures.

Oh yeah, it’s affordable. Even with all the
amazing stuff we’ve packed into it, the KSP8’s
suggested retail price is less than $3,000.
Expand your system by adding an RSP8
remote (with direct rotary control of 8 param-
eters in each virtual processor plus joystick
panning), then add your choice of optional
mLAN, AES/EBU, ADAT, TDIF or analog
I/O — and you've still barely crossed $4,000
list. Not bad for sound and power you could
easily spend $40,000 trying to match!

Trying to describe the KSP8 in an ad is
like trying to hold the ocean in a thimble.
But why take our word for that, when you,
can find out so easily for yourself? Call 800-
930-KSP8 or send an email to best@ksp8.com
for info on how to get your hands on a KSP8
today. After all, it’s your sound, your project,
your gig, and your money. Get the best.
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“..I set up a Studio with one stereo and three mono inputs feeding four stereo effects buses. 1 configured a stereo Chain for the sax on
effects buses 1 and 2 and placed a warm plate reverb on buses 3 and 4 for the vocal. Next I submixed all the bass and drum tracks to stereo and
inserted a mastering effects Chain across buses 7 and 8 to pump up the low end and tame the dynamics. Last, I set up a basic club ambience

for the entire mix.

“The fact that [ was able to process an éntire mix of this complexity through a single device is amazing. Better still, it sounded great! If [ could
only have one piece of gear in my rack, this would be it.”

—Mark Nelson, Electronic Musician Feb. 2003

KURZWEIL
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The Bacon Brothgng_ Making musi

heck out their music on their web
site...they've got a good site,” recom-
mended The Bacon Brothers manager
William Derella. He was right; with just
one click | was downloading “Can't
Complain.” After several listens it
became apparent that this duo is
deeply serious about the music they
make and how it's recorded. The
work has impressed critics, garnering
such reviews as “a solid Americana
album,” “natural musical performances,”
“extremely well written,” and, “there’s
no denying The Bacon Brothers have
put together a nice album here.”

So exactly how did those Bacon boys
put this record together? “We started the
recordings in my mid-town Manhattan
studio and we recorded to DA-88's. We
then transferred those basic tracks to
Pro Tools and moved the project to Paul
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Guzzone'’s home studio, who is our
co-producer and bass player,” explains
the musical statesman Michael Bacon.
“At one point we took the Pro Tools
tracks to a larger facility and recorded 20
strings and overdubbed guitars and
drums. It was really kind of all over the
place in terms of the techniques and kind
of equipment we used.”

Just like their music, neither brother is
shy of experimenting with technology in
the studio, as the multi-talented other
half of the Bacon Brothers explains.
“We're thinking maybe we need to go
the other direction technically, and we're
talking about trying to record something
in a more down and dirty live sort of way,
and not use Pro Tools really, keeping it
as analog as possible,” describes Kevin.

EQ caught up with the brothers to
discuss the studio in Manhattan, scoring

=il

11534

for films with Michael, doing demo’s at
home with Kevin, recording the Brothers
live for DVD, and making igloo’s.

EQ: Tell us about Michael Bacon
Music Studio in Manhattan.
MICHAEL BACON: | share the
space with another fella and each of our
control rooms faces a fairly good-sized
recording room. When he’s using the
tracking room all the microphones are
plugged into his control room and
vice-versa. We don't do any outside
projects and we just kind of stay out of
each others way so it works well for us.
Do you have the studio mainly to
do Bacon Brothers records?
MICHAEL : | write for films and televi-
sion and I've had a studio in New York in
various forms all over the city for about
15 years. Before that it was in our living

Bacon gear photos by Wes Bender




room and my wife made it pretty clear
that she really didn’t want a recording
studio in the living room. It ended up
being very important to always keep
the two things separated. Now she
manages all my musical business, my
film scores, and the band’s touring,
production, and publishing companies.

Did you do the three Bacon
Brothers records at Michael Bacon
Music Studio?

KEVIN BACON: No we didn’t. We
started Forosoco, at Avatar Studios. It
was our first record and it was a great
place to record. We did all the tracks
there with our producer at the time, Rob
Galbraith. We would work all night at
Michael’'s studio comping vocals on
ADAT’s and then take the tracks back to
Avatar and lay them back.

MICHAEL: We recorded it analog
and then transferred to Sony 3348 and
then we mixed there as well. We've
been saying recently that we miss that
whole sort of mode of recording where
you go into a big comfortable studio and

The racks at Michael Bacon Studios comprise a variety of tube, analog, and digital processing
gear. Shown here are (left side) Sony DRE 777, TC Electronic M5000, AMS RMX-16, dbx 900
rack, Pultec EQH 2; (right) Panasonic SV3700 DAT, patch panel, SPX 1000, two Pultec EQP 1-A,

Pultec EQH 2.

group as opposed to the Pro Tools mode
where it's broken down pretty much into
very tiny pieces.

It seems that recording in comput-
ers is the future. How do you guys
feel about that?

KEVIN: Pro Tools is a fantastic and
very helpful tool and yet at the same time
when we play live, as a band in the stu-
dio or during rehearsals, we really like
the feel. The grooves that come out of
that and the excitement that comes out

work on the songs and build them as a

Grab Some Soul

“I think the MSS-10 sounds amazing. It’s very hi-fi and open and sweet,
but it’s not sterile and boring. It's got fidelity, but it’s got a lot of character
and a lot of soul. It brings things forward in the track. Most of the music I
tend to do is rock or alternative, so hi-fi can be a bad word that means
characterless, but this is hi-fi with soul.”

Joe Chiccarelli

Producer/mixer/engineer, Joe Chiccarelli loves the Natural Sound of
the Martech MSS-10 mic preamp; “I'm totally blown away by the realism
and detail.” His recent use includes sessions with Elton John (vocals),
Kronos Quartet (strings), Tim Easton (vocals, acoustic and electric
guitars), and Tracy Bonham (drums).

Free Report: Discover why only Natural Sound truly captures the

soul of the performance. For the full story on the MSS-10, call or visit
us on the web and request report EQ23.
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The Bacon Brothers make use of an array of vintage and not-so-vintage gear. On the left side of
this rack, there’s a Lexicon PCM 70, two UREI LA-3A, and a Fairchild 670. On the right, a TC
Electronic Fireworx, an API 5508 lunch box with four modules, a Pye Limiter, and a TC Electronic
Finalizer, Aphex Compelior, and John Hardy two-channel M1 mic preamp.

of that — it becomes less about putting a
lot of layers or overdubs and more about
having one sound that comes out of a
bunch of musicians playing together.
That's how I'd like to record our next
record. We'll see how that goes...we'll
probably end up back in Pro Tools doing
everything. [Laughs.]

Don’t you think there’s room for
both analog and Pro Tools to co-exist
in the studio?

KEVIN: Pro Tools is very seductive.
You can walk in, and in a very short
amount of time you can get pretty
amazing sounding things. But | would
like to see us go back to the way we

really started playing, which was sitting
around in a room and playing live.

You've written and played music
together for more than 20 years. |
know being a studio owner, Michael
spends a lot of time in the studio.
Describe your studio experiences
Kevin.

KEVIN: I'd spent almost no time in
the studio at all before The Bacon
Brothers first record. it was a totally new
place for me. | always compare it to if
you've done a bunch of theatre, you're
an actor, and you do the same thing. But
it's that first day you walk onto a movie
set, you're like, “Oh my God, what the
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hell is this?” It's a totally different world
with different kinds of demands and a
different way of performing. | felt like on
the first record | was really kind of over-
whelmed and sort of thrown by it. | just
let Michael and the guys and Rob
Galbraith lead the way.

Now | feel a lot more comfortable in
the studio. Besides the three records,
we've also done many demos and |
even record stuff at home. | really like it
actually. It's like being on a movie set,
which is a very comfortable place for me
to be.

What gear do you have in your
home studio?

KEVIN: | have a thing called a
PSO2, which is made by Zoom and it
costs about $250. [Laughs.] It's got three
tracks and another track that you can
use one of the pre-programmed bass
and drums on. You kind of build the
songs with that first. It's got a built-in mic
and | just overdub on that. You can take
it on the road too.

When | first started recording
demos | used a basic $100 keyboard, it
was almost like a toy. [Laughs.] | just
needed a DAT player then and push a
button and then play along with it on
my guitar. When | work on songs | like
to have some kind of beat because it
gives me ideas about the way the
song’s going to feel and it helps when
you only have a guitar. So my home
gear is really down and dirty. it's really
just a writing tool.

When The Bacon Brothers go into
to the studio to record, what are some
of your must-haves?

MICHAEL.: I've spent so much of my
life in the studio that I'm pretty much
used to anything. | would say being in
the studio with people that | feel really
comfortable and have enormous
respect for the musicianship, pretty
miich oiitweighs the gear. Liickily the
guy | share studio space with is a total
gear freak. He has one of the most
amazing microphone collections and
he’s got every vintage limiter.

KEVIN: | like a big bottle of water
and | don't like it too bright if I'm doing
vocals. That's pretty much it.

Michael you forged a career
fronting the ’