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TURN YOUR DESKTOP
INTO A Sl.%le

MACKIE CONTROL™: THE IDEAL CONTROL SURFACE FOR PrRo Too_s™
100mm optical touch faders. Fuil-size backl:t LCD display. Customized shortcut navigat:or:
and editing functions. The Mackie Control is much more than & way torbalancelevels; it allows
you real-time control of your desktop studio in « way that a keyboard zne
mouse never will. And thanks to Mackie Control’s new HUI mode,
vou.can us2 a single interface to move seamlessly from Pro
Tools to other platiorms. Simply select "HUI™ in
the peripherals dialog, apply the Pro Tools overlay
to the master section. and you're ready to go.
What’s more, you can expand your system
to a 32-channel console; in 8-channel
increments, at just one-third o the

cost of other controliers.

FULL-SIZE BACKLIT LCD DISPLAYS

L

HYBRID

DESKTOP PRODUCTION™

BRIDGING THE CldSSiC Y

WITH THE FUTURE.



NOW CONTROLS

, PRO TOOLS —
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|
l i V-POTS™ FOR FULL INSERT i i
‘ & PLUG-IN EDITING CONTROL i 2

B FUULRANGE DF CHANNEL
STRIPFUNCTIONS

FULL ASSIGNMENT SECTION
Swith CUSTOM OVERLAYS

@ I\

B JOG/SHUTTLE WHEEL FOR
COMPLETE NAVICATIONAL
CONTROL

‘ i \ ]
1 Pemrny+Glles

100 MM PENNY & GILES OPTICAL
TOUCH-SENSITIVE FAOERS

i SLEEK, ERGONOMIC DESIGN

MACKIE CONTROL
SOFTWARE SUPPORT

CAKEWALK SONAR METRIC HALO MOBILE I/D
DIGIDESIGN PRO TOOLS ~ MOTU DIGITAL PERFORMER
MACKIE MIXTREME RML LABS SAW STUOIO
MACKIE SOUNDSCAPE 32  STEINBERG CUBASE SX/SL
MAGIX SAMPLITUDE STEINBERG NUENOC

MAGIX SEQUOIA SYNTRILLIUM COOLEDIT PRO

800.258.6883 ¢ WWW.MACKIE.COM

©.2003 MACKIE'DESIGNS INC, ALL RIGHT RESERVED. "TNSR “NUANIE CONTINL " M0 THE AN an
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Congratulations To Us

Just when things get darkest — and the illumination seems to be
dimming even as | type these words, with war on the horizon, the
economy teetering, and general unrest seeming to be sweeping
the globe — a ray of light shinzs through to brighten the day. For
me, that ray of light was a nice bit of recognition: 'm happy to
report that your favorite recording/pro audio mag (that would be
EQ, of course) has been named a finalist in this year's Maggie
awards. The Maggies are an annual competition spotlighting
magazines published west of the Mississippi River; over 1,800
magazines were entered in over 100 categories in the 2002 race.
EQ'’s finalist nod this year came in the “music” category — but
that's probably no surprise; we’re not talking about pasta
recipes in these pages. The winners will be announced April 11
in Los Angeles.

Whether EQ ultimately wins or not — and we face decidedly
tough (but very friendly) competition from our sister publications
Bass Player, Guitar Player, and Keyboard, as well as from
Acoustic Guitar and Strings magazines — we’re just happy to
have been named to the finals.

If nothing else, this recognition for EQ gives me justifiable
reason to call your attention to the team that makes the magazine
happen every month. While it's my picture you see here every
issue, | don't do it alone. There’s a well-oiled machine at work here,
comprising some amazingly talented and extremely dedicated
individuals. We've made some changes since the July 2002
issue — the one that put us in the Maggie running — but the
names that graced the masthead to the right of this space that
month certainly deserve a generous round of applause. Without
the untiring efforts of folks like Anthony Savona, Greg Gennaro,
Brian Jackson, Riva Danzig, Scott Aruti, and Ari Rubin, as well as
our unmatched editorial staff: Craig Anderton, Steve La Cerra,
Lisa Roy, Roger Nichols, Mr. Bonzai, Jim Bordner, David
Frangioni, Rich Tozzoli, and many others, EQ wouldn’t be the
success it is today. | counted myself incredibly blessed to have
worked with those folks every day, and I’'m equally grateful for
the outstanding staff | work with now. Rest assured that this
recognition only makes us want to
work harder to put out a magazine
that will be even more useful, inspiring,
and satisfying to our readers.

—Mitch Gallagher
magallagher@musicplayer.com
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*The Carvin Cancert 44 series is an absolute knock-
outIn lts fupctionality amd perfarmance. Inthe bang-
for-the-buck department, the Carvir is a stunning,
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LEGACY

Remembering Those We've Lost

ED GERMANO

After a long illness, Hit Factory owner Ed Germano
passed away at the age of 61 on Thursday, February 6.
A producer and entrepreneur, Germano was a major
figure in the recording industry, at the helm of one of
the largest and most prestigious recording facilities in
the world.

Starting a singing career in New York City in 1961
with the stage name of Eddie Jason, Germano joined
A&R at RCA Records in 1970, and later got involved in
the recording studio business when he became partner
in the Record Plant.

Germano purchased The Hit Factory in 1975 from
founder/composer Jerry Ragavoy, and it was the
success of Stevie Wonder’s Songs in the Key of Life
that put the facility on its road to success. Building
on its success over the years, the Hit Factory
expanded its studios, and in January 1999, Germano
acquired Criteria Studios in Miami. With Ed’s son
Troy as Hit Factory CEQ, they renovated the complex
before re-opening it in the spring of 2001 as The Hit
Factory/Criteria Studios, bringing the high level of
professionalism and style achieved with the New
York facility to Miami. “I got to know Eddie Germano
in the 1960s — when he was known as Eddie Jason,”
producer/engineer Phil Ramone remembers. “Both of
his kids would be in the control room with me, one on
my lap, the other peering intently at her dad at work
with the musicians. Eddie always had his ears and eyes
open to everyone around him. Musicians adored him.
His humor and passion made The Hit Factory a home
for the great producers and engineers to try new ideas,
to experiment. Eddie created a studio that far outshone
what was around him.”

Ramone continues, “Along with Janice, Danielle, and
Troy, the Germano family has succeeded in putting The
Hit Factory in people’s minds as a place that bends
over backward to maintain first-class sounds. It was
never about the money for Eddie. He'd always tell you
to put that aside. Eddie Germano, The Hit Factory, and
great quality are synonymous with one another. | love
you, Eddie. And know you’ll always be there guiding
us.” — by Janice Brown

JOE STRUMMER
Joe Strummer, former guitarist and front man for the
British punk band the Clash, passed away at his west

England home on December 22, 2002.

Born in 1952, Strummer joined co-guitarist Mick
Jones, Paul Simonon, and Terry Chimes in the Clash in
1976 after experiencing an epiphany at a Sex Pistols
show. He was quoted in Guitar Player as saying, “| saw
the future — with a snotty handkerchief — right in front
of me. They were a tremendous live unit, Steve Jones
sounded like 10 guys were playing the guitar, Johnny
Rotten had this amazing stage presence, Glen Matlock
was as good a bassist as Paul McCartney, and Paul
Cook was hammering the drums. There were no smoke
and mirrors needed. And from that moment...you
couldn’t stand around and say, ‘I’'m not sure.’” You were
either against the punks or you were with them, and |
was with them.”

Strummer and the Clash brought new influences to
the punk movement, including world music, and took a
strong stance on the ills of the world. The band’s output
included the critically acclaimed London Calling (1979),
Sandinista! (1980), and Combat Rock (1984). After the
Clash broke up in 1986, Strummer acted in movies,
wrote film soundtracks, released two solo albums, and
launched a new band, the Mescaleros in 1999. The
Clash will be inducted into the Rock ‘n’ Roll Hall of
Fame in March 2003.

Joe Strummer passed away quietly after taking his
dogs for a walk. —Mitch Gallagher

MAURICE GIBB
Maurice Gibb, the high voice of the harmonizing hitmakers
the Bee Gees, died January 12. He was undergoing
intestinal surgery at Mount Sinai Medical Centre in Miami
when he passed away. In a statement released to the
press, the Gibb family said, “It is with great sadness and
sorrow that we regretfully announce the passing of
Maurice Gibb. His love and enthusiasm and energy for life
remain as an inspiration to all of us. We will deeply miss
him.” At the time of this writing, Gibb’s death was being
investigated by Barry and Robin Gibb, his surviving
brothers. “| still can’t come to terms with it,” said Robin.
“It's like a nightmare that you wake up to every day.”
Donations in Maurice’s name should be made to the
charity of your choice or the Andy Gibb Memorial
Foundation c/o Dade Community Foundation, 200 S.
Biscayne Blvd., Suite 505, Miami, FL 33131. Condolences
can be sent to the family ¢/o Middle Ear Studio, 1801 Bay
Road, Miami Beach, FL 33139. —Mitch Gallagher

e
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SHURE

It’'s Your Sound”

LR

“The KSM44 has amazing presence on
vocals. It's a grea: all-arcund condenser mic.”
-Eddie Kramer (Jimi Hendrix. Led Zeppelin,
Kiss, the Beatles, ..}

*;3 ) 7
5 )
% 72,\7);7;7,7))‘),))/7}’5.’/,///,:/4} “I found the: KSM44 to have an excellent
7 - .)77157}1)2 ; ,”/,l’;,"’/,.’/,:’/.’ natural quality with good presencz and a
,77;7,)’;777}9;;7,/,;7,,’;,;'/,1" rice open top end. This mic is so smooth in
75257)),)’;AJ,’{/,”;/;,/:," the midrange, even a banjo sounded good!”
7;;;))77;),)7,;1,:/,;121,’ -Joe Chiccarelli (Becx, Uz, Etton John, ...)
5 7))) 5 ’}’/;”/’/l'
OO UOR ) .
% ,:J;I;fr,/’;,'j;,’;;,', 3 “l tested the KSM44 on vocals, bass, guitar, and
NIl drums, and haven't stopped using it since. It’s

hard tc describe, but there is ar immediacy
to the KSM44 tkat is very appealing ~ sort of like
a dynamic mic, but more elegant.”
-Brad Wocod {Smashing Pumpkins, Liz Pheir, Better Than Ezia, ....)

\ For a mic with

\ such low self-noise,

it sure creates a lot of buzz.

“The KSM44 is the quieiest microphone I have
ever used. and one of the best sounding teo.”
-Tom Jung (Pro Audio Review, DMF Records, ...)

“As I compared the KSM44 to a mic I consider to be
an old faverite, my ear immediately chose the KSM44.
Shure has a fantastic studio mic that 1 can use for critical
recordings - it’s going lo become a standard, very fast.”
-Bil VormDick (Alisen Krauss, Bela Fleck, Mark O'Connor, ...)

“My first impressions of the KSM44 were
warm, round, full - dare I say it? Fat!”
I -Bob: Ross (Recording Magazine)

“The KSM44 is a remarkable achievement. | am especially impressed
with the versatility of this microphone and have yet to find its limits.”
-Steve Albini (Nirvana, Page and Plant, EJ Harvey, ...)

“I was given the KSM44 prototype early-on, not knowing its infended
purpose - so [ tried it on everything. Guess what, it worked on everything!”
“Chuck Ainlay (Trisha Yearwood, Mark Knopflei, George Strait, ...)

Tha KSM44 multi-pattern studio condenser microphone has become quite the
conversation piece iin studios around the worid. Maybe that’s because its incredibly
low self-noise (7 dB) lets you record only what you want to hear. Or maybe it’s
the three polar patterns and the design of the externally biased dual-diaphragm
cartidge. Once you experience it for yourself, you'll be talking, too. To discover what
makes ‘he KSM44 so buzzworthy; cali 1-800-25-SHURE or visit www.shure.com.

© 2001 Shure Incorporated
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Blue The Ball

By Steve La Cerra

THE BALL

WHO MEEDS 'T?

WHY S IT A BIG DEAL?

w | APRIL2003 | EQ

Taking its name from its unusual spherical
shape, The Ball microphone from Blue is like
nothing we've ever seen, and certainly is like no
other microphone currently in production. The Ball
is the first phantom-powered dynamic (moving
coil) microphone.

Unlike condenser microphones — which typ-
ically require phantom or battery power for
polarization of the capsule and for powering of
an onboard preamp — dynamic microphones
are passive devices. They convert acoustic
energy into electrical energy through electromag-
netic induction without the need for an additional
power source. (Electromagntic induction is the
principle whereby moving a coil of wire in a
magnetic field induces a voltage in the coil.)
This characteristic makes dynamic microphones
easy to use, durable, and reliable. However
dynamic mics have their limitations, one of
which is that their resistance varies with fre-
quency. When you plug a dynamic microphone
into a fixed-impedance console input or out-
board mic pre, you create
a resistive load in the
transducer that varies
along with frequency. This
characteristic influences
the mic’s tonal balance,
phase coherence, noise
level, and output level,
acting as a sort of random
tone control. Not some-
thing you'd normally want
on a microphone.

Rumor has it that the
folks at Blue locked their
engineers in a windowless
room with a notebook, a
calculator, a loaf of bread,
and a couple of bottles of
Balzam (a rather flamma-
ble Latvian beverage). The

engineers were given the task of finding a way
to eliminate frequency-dependant, variable
resistance in a dynamic microphone. The result
was a phantom-powered balancing circuit for
use in The Ball’s output stage. This solid-state,
Class-A circuit maintains a consistent, resistive
50-ohm load across the frequency range,
yielding a smooth and open sound typically
associated with large-diaphragm condenser
mics. Regardless of whether it's capturing
sound with a frequency of 20 Hz, 1 kHz, or 15
kHz, the output level of The Ball will be uniform,
resulting in a more balanced overall sound.
Phase distortion (particularly in the low end) is
reduced, yielding smoother performance, and
unlike most condenser mics, The Ball can
handle sound pressure levels as high as 148
dB (into a 2,000 ohm load for 1% THD).

The Ball requires 48-volt DC phantom power
(supplies of lower voltage are insufficient and will
result in distortion) and has a current draw of
only 2.5 milliamps. Sensitivity is stated as
3.5mV/Pa at 1kHz (where 1 Pa = 94 dB SPL)
and output noise is specified as 18 dB, A-
weighted.

Due to its anti-resonant ABS shell and
spherical shape, The Ball exhibits excellent
off-axis rejection and feedback suppression
characteristics. This, combined with its rugged
construction, cardioid pickup pattem and high-
SPL capability, enables The Ball to be used in a
wide variety of miking situations. Blue suggests
using The Ball on kick drum, snare drum, toms,
electric and acoustic guitars, bass cabinets,
vocals, blues harp and even stings, horn,
reeds, and wind instruments. The Ball fea-
tures a unique swivel mount located on the
bottom-center of the mic body for mounting on
a standard-thread, counter-weighted mic
stand. Once mounted, The Ball’s integral pivot
facilitates optimum positioning of the mic in
front of the sound source. »
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www.yamaha-mg.com

Show Your

TRUE COLORS

Yamaha has been craftirg some of the finest creative tools in the music field for a very long time: musical inst-umen:s
fo- aves 102 years, PM mixing conscles for 30, and digital mixers for 15. Discerning artists worldwide have p-efarred
these tools because of *heir abiiity to paint a musical picture with unparalleled brilliance. Reveal the depth of you-
musical visio with every senic shade and hue under your total control.

If you'ne serious about youn art, check out Yamaha’s outstanding new MG-Series mixers todav...anc Snow your true:
creativa coloss.

A YAMAHA DESIGNED MG SERIES MIXING CONSOLE
MG10/2 MG124 MGI16/4 MG16/6/x MG24/14Fx MG32/14EX
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Mark of the Unicorn MachFive

By Steve La Cerra

At the Winter NAMV show, MOTU announced
MachFive, a sampler plug-in that runs on Mac and
Windows platforms, supporting all major formats
including MAS, VST, RTAS, HTDM, Audio Units,
and DXi. With sampie rates up to 24-bit/192 kHz,
MachFive can import and play back multi-channel
samples in surround. Using its UVI-Xtract ufility
MachFive can import programs and samples
from every major sampler format (including
Akai, Kurzweil, Roland, Emu, Giga, SampleCel,
EXS24, HALion, Creamware, WAV, ACID, AIFF.
SDII, REX, and others), allowing use of existing
sound libraries.

MachFive operates under just about any audio
program for Macintosh or Windows, providing a
sampler/sound source directly within the project.
All MachFive settings are saved with the host
application project for instant recall, with no acdi-
tional files to manage. You can open as many
instances of MachFive plug-ins as your CPU per-
mits. Each instance or “performance” is made up
of 16 multitimbral parts. Typically each part is
used for a separate instrument with its own
octave, transposition, bend

MACHFIVE

WHAT IS IT? A cross-platform sampler
plug-in designed to work with jus™ about
any hest audio program.

WHO NEEDS IT? Sound designens audie
production studios, post and ADR siudios
WHY S IT A BIG DEAL? In addizion ta
suppoting multi-channel samrples

MachFive works with any Mac- o-
Windows-based audio program, and is
compatible with any sample file fornat.
SHIPPING: Mac 0S 9 and 0S % Q1
2003. Nindows: Q2, 2003.

PRICE $395

For further information contact MOTU at
617-576-2760 or visit wyww.motu.2om.
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range, volume, pan, and
MIDI channel parameters.
Depending upon the audio
haraware and host pro-
gram. parts may be output
to individual audia jacks;
multi-channel samples may
ne routed to “bundled” out-
outs. Each part can have up
to four effects such as
reverh, tempo-sync’d delay,
tremolo, chorus/modulation,
filter, BitCrusher, and more
Al effect settings are saved,
and a part's effect remains
audible while samples are
auditioned, allowing (for
example) different snare

drwmns samples to be auditioned while using the
same reverb. Since MachFive supports so many
different audio programs, a performance can
easily be moved from one platform to another
simply by saving it along with the session. When
the MachFive performance is opened in the new
program, all MachFive settings will be loadec intact.

One of MachFive’s convenient features is
drag-and-drop importing of samples or audio files
directly from the desktop or host application into
the MachFive “keyboard,” effectively elminating
the tedious chore of key mapping. Multiple samples
may oe simultaneously dragged and mapped chro-
matically or even according to their pitch — which
MachFive can determine and automatically assign
to the appropriate key. Samples can be auditioned
on the fly while being imported, allowing you to
determine how far to stretch a sample across a set
of keys before switching to the next sample.

MachFive’s multi-channel waveform editor
accepts and converts audio samples in all for-
mats from mono to 5.1, up to 24-bit/192 kHz
resclution. Multi-channel samples can be played
and transposed in real time with multi-channel
effects and outputs, and MachFive allows teun-
cating, normalizing, fading, and other DSP audio
manipulation in real time. Loop crossfades can
be adjusted in real time while listening io an
entire sequence. Real-time downsampling allows
creation of one high-rez sample library for use at
any sample rate without need to catalog the
same samples at different resolutions.

MachFive also includes a powerful synthesis
engine with six filter algerithms and extensive mod-
ulation options, all of which may be MIDI-controlled.
A 32-bit UVI engine provides extremely low
latency and unlimited polyphony. UVI-Extract
allows sample CD-ROM’s to be mounted on the
computer desktop; programs can then easily be
converted to the MachFive format. Disk streaming
(playing large samples from hard disk) will be
included free of charge in a future update. m
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Digital Performer

Pro Tools

Nuendo

Yeah...wwe do DAWSs

TASCAM DM-24 v2.0: Now with HUI™emulation and much more.

With its new version 2.0 software, TASCAM's DM-24
becomes more than just an incredibly powerful digital mixing
console. It adds control surface capabilities for software
DAWs like Pro Tools®, Digital Performer™ and Nuendo® via
HUI emulation, with external control of levels, mutes,
pans, track arming and aux sends, in addition to standard
MIDI control of DAWSs like Cubase®, Logic™ and Sonar™.

But that's just the beginning. DM-24 v2.0 is a great front-end
for your DAW, with 16 high-quality mic pres, 24-bit converters,

*MU-24 Meter Bnm. ¥ |a k

4-band parameteric EQ, dynamics processing and more.
Plus, with standard interfacing like 24 channels of 1DIF and
8 channels of ADAT, it's a perfect companion to DAW
interfaces like Digidesign's 001™ and MOTU's 2408™.

Version 2.0 adds over 20 exciting new features to the DM-24,
including 60 inputs at mixdown, new 5.7 surround panning,
nearly unlimited signal routing, and much more. For all the
info on the world's most powerful small-format console, visit
your TASCAM dealer or www.tascam.com.

LT IIIIIIII IIIIIIIIrII

HUIl is @ registered trademark of Mackie Designs Inc. Pro Tools is a registered trademark of Avid

Technotogy, Inc and its subsidiaries and divisions. Nuenco and Cubase are registered trademarks of
Steinberg Medma Technolcgie: AG. Digital Perommer is a trademark of Mark of the Unicorn. Logic is a
trademark of Emagic. Soner isa trademark of Twelve Tone Systems, Inc. All other trademarks are the prop-

erty of :heir respective ho«ders.

TASCAM

a whole world of recording

www.tascam.com




Remote
Recording Services

Recording
anywhere,
anytime
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STUDIO NAME: Remote Recording Services
“Siiver Studio”

LOCATION Anywhere in North America

KEY CREW: David Hewitt (chief engineer). Phil
Gitomer (tech), Sean McClintock (digital editor and
engineer), Karen Brinton (studio manager)
CREDITS: Everyone from AC/DC to Frank Zappa
(see web site)

CONSOLE. Neve VRM (48x48) w/Flying Faders;
Studer 961, 962, 963

MONITORS: KRK custom tri-amped 15A31
w/Bryston 10B crossovers, B&W HTM [5]; KRK
Exposé E7 and E8, 703, E4; JBL 4411, Yamaha
NS10M, Sigtech AEC-1000 Digital Time Domain
Monitor EQ; Headphones: AKG, Fostex,
Sennheiser 480, Sony V-6, Stax

AMPLIFIERS: Bryston 4B [3], 3B j2]; Headphones:
Behringer, Greek OBH11, Crown D60
RECORDERS: Studer A-820 24-track analog
w/Dolby SR, D-827 48-track DASH [2], A-810TC
two-track; Sony PCM-800 [3], TCWR-99ES e¢as-
sette; Panasonic SV3700 DAT [2], Otari CDR-800
CD-R [2]

OUTBOARD Aphex Compellor, APl 525, 550A,
5508 [2], 560A [3], 560B [2], 2500; dbx 160VU [2],
902 [2], 9063 [7]; Dolby Dynamic Equalizer,
Drawmer 1960, Empirical Labs Distressor [4],
GML 8200. Summit DCL-200, Tube Tech CL-1B,
LCA-2A; URKE 1176 [3], 1178, LA-3A [4]; TimeLine
Lynx Syncronizers [3]

EFFECTS: Desper Spatializer, Eventide DSP-
4000, Yamaha REV7, Lexicon 480L, PCMG6O;
Sony DPS-D7, DPS-M7, DPS-R7; TC Electronic
1210, 2290

MICROPHONES: AKG D12, D112 [2], C414-EB
[2], C460 [2]; Audio-Technica AT25 [6], AT35 [6],
AT4041 (4], AT4033[ 4], AT4047 [4], AT4050 [6),
AT4071 [4], AT4073 [4]; Beyer M88 [2], M160 [3],
M500 [2], TGX480 [4]; Crown PCC-160 [2], GLM;
Electro-Voice RE20, Microtech Gefell UM70S
[4], Neumann KM184 [3], Schoeps CMC-6U,
Sennheiser MD421 [5], MD441 [4], MKH60 j2);
Shure Beta 57 [6], Beta 58 [10], Beta 87 [6], Beta
87c [6], Beta 98 [4], KSM32 [2], KSM44 [2],

By Steve La Cerra

KSM141 [2], SM7 [2], SM57 [10], SM58 [4], SM81
[14], SM98 [4], VP88 [2]; Sony C-38, C-48 [2],
C-535 [8], C-536 [3]; Soundelux U-95S, U-99;
AMS Soundfield ST-250 Surround Microphone.
MICROPHONE PREAMPS: APl 212 [12],
Millennia Media HV-3 [44], Studer D-19 Mic Valve
DAW: Windows workstation running Nuendo,
Sonar, and Wavelab; plug-ins including Waves,
Antares, TC Works

POWER CONDITIONING/BACKUP: Studio is
isolated by transformers (multi-tap) for main tech
area, “Studio B” tech and two zones of auxiliary
power for HYAC and lighting.

STUDIO NOTES: According to David Hewitt, “The
Silver Studio is engineered for the needs of loca-
tion audio recording, with custom-built double-
thick walls and ceiling providing excellent sound
isolation from the outside world. Construction
is MDF sandwich over sprayed foam insulation
finished in cherry hardwoods, fabric, and carpet-
covered panels. The floor is 1.75-inch ship lap
oak, covering the three-inch steel I-beams of the
chassis. At the rear of the truck is an acoustically
and electrically isolated, 6.5x7-foot production
room with its own air conditioning and separate
entrance. “Studio B” is intended to be a flexible
work space tor overdubs, production control for
live broadcasts, film, or video shoots, or as an iso
booth for Live TV or Radio announcers.”
PRODUCTION NOTES: “Recent projects include
the Live HBO Broadcast of The Rolling Stones from
Madison Square Garden, mixed by the inimitable Ed
Cherney. We used 84 channels of Millennia HV-3
and 24 channels of API 212 to drive the signal five
stories down to the Silver Studio below. The shows
were recorded on Studer D-827 48-track digital and
taken to The Hit Factory where they were loaded
into Pro Tools HD for editing and remixed by Ed
Cherney for later broadcast and DVD.

“We also recorded the Lonnie Plaxico Quintet
live at the Jazz Standard in New York for SACD
release on the new Japanese label, Village
Records. The two sets were mixed live in 5.1 by
David Baker, and recorded directly to the Sony
Sonoma DSD. A second Genex DSD recorder was
also running. It sounded amazing! Once again we
used our trusty rack of Millennia HV-3 mic preamps
at the stage and routed line-level out to the Mobile
Studio’s Neve VRM console. We also routed
steaming plates of BarBQ from the Blue Smoke
Restaurant upstairs from the club!” m

weB

Remote Recording Services:




“Cakewalk has don
right to dive a litti
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“Nothing on
— Prorac.com

“SONAR
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dio and MIDI production
exclusively for Windows.
raders in PC-based music
15 years.

SONAR is available at music retailers worldwide.

SONAR 2.2 HIGHLIGHTS

Unlimited digital audio and MID1 tracks
Real-time DX effects and DXi soft synths
ACID"-compatible audia iooping
Multi-port drum grid editor

Enhanced project file management tools

Support for control surfaces, including)
new Mackie Control™

Support for Project5™, Reason™, ReBirth™,
other ReWire™ instrumenis

OMFI and Broadcast Wave file exchange
ibetween Pro Tools™, Avid™, Logic™,
other systems

Suppor for all Windows audio hardware

using WDM, MME, and ASIO drivers

SONAR XL includes Sonic Timeworks’
EQv1 and Compressor X 64-bit mastering
effects, and FXpansion Audio's DR-008
DXi drum synth/sampler

e —

i
Find out more at www.cakewalk.com/SONAR or call 888.CAKEWALK (617.423.9004 outside U.S.). L gakewalk :
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STUDIO NAME: Atlantis Group

LOCATION: Santa Monica, GA

KEY CREW: John Chominsky (president/engi-
neer), Sean Graham (studio manager)
CREDITS: Casino of the Sun, ESPN Zone, '76
Gas, Activision, Blue Cross. Cadillac, Honda
Motorcycles, PD Quick, Hyundai; Films:
Blacklisted, Ubuntu’s Wounds, My Husband’s
Son, Elixir, Wonderboy, Crysknike, The New
Sound Theory

CONSOLE: Mackie 8«Bus, Baky HUI; Argosy
console

MONITORS: Dynaudio Acoustics BM15 [5], Bag
End Infra Sub 18, Yamaha NS10, Auratone
Sound Cube, Martinsound MutiMAX speaker
switcher, Fostex D40 headphones [5]
AMPLIFIERS: Bryston 9B, Crown D75, Samson
Servo-260, Q5 headphone amp.
FECORDERS: Panasonic SV3800 DAT [2],
Fostex D15 timecode DAT, TASCAM DAS8S,
DA38; HHB CDR-850 CD-R

CUTBOARD: Teletronix LA2A, UREI 1176, dbx
162, 160 [2]; TC Electronic Finalizer Plus,
Gentner SPH10 telephone patch

EFFECTS: Lexicon PCM91, Yamaha SPX90,
Aphex Aural Exciter Type C i

MICROPHONES: AKG C414 TuUl [2], D112,
Electro-Voice N/Dym 408 [6], Shure SM57 [2],
Sennheiser MD416 [2], Milab VM-41
MICROPHONE PREAMPS: Summit MPE 200,
TPA-200B, MPC-100A; Neve 1272 [2], Aphex
Tubessence 107

COMPUTERS: Apple G4/400 MHz w/384 MB
RAM, 50 GB internal drive and

Lacie external 120 GB Firewire drive, 22-inch
Apple Cinema Display; Dell PC/Pentium Il
w/128 MB RAM, 20 GB internal hard drive,
Digidesign AudioMedia Il card, 19-inch Dell
monitor

DAW. Fairlight MFX3+, Digidesign Pro Tools Mix
Plus TDM w/888I124, Universal Slave Driver
SOFTWARE: Digidesign Pro Tools v. 5.2 (Mac),

By Steve La Cerra

Sonic Foundry Soundforge v. 4.5, Fairlight
Autoconform (PC); Plug-ins include Digidesign
Maxim, Bomb Factory LA-2A, 1176, Joemeek
VC5 Meequalizer; Line 6 Amp Farm, Summit
Extension 78

KEYBOARDS/MIDI: Akai CD3000, Alesis D4,
Korg M3R, drumKAT, MidiMan Midisport USB
DIGITAL TRANSMISSION: ednet affiliate ISDN
digital patch, Spot Taxi, DG Systems, DigiStudio
STUDIO DESIGN: Carl Yanchar of Wave:Space
STUDIO NOTES: “We are located a block from
the 3rd St. Promenade,” says John Chominsky,
“a traffic-free street full of shops and restaurants
— a client favorite. Location is important to us,
and Santa Monica is a post-production Mecca.
if there are two things that give a studio in the
L.A. area marketability, they are location and
speed. We pay great attention to how quickly
we edit and how efficiently we attack a produc-
tion without compromising quality. It’s important
to make your project’s sound sparkle, but it's
equally important to make your client comfort-
able. Oh, and by the way, the studio has a win-
dow to let in that Santa Monica sunshine!”
EQUIPMENT NOTES: “I track most everything
through my Summit Audio MPE 200 preamps,
then a good compressor, patched directly into
Fairlight or Pro Tools, recording at 24-bit. | think
the Summit MPE 200 is one of the best sound-
ing modern preamp/EQ units on the market
today. It is a two-space rackmount unit, but can
be automated and recalled via Pro Tools TDM
plug-in. We chose the Mackie 8¢Bus analog
console because it is super-reliable, flexible, fast
(just reach up and turn a physical knob), and it
sounds cool. Moving fader automation would be
nice, but considering | do 99 per cent of my level
adjustments, EQ’ing, and fades on my DAW, |
don’t mind reaching up and riding a fader or
turning a pan pot every once in a while, on-the-
fly. | love the versatility of my AKG 414 TLII's.
They make just about everything sound great.”
PRODUCTION NOTES: “A great deal of our
work involves the internet. We often send ADR
tracks via FTP or Appletalk, email finished radio
mixes as MP3s through Spot Taxi or DG
Systems, and receive sound effects or revision
notes via email. So what keeps our clients busy
while we’re editing away? They are probably in
the hallway playing our newly acquired vintage
Ms. Pac-Man arcade game!”

»WeB

Visit Atlantis Group at
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' The new Pro Tools| HD system
has a MiXing engine that does N0t
give up. This thing is amazing!

It sounds like analog. "

ELLIOT MAZER

Producer | Engineer

Go to a Digidesign dealer to hear for yourself.

www.digidesign.com/HDdealer

2/03. Digideign and Rre Todls| HD are trademarks or registerPHfsteiAGHE of dad)fechnology, Inc., ; x = !
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SESSION FILE

By Lisa Roy

explains Hailey. “Instruments sound great in this
| big room because the space allows them to

breathe. We recorded Sheryl's accordion out on
| the main floor to take advantage of the air.”

| SIGNAL PATH

[ “Mic choice was pretty easy,” remembers Hailey.
“| asked Sneryl if she had a favorite and she
came back with Neumann U47 and Neumann
U48 tube. | was pleased with her choice as
Masterlink has several to choose from. | picked
the U47 with a VF14 tube. Bill Bradley at the Mic

l Shop keeps Masterlink’s tube mic collection in

“Masterlink is a great facility that opened in
1965 as a studio for Monument Records. It's
gone through technical renovations over the

‘ years, but the sound of the main floor has been T fabulous condition and | use this one quite a bit. |
modified very little,” states ran the U47 through an API 512 mic pre and back
DATE: November 11. 2001 engineer Chad Hailey. l through a line input on the Neve V3-60 with Flying
STUDIO: Masterlink 'Studios When producer/artist | Faders and Legend Mix Mod out to an Otari
LOCATION: Nashville, TN Marty Stuart tapped | MTR-100 two-inch 24-track analog deck running at
ARTIST: Emmylou Harris and Sheryl Crow Hailey to engineer Kindred | 30 ips. | recorded on Quantegy 499 tape at +5/250.
PROJECT: Kindred Spirit— A Tribute to Johnny Spirits, which features the “Masterlink has about 28 channels of outboard
Cash Grammy-nominated track preamps to choose from. | chose the API for two
TRACK: Sheryl Crow playing accordion on 8 1 Emmylou Harris and | reasons: It adds a little warmth to the U47 and
“Flesh and Blood” ! . . .
PRODUGER: Marty Stuart Shesyl Qrow with Qrow on ’ smoothes out the accordion a bit, and it was
ENGINEER: Chad Hailey accordion, Masterlink was handy. No EQ or compression was used because

1st ASSISTANT: Chris Scherbak his studio of choice. “The ’ the part was sort of a smooth pad sound with
2nd ASSISTANT: Rob Clark tracking room is mostly great tone and didn’t need me to color it with
wood with 35 foot ceilings,” | anything in the signal path.”
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Unparalleled audio accuracy
bringing together all our
Renaissance audio processors.
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Renaissance EQ

Renaissance Reverberator

Renaissance Compressor l
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Renaissance Bass
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Renaissance De-Esser

Renaissance VOX

Renaissance Channel
SET Compression Curves
SET EQ/Dynamics Order
SET Sidechain Routing

For more than a 8 wizz
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decade countless top S
engineers,award winning

producers and musicians have:

been depending on Waves to create

their sound. From high end Pro Tools|=D
systems, to cost effective native audio tools,
Waves has the superior audio tools for the job.

It's true now more than ever.
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DAW WORLD

DAW mixing

DAW as a mixing tool

By Tal Herzberg

This month, let's pay a visit to mega-
mixer Dave Pensado, to discuss the roll
of DAW's in his mixing process. Dave’s
credits include Pink, Christina Aguilera,
Brian McKnight, Ice Cube, Destiny’s
Child, and Justin Timberlake.

EQ: What's “step one” for you when
starting a mix?
DAVE PENSADO: The first thing is to
know where you're going, so you want
to have a game plan. For me, this
always means listening to the rough
mix first and carefully studying ii; the
song, the production. If no rough mix
was provided, I'll spend a few minutes
putting one together, than sit back and
listen to the song. Sometimes it can
take me hours before | come up with a
game plan, but one way or the otner, |
never start a mix by listening to individ-
ual elements, like kick drum or vocal.
It's just not musical. In the past, people
didn’t have the means to come up with
good rough mixes. But working with
DAW'’s, almost every producer | work
for provides me with a great reference
to the way they hear the final product,
so | don't want to be arrogant and
ignore their original vision. If the snare
on the rough mix has lots of reverb on,
m not just going to use a dry snare
sound, even if | feel it calls for one. Tl
wait for the opportunity to introduce this
element to the producer, but only after
starting with a wet snare. As a mixer,
you're running a fine line between
inflicting your taste upon people, and
making sure you've preserved the taste
of the producer.

Analog versus digital summing?

In analog summing, once you pass
a certain threshold, you start getting a
very pleasing distortion. As a result, and
depending on the electronics, certain
harmonics are becoming more empha-
sized, and the mix gets a unique
“color.” In digital summing, once you

20 | APRIL2003 | EQ

LL N
Engineer Dave Pensado has used DAWSs to
mix some of today's hottest artists.

cross a certain threshold, you start
getting non-pleasing distortion, so you
can only go so far before you need to
start limiting the bus.

How “hot” is your stereo bus
running?

Hot as hell...|I have no self-control
when coming to this issue. My rule of
thumo is “the redder, the better”.
Now, of course this is true only for
analog summing. You have to do it
completely different when dealing
with digital summing, since zero is
zero, and there’s no beyond. You have
to learn how to work asound this reality.
Limiting plug-ins like McDSP’s Analog
Channel or Waves’ L2 would often pro-
vide the answer.

Are you using any kind of pro-
cessing across the stereo bus?

About half the time | put nothing
acrcss the stereo bus, especially if |
know who's going to master it. There's
no need to introduce extra processing
like EQ and compression that will be
done later in masiering anyway.
Sometimes I'm of the opinion that doing
that is like admitting defeat; you should
be abie to get a satisfying mix without it.
il turn to it as a last resort.

Are you combining analog and
digital signal processing?

When | play poker, | want all the
cards in the deck to count for me. Same
in mixing, I'll use whatever it takes to

get the stuff sounding right, and | don’t
care if it's all analog, all digital, or a
combination of both. Try getting inti-
mately familiar with all your tools, so
when duty calls you can quickly choose
the right tool. Digital and analog com-
pressors and EQ’s can work beautiful-
ly together if set correctly. | gravitate
toward analog processing when it's
coming to kick, snare, and bass.
Digital processing works great on
vocal and keyboards. Guitars love
cheap gear; it somehow works the
best in that department....

Automation?

Lots of it. It's important that elements
keep modulating in volume throughout
the mix, or your brain will turn them off.
Every fader in my mix constantly moves.
I'k always push every kick on a down-
beat of a bar up a few DB's, a snare
after a drum fill will also get louder, etc.
Certain elements will progressively get
louder during the song, sometimes as
much as 15 dB! I'll occasionally turn the
master fader up and down between sec-
tions, or the entire mix will progressively
get louder from top to bottom.

What medium are you using to
print your mixes?

I'm using both analog and digital
mediums, regardless if the mix was
analog or digital. | like the sound of
analog two-track tape machines running
at 30 IPS, either 1/4, 1/2, or 1-inch,
because they add a dimension to my
mixes that digital doesn’t have.
However, since I'm also keeping in mind
the mastering process, I'll choose which
medium to provide to specific mastering
engineers, since some of them are
dealing with digital sources better than
analog, and vice-versa.

Any experience with higher sam-
pling rates?

Yes, and | think it clearly sounds
better than lower rates, both for mul-
titracking and two tracks. Sometimes
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DAW WORLD

however — mainly when working on '
rap or hip hop — | might go back to
44.1/48 kHz, for the relatively lo-fi
and familiar characteristics of those
rates; just like there were times "
when we've used analog tape for
these styles. '
Are you adding kick and snare |
samples to the original sounds? ‘
I do when it calls for it. If the origi-
nal sounds aren’t strong enough, or if
the mix is taking the production to a
new direction, I'll add extra layers to
reinforce what's already there. Unlike |

some other mixers | know, | rarely use
the same samples on all my mixes.

Is there a Dave Pensado mixing
template?

No. For me it's unfair for a client to
pay my fee and get a generic mix. My
mixes of Christina Aguilera’s “Beautiful”
and Pink's “Get The Party Started”
sound completely different. There were
times when | thought no mixer should
practice generic (template) mixing,
where the same sounds and processing
apply to every job that comes through
the door. But | have to admit that | do
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hear a benefit of doing that when it
comes to radio airplay. However, it usu-
ally doesn’t sound as good on a regular
stereo system.

| try to reinvent the wheel every
time | sit at the console. That means
changing the effects, presets, signal
chains, etc. I'm also trying not to mix
more than three or four songs back-to-
back by the same producer or artist,
because | run out of ideas.

Do you see a time when most
records will be mixed digitally?

| hope so. The more analog process-
ing I'm taking out of the mixing process,
the closer | am to being able to execute
all my ideas. | can’'t wait for the day
we're free of all this stuff, when people
hire me for my ideas and not my ability
to run a console. The ability to tweak
sounds with digital processing is great,
yet most of today’s mixers are busy
trying to mimic analog sounds with
digital processing, and understandably
s0, since most of them were raised in
the pre-DAW days. I'm waiting for the
next generation of mixers who will be
free of any analog habits, and | believe
that then we’ll hear a new sound.

Do you see a benefit in using a
DAW control surface?

Yes, | do. There’'s something more
musical about moving fader, turning
rotary pots, and pushing switches, than
graphically or numerically entering
automation data. It's like the difference
between playing into a music sequencer
or manually entering the notes.

Are there any engineering “mis-
takes” you find hard to cure?

Over-compression is my biggest
enemy. | can cure almost everything
else, but that’s a hard one to fix, and
can only be done with lots of fader
riding and constantly changing EQ
and compression setting for different
parts of the performance. Dynamics
are very important to me, and if the
singer gets loud on certain words, or
a snare hit is softer in a certain spot,
| don’t want to iron it, but rather
emphasize it even more.

Any final advice?

Get as much education as possible.
Study music, recording, mixing, editing,
the more knowledge you've got, the
better you are as an audio professional.
I'm always happy to answer any ques-
tion via email (fdpen@ix.netcom.com). m
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Simplifying
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Create a sequence to grab
synth samples

by Ray Legnini

With MIDI being over two decades old,
many classic MIDI devices have
acquired “vintage instrument’ status.
Instruments such as the Casio CZ-101,
Ensoniq Mirage, E-mu Drumulator,
Yamaha DX7, Oberheim OB-8, etc. have
unique sound qualities that can add use-
ful timbres to contemporary productions.

A few vintage instruments have
probably passed through your studio,
and maybe you've contemplated sam-
pling their sounds for future use. But do
you just grab a few notes into your
hardware- or software-based sampler,
hoping that you'll be able to loop them
later? This may work sometimes, but to
get the most out of sampling a vintage
synth, consider creating an archive
recording that can serve later as a
master source of samples.

There are several advantages to
archiving sounds in a standard audio
format rather than a particular sampler's
format (which may be proprietary).
Recording the instrument to a hard disk
recorder, DAT machine, CD-R recorder
(e.g., Alesis MasterLink, HHB Burn It), or
even a multitrack digital tape deck can
create a source recording that will be
usable for years to come, and be “clon-
able” to other digital media. Should your
sampling needs change, you can re-visit
the archives and create new samples.

THE SEQUENCER
CONNECTION

The most efficient method I've found for
creating an archive is with a MIDI+digital
audio recording program, as you can
use the MIDI sequencer as a “sample
generator” that triggers source material
in a controlled manner, while recording
the results in an audio track. This is par-
ticularly handy if the instrument has mul-
tiple outputs (e.g., a drum machine), as
you can record these to separate tracks.
And of course, a sequencer gives a
much more even, smooth performance
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than having a human simply hit keys.

Another advantage is you can re-use
the same MIDI sequence to record new
instruments to new audio tracks. Thus,
one project can hold all your archives,
and be backed up to CD-R, DVD-R, or
removable hard drive as a single entity.

The object is to program a sequence
that triggers notes in a specific order, at
specific velocity values, and for exact
time durations. You can apply this
process over the instrument's entire
range, and even better, the sequencer
can do all of this while you do some-
thing else! Just select the sound to be
sampled, set a level, and start the
sequencer and recorder.

The ultimate sampling sequence
would contain every chromatic note of
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Fig. 1. A typical sequence designed to sample
instruments.
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Fig. 2. Printing out an event list provides a useful reference document.

the keyboard (or every hit from a drum
machine) played at muitiple velocities.
Each sample would ailow the source
note to decay fully for uitimate flexibility,
and cover the instrumenrt’s full pitch and
dynamic range. Practically, with key-
boards you may want to limit the sam-
pling sequence to notes that are a minor
third (three half-steps) apart. Starting on

C, you would use the notes C, Eb,, Gb,
and A in every octave. This requires no
more than a two-note pitch stretch
before a new sample takes over — for
example, your C samples play from B (a
half-step below) to C# (a half-step
above). Then the next sample takes
over. Most pitched instruments sound
quite realistic with this sample layout.
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Between three and eight velocity
points should cover the dynamic
range of most sounds, but remember
that different instruments have different
velocity curves; you may want to
standardize on a linear velocity curve
for archive-oriented sampling.

Figure 1 shows a sequence set up to
record a bass sound. It has four velocity
levels, plays notes one beat long at 60
BPM, and covers the notes over four
octaves, played in minor thirds. It takes
about three minutes to record 16 notes
per octave.

REFINING/CUSTOMIZING
THE SEQUENCES

Customizing the sampling sequence is
easy. As the sequences are small and
take up virtually no disk space, it makes
sense o create multiple versions that
are tailored to specific instruments
(bass sounds, pads, pianos, drum
machines, etc.).

For example, suppose a pad sound
has a fairly long release time. Playing
notes from the sequencer that are
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exactly one beat apart will cause the first
note’s decay to run into the next note's
start, rendering the samples useless. To
prevent this, simply program a sequence
variation where held notes are followed
by a few beats or measures of rest (for
example, start the note at measure 1,
release the key at measure 2, but don't
start the next new note until measure 4).
Once you map out the sampling
sequence, you can alse use your
sequencer’s editing tools to create “doc-
umentation” that will help later in retriev-
ing the samples. For example, looking at
the note event list will let you determine
the start time of specific pitches: C2, C3,
C4, etc. Create markers to help locate
particular sections of the recording, such
as where each new octave of samples
begins. Most DAWS let you add and
name markers, and DAT tape allows the
use of start IDs. In any event, document
your sessions well to simplify the
process of finding and using samples in
the future. Many sequencers can print
out the contents of a marker list, making
record keeping even easier (Figure 2).

-

I
Artist.s’ ,

ounding Ol

Here’s one last labor saving tip: If
you want to sample several different
patches, use copy and paste to extend
the original sampling sequence. Then,
insert a program change before the start
of each copied section. You can use a
similar approach if certain controller
values have an important effect on the
sound — sample the sound several
times, each time with differant controller
values or curves.

So, next time some great vintage
instrument floats through your studio,
set up the sequencer and do a little
recording during the break. It won't take
fong to build up an archive of sounds
that you can dump into a sampler later
on, long after the vintage instrument is
gone (or has broken down and you can't
find replacement parts — but that's
another story).

“We're sold on the accuracy, reliability and the dynamics
of the KMS 105." Dave Matthews Band Audio Crew
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It's a dirty job to go from high-res audio
to 44/16, but someone’s got to do it.

What's The Deal

With Dithering”

By Craig Anderton

The ultimate form of digital audio used
to have a 16-bit word length and 44.1
kHz sampling rate. Early systems even
did their internal processing at 16/44.1,
which was a major problem — every
time you did an operation (such as
change levels, or apply EQ), the resuft
was always rounded off to 16 bits. If you
did enough operations, these round-off
errors would accumulate, creating a
sort of “fuzziness” in the sound.

The next step forward was increasing
the internal resolution of digital audio
systems. If a mathematical operation
created an “overflow” result that required
more than 16 bits, no problem: 24-, 32-,
64-, and even 128-bit internal processing
became commonplace. As long as the
audio stayed within the system, running
out of resolution wasn't a problem.

Nowadays, your hard disk recorder
most likely records and plays back at 24
or 32 bits, and the rest of your gear (dig-
ital mixer, digital synth, etc.) probably has
fairly high internal resolution as well. But
currently, although DVD-A and SACD
are starting to show signs of life, your
mix usually ends up in the world's most
popular delivery medium: 16-bit CD.

What happens to those “extra” bits?
Before the advent of dithering, they
were simply discarded (just imagine
how those poor bits felt, especially after
being called the “least significant bits”
all their lives). This meant that, for
example, reverb decay tails below the
16-bit limit just stopped abruptly. Maybe
you've heard a “buzzing” sort of sound
at the end of a fade out or reverb tail,
that's the sound of extra bits being
ruthlessly “downsized.”

DITHERING TO THE RESCUE

Dithering is a concept that, in its
most basic form, adds noise to the
very lower-level signals, thus using
the data in those least significant bits
to influence the sound of the more
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Fig.1. Cubase includes dithering that defaults to being enabled, so if you use this, make sure that any
other master effects plug-ins you add don’t have dithering enabled. Or, disable Cubase’s dithering

section and use the other plug-in’s dithering instead

significant bits. It's almost as if, even
though the least significant bits are
gone, their spirit lives on in the
sound of the recording.

Cutting off bits is called truncation,
and some proponents of dithering
believe that dithering somehow side-
steps the truncation process. But that's
a misconception. Dithered or not, when
a 24-bit signal ends up on a 16-bit CD,

eight bits are truncated and never
heard from again. Nonetheless, there's
a difference between flat-out truncation
and truncation with dithering.

THE TROUBLE WITH
TRUNCATION

The reason why you hear a buzzing at
the end of fades with truncated signals
is that the least significant bit, which
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tries to follow the audio signal, switches
back and forth between 0 and 1. In a
24-bit recording, there are 256 different
possible levels (the lower 8 bits)
between that “on” and “off’ condition,
but once the recording has been trun-
cated, the resolution is no longer there
to reproduce those changes. This
buzzing is called quantization noise,
because the noise occurs during the
process of guantizing the audio into
discrete steps.

Bear in mind, though, that these are
very low-level signals. For that punk
rock dance mix where all the meters are
in the red, you probably don't need
even 16 bits of resolution. But when
you're trying to record the ambient
reverb tail of an acoustic space, you
need good low-level resolution.

HOW DITHERING WORKS
Let's assume a 24-bit recorded signal

so we can work with a practical exam-
ple. The dithering process adds random
noise to the lowest eight bits of the
24-bit signal. This noise is different for
the two channels in order not to
degrade stereo separation.

It may seem odd that adding noise
can improve the sound, but one analogy
is the bias signal used in analog tape.
Analog tape is linear (distortion-less)
only over a very narrow range. We all
know that distortion occurs if you hit tape
too hard, but signals below a certain
level can also sound horribly distorted.
The bias signal adds a constant
supersonic signal (so we don’t hear it)
whose level sits at the lower threshold
of the linear region. Any low-level signals
get added to the bias signal, which
boosts them into the linear region, where
they can be heard without distortion.

With digital, adding noise to the
lower eight bits increases their amplitude
and pushes some of the information
contained in those bits into the higher
bits. Therefore, the lowest part of the
dynamic range no longer correlates
directly to the original signal, but to a
combination of the noise source and
information present in the lowest eight
bits. This reduces the quantization
noise, providing in its place a smoother
type of hiss modulated by the lower-level
information. The most obvious audible
benefit is that fades become smoother
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and more realistic, but there’s also
more sonic detail.

Although adding noise seems like
a bad idea, psycho-acoustics is on
our side. Because any noise added
by the dithering process has a constant
level and frequency content, our ears
have an easy time picking out the
content (signal) from the noise. We've
lived with noise long enough that a
little bit hanging around at —90dB or
so is tolerable, particularly if it allows
us to hear a subjectively extended
dynamic range.

However, there are different types
of dithering noise, which exhibit
varying degrees of audibility. The
dither may be wideband, thus trading
off the lowest possible distortion for
slightly higher perceived noise. A
narrower band of noise will sound
quieter, but lets some extremely
low-level distortion remain.

SHAPE THAT NOIS€E

To render dithering even less problem-
atic, noiseshaping distributes the noise
across the spectrum so that the bulk of
it lies where the ear is least sensitive
(i.e., the higher frequencies). Some
noiseshaping curves are extremely
complex — they’re not just a straight
line, but also dip down in regions of
maximum sensitivity (typically the
midrange).

Again, this recalls the analogy of
analog tape’s bias signal, which is
usually around 100 kHz to keep it out
of the audible range. We can't get
away with those kinds of frequencies
in a system that samples at 44.1 or
even 96 kHz, but several noise-shaping
algorithms push the signal as high as
possible, short of hitting the Nyquist
frequency (half the sampling rate,
which is the highest frequency that can
be recorded and played back at a
given sampling rate).

Different manufacturers use differ-
ent noise-shaping algorithms; judging
these is a little like wine tasting.
Sometimes you'll have a choice of
dithering and noiseshaping algorithms
so you can choose the combination
that works best for specific types of
program material. Not all these algo-
rithms are created equal, nor do they
sound equal.

DITHERING RULES
The First Law of dithering is: Don’t

dither a signal more than once.
Dithering should happen only when
converting a high bit-rate source format
to its final, 16-bit, mixed-for-CD format
(and in the years to come, we'll probably
be dithering our 32 or 64-bit internal
processing systems down to 24 bits for
DVD-A, SACD, surround, etc.).

For example, if you are given an
already dithered 16-bit file to edit on a
high-resolution waveform editor, that
16-bit file already contains dithered
data, and the higher-resolution editor
should preserve it. When it's time to mix
the edited version back down to 16 bits,
simply transfer over the existing file
without dithering.

Another possible problem occurs if
you give a mastering or duplication
facility two dithered 16-bit files that are
meant to be crossfaded. Crossfading
the dithered sections could lead to
artifacts; you're better off crossfading
the two, then dithering the combination.

Also, check any programs you use to
see if dithering is enabled by default,
or enabled accidentally and saved as
a preference. For example, Sonar
includes a dithering option (go Options
> Audio > Advanced tab; there's a
check box labeled “apply dither”). This is
disabled by default. Unless you plan to
export final, mastered material directly
from Sonar, leave this unchecked.

Or consider Cubase, which comes
with an Apogee-designed UV22 plug-in
(HR in Cubase SX, standard in Cubase
SL). When you call up a new file, this
defaults to inserting in the final effects
slot and is enabled (Figure 1). Now,
suppose you add another plug-in, such
as the Waves L1-Ultramaximizer+. This
also includes dithering, which defaults
to being enabled when inserted. So,
check carefully to make sure you're not
“doubling up” on dithering, and disable
dithering in one or the other.

The best way to experience the
benefits of dithering is to crank up
some really low-level audio and
compare different dithering and noise-
shaping algorithms. If your music has
any natural dynamics in it at all,
proper dithering can indeed give a
sweeter, smoother sound free of
digital quantization distortion. m
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You don't always need a dedicated
controller for hands-on control

Hands-On Control

with Cubase SX/SL

By Craig Anderton

It's so much more fun to mix with phys-
ical controls than a mouse, whether
you go for a commercially available
control surface (Radikal Technologies’
SAC-2.2, Mackie Control, TASCAM
US-428, Steinberg Houston, efc), a
simple MIDI fader box, or even a
synthesizer's controllers (mod wheel,
footpedal, and data slider — | ofien
use the M-Audio Oxygen8’s controller
knobs to make quick tweaks). Let's
check out the many ways you can add
control to Cubase SX and SL.

SETTING UP DEVICES
Go Devices > Device Setup; if you see

your controller listed under Devices,
you're good to go (if not, skip to the
next section below). Make sure the
controller is hooked up correctly,
some connect via USB, some need a
single MIDI cable, and some need
bi-directional MID! where both MID! in
and MIDI out go to the device. (Note:
If Devices shows a controller you
don’t have, you can safely remove it.
Click on its name in the Devices list,
click on the Add/Remove tab, then
click on “Remove.”)

Next, click on the Device name,
and a Setup box appears. Choose the
MIDI Input and MIDI Output to which
the device connects (Figure 1).

Now consult your controller's manual
to see which knobs are assigned to which
Cubase functions. Typically, you'll be
able to switch faders in banks (e.g., 1-8,
9-16, etc.) so a limited number of faders
can control as many channels as you like.
You may also be able to use other con-
trols for various purposes — e.g., switch
a set of rotary controls from controlling
panning to controlling EQ frequency.

Verify that all is well by moving
some faders on your control surface;
corresponding faders in the VST Mixer
should move as well.

INSTALLING A SUPPORTED
DeviCe

If you don’t see your controller under
Devices, go Devices > Device Setup
then click on “Add/Remove.” You'll see
a list of all currently supported devices.

If your controller is on the list, great.
Select it and click “Add.” This will now
show up under Devices, so proceed as
described earlier.

Even if your controller isn’t on the
list, don’t panic — it may emulate one
of the supported devices. For example,
many controllers can emulate the
JLCooper CS-10. If so, choose that
emulation mode, and select JLCooper
CS-10 within Cubase. As another
example, the SAC-2.2 does an excellent
Houston emulation, so you can just
select Houston if you’re using the
SAC-2.2 Of course, also make sure
you have the correct emulation mode
selected at your controller.

INSTALLING A GENERIC
DeVviCe

If you have an unsupported controller,
you can still use it as a Generic
Remote. To do this:

1. Go Devices > Device Setup >
Add/Remove tab.

2. Click on “Generic Remote.”

3. Click “Add.”

4. Click on “Generic Remote” in the
devices list.

5. Click on the “Setup” tab (Figure 2).

6. There are two fields. The upper
field matches controls on the generic

I ©Device Setup

Fig. 1. The Setup menu for Steinberg’s Houston controller not only includes a place
to assign MIDI in and out, but also, lets you assign the buttons to various functions.
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Fig. 2. The Generic Remeote setup has been used to assign the eight
control knobs on the M-Audio Oxygen8 to the first eight faders of the

VST Mixer, which control the LM4 drum machine output levels. This
is only one bank; a second bank (not shown} assigns the same
knobs to VST mixer faders 9-15



remote to virtual faders; these may or
may not correspond to actual Cubase
faders, as determined in the next field.
If you know the type of MIDI signal being
generated, set the MIDI Status, MIDI
Channel, Address, Maximum Value,
and Flags parameters to correspond to
the data sent by the eontroller. (Note that
clicking on the “Help” button provides
lots of useful information on these
parameters.) For example, if you're
using a synthesizer with a volume
pedal that transmits controller 7 data
over channel 1 and you want to map it
to fader 1, the Fader 1 line would read
Controller -1 -7 - 127 — R. To map
the synth’s aftertouch (also on channel
1) to Fader 2, its line would read
Fader 2 — Aftertouch — 1 — (address is
irrelevant) — 127 — R.

7. With the upper field, you can
remove an unusec entry by clicking
anywhere on a line to highlight it,
then clicking the “Delete” button.
Conversely, if you have a controller
with a zillion knobs, add entries by
clicking on Add.

8. If you don't know the signal
your controller is generating, no

IT'S S0
MUCH MORE
FUN TO MIX

WITH PHYSICAL
CONTROLS
THAN A MOUSE.

problem. Click on the Conirol Name
that you want to assign (e.g., Fader
1), move your controller, and while
moving it, click on the “Learn” button.
The fader will now respond to the
signal generated by the control you
were moving.

9. The lower field maps parameters
within Cubase to the virtual faders.
Typically, if you wanted to change track
levels in a mix, the Device would be
VST Mixer, Channel/Category would
show the channel you want to control,
and Value/Action would show Volume.

|

However, you have a huge choice of
what can be controlled — click on a
fader's Device or ValuefAction field
and you'll see what | mean!

GOING TO THE BANK
Note that the lower field has a drop-

down Bank menu where you can
create banks of controls. For example,
suppose your controller has eight
knobs. You could click on the Bank
field, click on “Rename,” call it “VST
1-8,” then map the first eight faders
listed under Control Name to Cubase
parameters (e.g., volume for mixer
channels 1-8). Next, you could add
another bank, rename it to “VST 9-
16,” and again map the first eight
faders to additional Cubase parame-
ters (e.g., volume for mixer channels
9-16). You could create another bank
for Transport control, ancther for EQ
settings, etc.

When you want to use the Generic
Remote, go Devices > Generic
Remote, and a small window appears
where you can select the desired
bank. Pretty cool — now go slam
some faders! m
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Snoop Dogg
" launches a new

|
- album and a neuw

I ! a » : | Snoop Dogg and engineer Dave Aron Warship
' Ia bE I u s I n g h I s " at Tha' Chauuck, one of Snoop's studios.

studios. : . &

here's no grass growing under Fizzle Televizzle, Bigg Sncop Dogg s film version of the '70s cop show
this Dogg's feet. With his sixth one af the busiest degs in the muse Starsky and Hutch, nas ongo ng tour
studio alburn cn the strzet. Paid Tha’ busciness. It that werer’t enougn, date commitments well into 2003,
Cost To Be Da Boss, a recently Snoog is negotiating "o play the char- has his own clothing tine and stil
depbuted MTV shaw called Doggy acter Huggy Bear ir a forthcoming manages to maka time ior charitable

l
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Style

Dave Aron recorded Snoop Dogg's latest in a variely of studies around the country, ranging from
commercial facilities to home studios.

events such as his Snoop Bow! fund-
raiser for the Lama Linda Children’s
Hospital in California. In addition to
Paid Tha' Cost To Be Da Boss,
Snoop’s Doggy Style label recently
released a showcase CD of new talent,
Snoop Dogg Presents: Doggy Style
All-Stars — Welcome to Tha House, Vol.
One, which features up-and-coming
artists LaToiya Williams, RBX, E White,
Soopafly, and Lady of Rage.

“Doggy Style Records was a
dream | had around six or seven years
ago, “ begins Snoop. “l saw a lot of
artists who couldn’t stay in position
because they didn't have the
patience or talent, and a lot of artists
who needed a chance to be heard.
Releasing Welcome to Tha House
Vol. 1 as a showcase for these artists
was the best way | could get them all
out at the same time. | basically
oversaw the whole project. Some of
the artists came in with producers, ar
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came in with songs akeady done.
Some just had ideas and | connected
them with outside producers. Then
there were a few songs | wanted cestain
artists to be on. Most of Welcome To
Tha'’ House was recorded at my studio,
but some of it was done on the road
traveling, where the artists went to a
producer in another town to finish
their tracks.”

When Snoop refers to his studio
{aka Tha’ Cnuuuch), he actually refers
to several of his studios, which served
as the nucleus of procuction for his
most recent release, Paid Tha' Cost
To Be Da Boss. Snoop’s engineer,
Dave Aron, clarifies: “We have been
recording either to the TASCAM
MX2424 hard disk system or to Pro
Tocls because it's easy 10 take the
tracks from place to place, studio to
studio — quite a bit of recording was
done at other studios. Snoop has a
few different studios: two at this

house, one at his other house. But the
setup is pretty much the same at
each one: Mackie D8B, Pro Tools,
TASCAM MX2424’s, Avalon 737sp’s.
| have the same exact studio at my
house as well, so | can take the tracks
there and work on them. Even some
of the producers we work with have
the same gear at their studios, so it's
interchangeable. | can put tracks on
disc, take them to Snoop’s house to
do vocals, bring it back to my house,
mix, take a disk back to a producer’s
house, do more overdubs and mix.
We don’t have to work in one place so
it gives us a lot of flexibility. | even did
tracks with Bootsy Collins — though
not for this album; for the soundtrack
Undercover Brother — who we work
with a lot. We recorded his tracks at
his studio, where he has TASCAM
DA88’s and a Mackie analog board. |
took the tapes back to my studio and
played them on my DA-88's, which
are connected to my D8B with TDIF
connectors. From the D8B | went
through the optical outputs into Pro
Tools (888124, and also HD3 with the
192 1/0), took a disk with the Pro
Tools session to Snoop’s studio,
recorded his vocals, put the revised
session on another disk with his vocal
tracks, brought that back into my Pro
Tools system and then mixed.”
“Some producers have the gear at
their own studio and bring us a track
on disk. We bring the session into Pro
Tools — we have a couple of Mac
G4/833 MHz's — and then we can
overdub and mix the track. Most of the
time when we’re working on vocals,
the producers are at the session and
the track they have brought us is still a
bit rough. On occasion a producer will
give us a stereo mix of the production
and we’ll add vocals or overdubs.
They might hear Snoop’s vocal, and
want to make a change before we cut
the instruments to multitrack. They
can go back to their studio, make the
changes and then we’ll re-cut the
instruments to multitrack, even if we
have already worked on the vocals.
Other times we multitrack the song
at Tha’ Chuuuch directly from the
producer’s instruments into Pro Tools
or into a TASCAM MX2424. When we



MAKING THE
RECORD,
IT'S ABOUT
THE WAY I'M
FEELING
SPIRITUALLY,

AND THE
WAY THE
MUSIC
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The Mackie D88 digital mixer, TASCAM MX2424, Avalon 737sp, and Digidesign Pro Fools are the
centerpieces for Snoop’s studios.

work this way it's pretty easy for
Snoop to suggest changes to a track
while we're all working together. Then
we continue with vocals and maybe a
few overdubs.

“The recording process has been
an evolution for us since | started
working with Snoop around 1992 or
1993. In the past we’d record straight
to two-inch. If necessary we'd fly
hooks from one place on the tape to
another using an AKAl MPC3000, and
more often we’d match the vocals to
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the track rather than the other way
around. The digital age has changed
the production process for us. The
big advantage is that it's so easy to
extend a track or fly hooks around to
different parts of a song in Pro Tools.
With analog tape, sometimes it was
easier to just record the hook every
time it hagpened in the song instead
of flying it in.”

The credits for Paid Tha’ Cost To
Be Da Boss read like a who's who
in hip-hop, with contributions from

producers The Neptunes, Just Blaze,
Fredwreck, and Jelly Roll, and guest
artists including Soopafly, Nate Dog,
Ludacris, Jay-Z, and Goldie Loc. “When
I’'m making the record,” says Snoop,
“it’s about the way I'm feeling spiritually,
and the way the music moves me. |
have the producers come in with
tracks ready for me. Pll teli them
(ahead of time) what kind of style and
sound ’'m looking for, and either they
have a sound that’s perfect for my
personality and my voice, or they
work on a track for me (I do the lyrics).
Usually when they bring the track into

IIMY
INSPIRATION
IS THE
MUSIC. | WRITE
WHATEVER THE
MUSIC MAKES
ME FEEL FROM
THE HEART."

the studio, it's pretty close to finished.
If there are changes to be made we’ll
do it on the spot. A lot of times I'm
calling them based on what | have
heard them do already, so it’s usually
pretty together.”

Dave recorded Snoop’s vocal
tracks for Paid Tha’ Cost To Be Da
Boss “using a few different micro-
phones. We have an AKG C12, a
Sony C800G, a Neumann U89 and
we’'ll pick the mic based upon the
track. The C12 is pretty bright and
sometimes that’s not the sound we’re
looking for. The Sony mic has a
warmer sound and is not as bright as
the C12. Snoop has a real sibilant
voice so | like to use something a littie
warmer, and the C800 suits his voice.
The U89 is easy when we need some-
thing we know will work right off the
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a producer's
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chuck ainlay

Arguably the hottest producer/engineer in
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bat. It's like a standard that we know
will always work. | usually de-ess his
voice because the ‘s’s really come
through. When we’re working here
I'll use a combination of EQ and the
de-esser on the Mackie D8B. You
can patch in a dynamics section and
set it so that it is only operating on a
particular frequency. When we're at
a bigger studio, | like to use
the dbx 902’s. They can’t be
beat. Usually we go through
the Avalon 737 for vocals
and | cut the track flat with
maybe a bit of compression,
set for a fast attack and fast
release to just catch the
peaks (when we go to mix, I'l}
use an [UREI} 1176 on his
voice if one is available).
Snoop is consistent with his
vocals — once he gets a
sound the way he likes it,
he’ll maintain that through
the track.”

Some of Snoop’s vocals
were recorded in remote
locations throughout the
country. “We made it into a
road trip,” laughs Dave. “We
got on the bus and headed to
spots where the producers
were located to track vocals
with them. Some of the songs
were recorded at Right Track
(NY). The tracks came as Pro
Tools sessions to Right Track,
and we cut vocals using a
Neumann U67 through the
SSL mic pre and the SSL
compressor. | like the way
that compressor sounds on
Snoop’s voice because it
keeps the vocal level very
consistent without limiting it.
We also recorded at The
Neptunes studio in Virginia
Beach and at Hi Tek’s studio
in Cincinnati. It was easier for us to
travel to some of the producer’s stu-
dios than it would have been for them
to pack up all their gear up and come
to our studio.”

Though most of the time they use
a small iso booth and headphones
for recording vocals, Snoop will
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occasionally sing in the control room
while monitoring on speakers. “We'll
use a pair of NS10's,” he explains,
“and Dave will position them so that
the mic won’t pick up much; also we
keep the volume low to avoid leakage.”

“When it comes to recording
vocals, Snoop typically has a clear
idea of what he wants to do when he

“DOGGY STYLE RECORDS
WAS A DREAM | HAD. . .
| SAW A LOT OF ARTISTS
WHO COULDN'T STAY IN

POSITION BECAUSE

THEY DIDN'T HAVE THE
PATIENCE OR TALENT, AND
A LOT OF ARTISTS WHO

NEEDED A CHANCE
TO BE HEARD.”

gets into the studio,” Dave reveals.
“He’ll listen to the track and decide
who will be on it (whether it's him
alone or him with other guests). While
the beat is playing, he'll write the lyrics
right there on the spot. When he’s
ready to record the vocal, he'll ask me
to put the beat up and off he goes.

Most of the time the vocal stays,
especially the hook — though he may
have a guest do the hook (it depends
upon whether or not the hook is done
at that point).

“A lot of times Snoop nails it on the
first take and he’ll listen back to that.
Other times we'll listen back and realize
we need a better take. If it's good the
first time out we don’t keep
working it to death. Snoop
goes for the feel. If there’s
something wrong (sonically or
in the performance) we go
back and fix it. If the producer
is at the vocal session, then
obviously he will have input as
well. Really anyone in the room
at the time will have some
input. Snoop will say that he’s
not a producer, but he does a
lot of the production and
arranging on the songs.”

Snoop likes to do the whole
song a verse at a time, and
knock it down: “Even before |
record vocals, | like to have
people in the studio so | can
get feedback on the music. If
it's a bangin’-ass track, it
makes you move even before
you hear the words...the DJ’s
will mix it and they'll play it
without the words. If | get a
good reaction to the track,
then I'll write the lyrics. | don’t
usually let anyone hear the
words until | drop them in the
studio, but sometimes | might
let the producer hear them to
get his opinion. The lyrics
always come from me, but a lot
of times the producer comes in
and the hook is on the track
already, so we’'ll gather it
together and make it happen
as a song. My inspiration is the
music. | write whatever the
music makes me feel from the heart.
Certain times call for me to write the
lyrics ahead of time but other times |
just go with it — improvise. That's
what | do. It's the gift I've got.”

“When | work with other artists,”
Dave continues “I'll comp vocals, but
for Snoop | usually handle it with



punches. Snoop likes to concentrate
on recording one verse be‘ore moving
on to the next. We'll record the lead
vocal and also any double or triple
(backgroundy} vocals while he’s in the
booth. Backing vocals are very
important. When he records a double
or triple, he rarely tries to double the
lead vocal. He’ll emphasize certain
lines or add other vocal parts or
sounds. Most are accents to certain
words but he might do a different low
or high voice, or do it witn a different

attitude on different tracks. When
Snoop is done recording all the verses,
he'll ask me to go back and record a
track from top to bottom of the song.
He'll add phrases or ad-lib, tying the
track together with a laugh or a cough
to accentuate the lyrics.

“We don’t usually go back to fix
one or two words, unless it's a case
where a little punch can fix an entire
take. He'll rap along with the tape, I'll
drop him in and out and it's a done
deal. | don’t want to get too punch-y

In addition to handling engineering duties for
Snoop in the studio, Dave Aron mixes Snoop’s
live shows. As we went to press, they were
getting ready far a summer tour on a bill with
the Red Hot Chili Peppers.

on rap. We want to keep that same
feel and attitude for the song. It’s not
a matter of being able to punch or
not. It's more the fact that he wants to
take as much of the song as he can in
one flow. If there’s a mistake, we’ll
stop, go back a bit and punch in to
the end of the verse.

“It's like a collage that Snoop is
putting together. That’s what keeps it
interesting and adds life to it. It's
always spontaneous and | have to get
it right the first time because | can’t




Stuyle

make it onto the album. Even if it's “We've been using them for forever | We have a pair of Mackie self-powered
just a rough mix after the vocals are and we’re accustomed to them,” PA speakers with two 15’s and a
recorded, | put everything | can into it notes Dave. “We know what they | horn, plus a subwoofer. That's our
because it could be the last session sound like, and what they /look like | large system for when we need to
before the track goes to the album. when they’re pumping. You get afeel | monitor it loud and get the club vibe,
There's no ‘fix it in the mix’ — when for how they are supposed to react, | but when it comes to recording the
he's done, it's done unless there’s a and you can tell if there’s too much vocals we always use little speakers
major problem.” bass because they start to break up. because we don’t want the bleed.”
Snoop and Dave mixed Paid Tha’ The best of course are the George “I like to listen to mixes on the
Cost To Be Da Boss on Yamaha Augspurger/TAD’s in the big studios, NS10’s,” adds Snoop, “because | can
NS10M’s with a Hafler power amp. and also we like KRK’s for mid-field. really hear the balance of the vocals

against the track. | always burn a CD
and take it to the car to check it out. |
listen for clarity in the vocal and also
the overall sound quality. Some of the
car systems just bump up the bass

too much. | want to make sure you
SCHOOL OF:]| can hear everything in the mix.”
Auptlo LL J Some of the mixes were done on

EILM Real World Educatlon the D8B and others on SSL desks at
0 i |

Stankonia (Atlanta), Patchworks, or

DIGLTAL MEDDA WhW , FULLSALIL ,COM Right Track. Dave used automation
2 “both from the consoles and Pro

GAME DESIGN Tools depending upon what was
COMPUTER ANMPMATION easier. If it's a question of making a

: g quick mute, I’'d do that in Pro Tools
SHOW PROBUCTION because it's so fast. Or when we
were recording | might have added a
fader move in Pro Tools that | knew
we would want in the mix later on. |
usually keep the fader moves to one
automation system, and then if | need
to trim the overall level of a track |
could do that in the other automation
to avoid the possibility of a fader trim
overwriting a move.

“I don’t use much processing on
Snoop’s vocal, maybe a short reverb
from a Lexicon PCM70, or | might use
a longer reverb on the background
vocals to distinguish them from lead
vocal. Sometimes | use the reverb in
the Mackie D8B, which sounds really
good. | might occasionally use a
Full Sail's SSL 9000j is one of delay for a special effect but | won’t
over 60 studios, production leave it on Snoop’s voice throughout
suites and computer labs the entire track. Snoop doesn’t have
JOERR A r'eampus: a lot of hardware at his house so if we

Looking for a careerin RECORD I NG ENGINEERING, e e L L e )
MUSIC PRODUCTION or LIVE SOUND? Riultecl ey jafEass) orikiclkalhn. il
If so, then Full Sail is the place for you. use the plug-in. Sometimes I run his

o : . 1 vocal back out of the D8B to the
Visit us online or pickup the phone and give us a call today! Avalon for a bit of EQ (or use the EQ

on the board) but not much. It's
Financial Ald available to those who qualify « Job placement assistance - Accredited college, ACCSCT more about getting a clean natural

O3990 %0 ek, . A 400 Psrvod 100 e Pt T Vo0 48 Bon! ks Bt 20¢ (Ul 1 e 10 er red S e o Prden oD of P fa, ¢ | tone and making the words intelligible




and clear.

“We recorded the mixes to DAT
and to a TASCAM CD burner at the
same time. Sometimes | record the
stereo mix back into Pro Tools on a
two open tracks, but for this project it
was mostly DAT and CDR. A lot of
times you’re under pressure and have
to go with what is fast. It's not always
about taking all the time in the world,
like ‘I have all the drum mics set up
and this sounds good but iet’s change
all of them to see what happens.’
Unless there’s a problem, | usually go
with the first choice. I've got to keep
the flow going. Snoop has a high
patience level for the technical aspect
and I'll keep working te get something
right until he's ready to record, but |
don’t like to slow him down either.”

When asked what makes Paid
Tha Cost... different from previous
records, Snoop replies “the direction
of this record was a bit more fun, a
little more playful, whereas the older
stuff was more serious — which is

“EVEN IF IT'S JUST
A ROUGH MIX AFTER
THE VOCALS ARE
RECORDED, | PUT
EVERYTHING | CAN
INTO IT BECAUSE IT
COULD BE THE LAST
SESSION BEFORE THE
TRACK GOES T0
THE ALBUM.”

—DAVE ARON

what | was feeling at the time. The
hardest part about making this record
was trying to pick the best songs to
make the record. | write so many
songs, | don’t want to make a bad
decision. We didn’t really do any
scratch versions of the songs. Most
of the time we go right ahead to the

record, on the spot. We recorded and
finished about 35 songs for Paid Tha
Cost..., and then | picked the best
ones for the record.”

“We had two or three album’s
worth of material,” elaborates Dave,
“and some of it went to Welcome to
Tha House. The two records were
done almost simultaneously, just
about a song per day. | admire
Snoop’s work ethic — he’s always
working — and that’s part of what
keeps it interesting for me. There’s
always movement on to another song
or project — which is what intrigued
me about working with him in the first
place. It gives his music an edge like

no one else’s.

In addition to Snoop Dogg, Dave Aron
L

Quik, and RZ/
email at DaveAron@earthlink.net or
through Gilly lyer at 323-816-B358.

He can be reached via
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for those who
kind of,
sort of,
maybe,
know exactly
what they want.

Audio professionals come
to us because we often
suggest alternatives that are

more cost effective than the
original idea. That’s because
we’re committed to making sure
you get exactly the right audio gear for
your studio. Professional Audio Design has over a
hundred lines of new, used and vintage equipment
in stock. All serviced by our own staff and fully
warranted. Put our ten years of industry experience
to work for you. Call us. You’ll get all that you want,
and everything you need.

Professional

s Audio

Design
ALWAYS A SOUND DECISION

Inc.

357 Liberty Street, Rockland, MA 02370
781-982-2600. Fax: 781-982-2610.

www.proaudiodesign.com
Email: info@proaudiodesign.com



By Craig Anderton and Mitch Gallagher

VID NAIVIHY

The annual Winter NAMM (National Association of Music Merchants) tradeshow, h2ld in Aaaheim, California, i1
late January is one of the music industry’s primary outlets for the introduction of new products. Gathered under
one roof are manufacturers displaying every tyge of music-related item, ‘rom the most primitive ancient
percussion instruments to the latest dig'tal recording wonder-toys. The show is zimed a: retailers — the idea
is that manufacturers show their wares and sonvince the dealers to order products and sell them to you — but
the show is also attended by an amazing array of individuals from all walks of life, including a few malcontent
journalists like us. Here’s a sampling of the new and cool products we saw during our time at the show....
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plate through ambience and reverse i
to room, hall, and cathedral. All
basic parameters (decay time, room
size, high frequency damping, pre-
delay time, dry-wet mix ratio and {
output level) are freely editable. The
PSP PreQursor plug-in brings vin-
tage warm sound to EQ. It consists
of a digitally modeled class A
amplifier and a parametric equalizer
with high shelf, sweepable mid
band, switchable low shelf, anc
switchable low-cut filter.
www.pspaudioware.com

M-Audio’s compact Ozone ($399)
is an all-in-one device that comprises
a 25-note keyboard (with pitch and
mod wheels), MIDI controlier with
eight assignable knobs, mic preamp
with phantom power, and USB audio
interface with zero-latency monitoring.
www.m-audio.com

antares tube |

Digidesign has opted for the iLok
plug-in authorization management tool,
hosted by PACE. An iLok can hold
over 100 cross-platform authorizations;
the companion iLok.com website lets
you manage your iLok’s software
authorizations (e.g., register authoriza-
tions, and receive new authorizations
from participating software publishers).
iLok.com works with Mac 0S9.1 to
10.2; Windows support is forthcoming.
www.digidesign.com

Tube ($129) from Antares is a tube
Mac/Windows tube simulator for
RTAS, MAS, VST, and DX formats.
Based on technology from Antares’
Microphone Modeler plug-in, the
saturation effect ranges from a gen-
tle warmth to a heavily overdriven
tube amp sound.
www.antarestech.com

B DIGITECH RPX400 MCDELING GUITAR PROCESSOR

There are lots of recording products. There are lots of processing products. But the
RPx400 manages to make recording part of processing...or maybe it makes processing
part of recording. Either way, it's significant because it breaks down barriers that
previously separated the two.

In addition to providing a broad selection of modeling effects, the RPx400 USB computer
interface simultaneously streams four processed and unprocessed guitar, microphone,
and line level signals to the computer (with 24-bit resolution) for recording, while
receiving a stereo mix back from the computer. Thanks to the software — designed with
Cakewalk — the processor’s pedals control primary recording functions such as track
arming, transport, and more — you can lay down ideas, hands-free, without touching a
mouse. But also, much of the process is semi-automated, making for a very smooth,
musician-friendly workflow.

For live use, stereo XLR outs with cabinet/speaker simulation can go to a PA, while
standard 1/4-inch stereo phone outs feed a guitar amp. In addition to the guitar input,
the RPx400 includes an XLR mic input with level control, stereo line inputs, and a stereo
“jam-along” input for a CD player, MP3 player, etc. for practice and jamming. A stereo
headphone jack allows monitoring while recording, or practicing using headphones.
There's even an-board rhythm programmer with 30 patterns and adjustable tempo, and
a digital guitar tuner.

The RPx400 takes the “studio in a box” one level further, putting processing and
recording control inside a floor processor for $374.95 list. Watching a guitarist put it
through its paces is impressive indeed. www.digitech.com
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Edirol’s PCR-30 ($225) and PCR-50
($295) USB MIDI keyboards offer sig-
nificant real-time control functions (34
controls and two pedal inputs). Other
features include velocity sensitivity,
memory presets for several software
apps, and General MIDI 2 and blank
cdJt-out templates for overiaying over
controls.

www.edirol.com

BLUE's The Ball is a phantom-
powered large-diaphragm dynamic
mic. For further information, check
out the First Look elsewhere in this
issue. www.bluemic.com

The Studio Precision 8 series of
high-end speakers ($799 per
pair/passive, $1,499 per pair/active)
from Event Electronics feature
next-generation technology, including
redesigned woofer, tweeter, amplifier,
and bass ports. Even the look is
new — black mirror finish with gold
trim. www.event1.com

The V-Station ($199) from
Novation, based on their K-Station
hardware, is a VST-format,
Mac/Windows virtual analog synth
with three oscillators, an arpeggiator



with programmable speed, synchro-
nization, and effects section.
www.novationmusic.com
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Propellerhead Software has intro-
duced Reload ($49), a Mac OS
X/Windows XP utility that allows
Reason and ReCycle users to load
Akai S1000/S3000 sound disks, as
well as import WAV files.
www.propellerheads.se

The latest addition to Apogee’s Mini
Series, the Mini-DAC, is a portable
two-channel D/A converter is capable
of up to 192 kHz operation, and can
connect directly to a computer using
USB or it ¢an accept a variety of
digital input formats...Big Ben is a
standalone master digital clock
intended to reduce jitter and its
affect on audio sound quality.
www.apogeedigital.com

Focusrite announced the ISA428,
which feaiures four Neve-designed
mic preamps with switchable
impedence, instrument-level inputs,
and optional A/D conversion.
www.focusrite.com

Winter NAMM 2003

The clip-on Bil-lite Sport Utility Light
($29.99) from Q-Lighting features a
bright, white LED lamp powered by
two 2032, three-vdit lithium batteries
(available from Q-Lighting for $1 each).
Battery life is three days of continuous
operation. www.bil-lite.com

B TC ELECTRONIC REVERB 4000

TC’s System 6000 has garnered accolades for its sound quality and flexibility, but
its price has kept it from reaching a wider audience. The Reverb 4000, a single
engine stereo version of System 6000, lists for $2,800 and features the best reverbs
and presets from System 6000 and M5000 — along with emulations of classic
reverb effects.

easy-to-use interface, the package inctudes the ICON software editor for Mac/PC (which
talks to the Reverb 400 via USB). The Reverb 4000 features 24-bit AD/DA converters, 44.1
to 96 kHz sample rates, analog and digitai connectivity (AES/EBU, S/PDIF, TOS-Link
and ADAT digital 1/0s), and presets that offer vintage reverb emulations, several
types of stereo reverbs, mono reverbs, and a variety of “environments” ranging from
claustrophobic rooms to outdoor scenarios. www.tcelectronic.com

B DYNAUDIO ACOUSTICS AIR 20

The AIR series of speakers use precision DSP filtering and PWM (pulse width modulation)
amplification, but also feature the intelligent TC Link network that provides central
remote control, preset storage and recall, and extensive alignment flexibility. The AIR
20 ($4,660), which integrates into any AIR network, is the first three-way design to use
this technology.

New tweeter and midrange designs allow for superior control over directivity, thus
minimizing reflections from consoies, floors, and other surfaces. The tweeter utilizes
a 1.1-inch softdome, a 1.1-inch aluminum voice coil, and an oversized neodymium
magnet system; the midrange driver is built around a one-piece molded polypropylene
5.5-inch cone. To complement the lowest frequencies, the AIR 20 features a 10-inch
woofer utilizing a one-piece molded polypropylene cone and a 4-inch aluminum
voice coil.

Configurable in both stereo and 5.1 monitoring setups, AIR Series monitors are
matched and interchangeable out of the box. www.dynaudioacoustics.com

B TC-HELICON VOICEWORKS AND QUINTET
VOICeE PROCESSORS

TC-Helicon is a leading name in creative, DSP-based vocal processing. Their continued
refinements in voice processing algorithms have culminated in HybridShift technology,
whose surprisingly natural sound now lets you put harmony-shifted vocals up front in a
mix without significant sonic compromise.

But there’s more than just better harmonization quality. VoiceWorks ($799), the flagship
of the new line, includes a high-quality mic preamp with 48v phantom power, TC
compression and EQ, four fully programmable humanized harmony voices, two lead
voice doubling voices, pitch correction with special live control feature optimized for
performance, a “HarmonyHold” function that can freeze the backing harmonies while
you continue to sing over them, TC Electronic tap-tempo delay, TC reverb, and both
S/PDIF and analog 1/0. It's also possible to select between equal-tempered and just
tuning of harmonies, which can add more realism in group vocals (good vocalists
naturally tend to use just harmonization because it's more accurate).

VoiceWork’s little brother, Quintet ($599), offers the same harmony technology but is
less “accessorized.” It nonetheless includes a high-quality mic preamp and TC
Electronic reverb. www.tc-helicon.com
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B MACKIe D8B VERSION 5.0

Although the digital mixer market never took off as expected, Mackie has remained true
to its established customer base, and continues to improve their D8B Digital 8¢Bus
mixer. The latest software rev is designed to improve overall productivity and efficiency,
but also offer enhanced surround options.

The D8B Version 5.0 operating system ($299; free to those who purchased a D8B
after November 15, 2002) includes an updated graphical user interface for improved
navigation (with new views for all EQ and dynamics to go along with updated dynamics
and EQ algorithms), a HUI emulation layer for interfacing with desktop recording
systems, the ability to export track sheets and channe! notes as HTML files for sharing
session information with other users, independent surround monitoring level controls
and on-surface surround monitor control, and plug-in chaining capability that permits
“daisy-chaining” up to four plug-ins for one send. www.mackie.com

B EMAGIC LOGIC 6

This updated version provides a new level of processor efficiency thanks to a novel
“freeze” function for audio and virtual instrument tracks. This reduces their CPU load
down to that of an unprocessed stereo audio track, thus freeing up CPU power for other
purposes — and tracks can be unfrozen at any time for further editing.

Furthermore, each channel in Logic can now be assigned to one of 32 groups (mix
group, edit group, or both); a new Arrange Channel Strip allows making changes to the
mix while editing in the
Arrange window, thus mini-
mizing window-switching.
The Arrange window also
allows zooming into an audio
region’s waveform display at
sample-level resolution, can
now access DSP functions
(including time-stretching
using an improved Time
Machine algorithm) that
were previously limited to
the Sample Editor window,
and offers a marquee tool
that allows region and sequence-independent selection and editing (move, copy,
delete, cut, mute, etc.).

Video capabilities have been enhanced, thanks to a Video Thumbnail track that
displays a video as single frames, and the ability to output a DV-formatted QuickTime
movie via FireWire. This allows the connection of a standard DV camera or FireWire
conversion box to Logic.

A Project Manager function saves all media files (audio, sampler instruments,
settings, and movies) in a new “project” file format, making archiving and transport
of projects created in Logic both efficient and easy; furthermore, a new Track EQ
features eight bands with fixed modes (highpass, lowpass, high shelf, low shelf, and
four parametric EQ bands). Each channel EQ has an optional “high resolution analyzer”
graphic display mode.

Logic 6 also offers increased import/export support for audio file formats (MP3, AAC,
Qdesign Music 2, Quaicomm PureVoice, pLaw, Alaw and IMA), and expanded control
surface support (CM Automation Motormix, RadikalTechnologies SAC-2k and SAC 2.2,
Mackie HUI and Baby HUI, and Yamaha DM2000 and 02R96). These hardware controllers
can be used in combination with each other — or as part of an expandable Logic Control
and Logic Control XT system. www.emagic.de
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TC Works’ digital audio editor for
the Mac, Spark XL 2.7 ($599, free
update for users of Spark XL V2.6),
features direct CD-burning with
crossfades and pauses taken from
Spark’s Play List. Track indices may
be activated or deactivated per region,
so several regions can create one
track without the need for rendering.
Starting with this version, Spark is
OS X only; Apple AudioUnit plug-in
support is forthcoming in a free
update. www.tcworks.de

Waldorf's two rack-space AFB16
($2,495) analog filter bank can
integrate 16 high-quality analog filters
into VST-compatible host software
via USB. The brushed aluminum
module features 16 filter status LEDs
as well as power-on and USB activity
LED. www.waldorf-music.com

Arturia is starting early in celebrating
the 40th anniversary of the Moog
synthesizer (introduced at the 1964
AES show): the Moog Modular V
($329), a virtual version of the leg-
endary Moog Modular synthesizer,
functions as a stand-alone module or
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B YAMAHA OIVS6 DIGITAL MIXER

Yamaha’s line of digital mixers, starting with the DMP7 and continuing on through
products including the ProMix 01, 02R, 03D, DM2000, and DM1000, have dominated
the digital mixer market. Their latest models with 24/96 operation move into the
world of high-resolution audio; the 01V96 provides Yamaha’s most cost-effective
option yet.

The rack-mountable 01V96 ($2,499) features 40 simultaneous mixing channels
with 24-bit/96 kHz audio, a range of stereo effects with 32-bit internal processing,
and full automation. The control surface, large display screen and user interface
allow analog-style hands-on operation, with eight user-defined keys available for
assignable functions. Furthermore, it retains the same input/output, signal routing
flexibility, and “feel” of the original 01V.

Inputs 1-32 feature independent gating/compression processors, four-band
parametric EQ, delay, and two pre-EQ/post-delay insert points. Stereo inputs 1-4
feature parametric EQ; up to four of the built-in effect processors (two at 96 kHz) may
be used simultaneously. Up to 99 scene memories are available for instant recall of
all console settings, while separate memory libraries are included for storage of EQ,
dynamics, input and output patching and effects settings. In addition to snapshot
capability, an external sequencer can record real-time movement of the motorized
faders, EQ settings, and other parameters, allowing complete mix automation

The seventeen 100-millimeter motorized channel faders can be instantly
layer-switched to control any input or output. All available inputs, outputs,
effects, and channel inserts are assignable to any channel or output via a digital
patching system. A direct out function allows signal from any input channel to
feed any digital or analog output.

The 01V96 also integrates with digital audio workstations and supports
DigiDesign ProTools, Nuendo, and other popular computer-based recording programs;
Mac/Windows-compatible Yamaha Studio Manager software is included as well.
A significant upgrade is the inclusion of ADAT 1/0,
eliminating the need for a dedicated expansion card.

For further expansion, an 1/0 slot accepts any
existing or new Mini-YGDAI digital and analog I/0
cards, inciuding third-party cards, providing
up to 16 inputs and outputs at 48 kHz (eight
at 96 kHz). The 01V96 is also compatibie

with the Waves Y56K expansion card.
www.yamaha.com/proaudio

APHEX SYSTEMS XCITER LINE

Starting with their Aural Exciter, Aphex has carved out a reputation in studios for
high-quality processing devices, many based on novel technology. But the Xciter line
represents a new direction, as Aphex takes its studio technology to the stage.

The Xciter pedals ($179 each), include Aural Exciter high-frequency enhancement
and Optical Big Bottom low-end enhancement, and are available in versions tuned
expressly for acoustic guitar, electric guitar, and electric bass.

The easy-to-use design features four control knobs, allowing separate control of
the Aural Exciter and Big Bottom effects. Additionally, each model features an on/off
foot switch, a switch to select between passive or active pick-ups for optimum noise
performance, and a balanced DI output that can connect to the mic input of any
preamp or mixer. The Xciters can be battery-powered, or run from a standard 9v
adapter. www.aphex.com
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VST/DXi/MAS/RTAS plug-in. Thanks
to a new process that produces
aliasing-free oscillator sounds, the
sound is so close to the real thing
Bob Moog gave his permission to
use his name on the product.
www.arturia.com

The A48 Vintage Valve microphone
($1,295) from ADK is a class A
mic featuring a 12AX7 tube, a
1.07-inch/5 micron diaphragm, and
nine polar patterns. The mic comes
with a shock mount, heavy duty
case, power supply, and multi-pin
cable. www.adkmic.com

APO Multimedia’s series of Drum,
Bass and Percussion tracks ($60
each) records the samples over an
entire arrangement several times,
then divides the arrangement into
easy-to-access folders for intro,
verse, chorus and endings. Users
can drag and drop samples to create
their own arrangement. Audiotrax
comes in two different styles, “DJ
Drums” (a stereo mixdown of the
drums) and “DJ Mix It” (eight track
unmixed version that allows the user
to mix the tracks). All the tracks
come in Acidized WAV and RX2
format. Each series of Audiotrax
comes with five different song
styles. www.fostex.com

Steinberg was showing a number of
new software products including
V-Stack, a virtual synthesizer rack
for the PC, VSL-2020, an ultra-low
latency PCI audio interface, Virtual
Guitarist Electric Edition, a new
version of Virtual Guitarist software
focusing on electric guitar styles, and
HALion String Edition, a dedicated
string orchestra sample player. Also
on display at the Steinberg booth
was Nuendo version 2.0; support
for Microsoft’'s WMAQ encoding for
surround audio was also being
shown. www.steinberg.net

The Radial Engineering Dragster
($69) is designed to correct the
impedance and loading of guitar
pickups when they are run through
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B PRESONUS TUBEPRE

Tubes were supposed to die a long time ago. And they pretty much did, except for the
music industry. With the continuing dominance of digital, the warmth and overdrive
characteristics of tubes are helping to add a bit more of a “vintage sound” to otherwise
pristine recordings.

The TubePRE single-channel microphone/instrument tube preamp is based on a 12AX7
vacuum tube, and has a transformer-free signal path. It can serve as the first stage of
a live or studio system, as a direct box, or insert in an effects chain. The dual-servo gain
stage design employs no capacitors providing extended low-frequency response along
with ultra-low noise performance, and wide dynamic control.

Frequency range is 10 Hz to 80 kHz, with a noise floor of 94 dBu and signal-to-noise
ratio greater than 90 dB. Unweighted THD + Noise is typically 0.05% with no Tube Drive
used, and up to 10% with 20 dB of Tube Drive. This means the TubePRE can provide both
a high-quality clean sound as well as a colored tube saturation effect.

The front panel offers a gain and tube drive rotary control yielding 0 dB to +40 dB
amplification for the gain stage, and 0 dB to +20 dB for the overdrive circuit. Four
illuminated push switches control phase reverse, 20 dB pad to control high level
input signals, an 80 Hz rumble filter that rolls off the low-frequency section to control
bass swell (especially in live situations), and a 48v phantom power supply for condenser
and some ribbon microphones. A red peak indicator fight and backlit VU meter round out
the front panel features.

The back panel contains the input, output, and 16-volt AC power connectors. The
input section features a standard balanced XLR connector with an input impedance of
1.3k ohms and a 1/4-inch unbalanced “instrument” input with a 1 Megohm input
impedance. The output section features the same connectors as the input section, with
a balanced XLR output impedance of 51 ochms and an unbalanced 1/4-inch TRS output
impedance of 51 ohms. Power is supplied by an external transformer rated at 16
VAC/1,000 mA, consuming 16 watts. The unit comes in a compact, steel/aluminum case
that takes up 1/3-rack space and fits in a universal rack tray. www.presonus.com

B FOSTEX MR-8 DIGITAL MULTITRACKER

Portable multitrack recorders are growing in popularity, as they shrink in size, cost, and
weight. Fostex wasn’t the first company to introduce a portable multitrack recorder, but
its initial offering is a stunningly cost-effective eight-track recorder for portable use.

The MR-8 ($299) recorder/mixer {with real faders, knobs, and buttons) records to
CompactFlash memory cards. Recording and playback uses uncompressed, linear
16-bit/44.1 kHz digital audio for a total recording time of about 25 track-minutes on
the supplied 128 MB CompactFlash card. An Extended Mode doubles the available
time, and larger capacity flash cards are also available.

The unit measures 2.5 x 12 x 8.5 (H x W x D, in inches) and weighs 3.5 Ibs; operating
on six AA alkaline batteries, it offers about three hours of recording time in the normal
mode. The unit features several on-board effects, including reverb, delay, guitar distortion,
amp simulation, mic simulation, and mastering settings. There are dual XLR mic inputs,
two guitar inputs and two headphone outputs.

Other features include a USB port for WAV file import/export, archiving and CD
burning via a PC interface, S/PDIF digital output, and a built-in microphone for memos,
notes, and quick recordings of ideas.

CompactFlash media can also be read by many laptops and other computers,
allowing the files to be used in a different host environment. A 128 x 64-dot matrix
display and self-illuminating keys to show current sfatus are designed to streamline
operation. www.fostex.com
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wireless systems and effects pedals.
The compact lightweight unit can
be attached to a guitar strap or to
an effects pedal board.
www.radialeng.com

Z-Foam from Primacoustic is a
high-density, open cell acoustical
foam that is sculpted into a deep
anechoic wedge shape. The flame-
resistant foam is effective down to
500 Hz. The new foam also features
a “frame-cut” design that allows cut
pieces of foam to be easily lined up
for a professional clean look.

www.primacoustic.com

The V2.0 software upgrade ($99, or
free download) for the Eventide
Eclipse features two new algorithms,
the DynamicDistortion and
Predictive Vocoder modules. By
modeling analog distortion types
based on a proprietary curve-fitting
process, the DynamicDistorition
module produces characteristics
that are highly responsive to the
input signal. The Predictive Vocoder
creates a vocoder effect using a
high-resolution physical model of
the human vocal tract. Also new is
a program compare function, as
well as significant enhancements to
the system’s performance.
www.eventide.com

TASCAM'’s Giga-PCI package
combines the PCI-822 computer
digital audio/MIDI interface card with
their GigaStudio 96 software. The
PCI-822 is a PCl-format computer
card for Windows 95/98/XP that offers
digital audio and MIDI interfacing.
www.tascam.com

The Akai Fatbody multi-effects
processor uses acoustic guitar
modeling to create the sound of an
acoustic instrument from a piezo
pickup’s output. It also features a
built-in guitar tuner, reverb, low shelf
and high shelf filter, compressor,
noise gate, and chorus/flanger/slap-
back echo/rotor effects; effects can
be easily combined...The Rotator
signal processor uses modeling



technology to simulate the physical
effects of a rotating speaker, but also
incorporates multi-band distortion to
create a smooth distortion sound...
MPC4000 operating system V1.40
adds the ability to save directly to
ATAPI, SCSI, or USB CD-R/RW drives,
providing convenient, low-cost
removable media storage of up to
700 MB of data. This enhancement
allows MPC projects to be saved
directly to the on-board CD-R/-RW
drive. Discs can be shared with Mac
and PC computers, as well as any
OS compatible MPC4000...0S
V1.40 for the DPS24 adds improved
mastering tools (dithered bit reduction
and sample rate conversion), a project
recovery function and improved sup-
port for ak.Sys Track View software
that provides a PC-based graphic
editing environment...The HV-10
DecaBuddy, a rack-mount version
of the DecaBuddy VST plug-in,
adds up to nine harmony parts to a
vocal track, and also provides pitch
correction and formant changes
(male to female or vice-versa).
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MOTU unveiled MachFive, Universal
Sampler is a broadly compatible
software sampler capable of handing
surround samples. See First Looks
elsewhere in this issue for more on
MachFive...MOTU was also showing
a pre-release version of the upcoming
Digital Performer for OS.
www.motu.com

Alesis featured their new compact
surround monitoring system,
ProActive 5.1. Comprising five tiny
satellite speakers and a subwoofer, the
system also includes built-in decoding,
450 watts of power, analog and digital
|/0O, wireless remote control, and it’s
THX approved. www.alesis.com

B KORG TRITON STUDIO OS 2

EQ covered the Triton Studio previously as a First Look in large part because we saw it
as a studio with a keyboard attached, not the other way around. 0S 2.0 shows that
assessment was correct, as the enhancements relate mostly to making it an even more
capable keyboard-centric “all-in-one” studio.

Triton Studio now adds two dedicated tracks of hard disk audio recording to the existing
16-track MIDI recording, resampling, and “in-track” sampling. Audio can be recorded
through onboard effects, and several editing functions are available. In fact, entire songs
can be bounced onto two HD-Audio tracks for virtually unlimited track capabilities.

Other additions to the sequencer include MIDI System Exclusive Message recording
for real time capture and control of every sequencer parameter (including effects
changes), swing quantize, a “tone adjust” function for tweaking sounds from within a
song, and one-touch setup for recording Programs and Combinations (complete with
their arpeggiator settings).

Akai-format sample data loading has been improved, and the ability to merge
multiple banks of native sample-based sounds has been included. Audio that has been
sampled onto the internal hard drive can now be edited without loading into RAM, and
the Triton Studio can connect directly to a computer via SCSI to move files to and from
the internal hard drive. Additional enhancements include tap tempo, compatibility with
Triton Le and Karma sound and sequence data, and footswitch controf of SMF playback
mode. The operating system is available as a free download. www.korg.com

B SOUNDCRAFT MH3 CONSOLE

Audio may be traveling down a virtual path, but for live performance, large-format
consoles with plenty of real-time controls remain essential. Last year, Soundcraft’s
MH4 caused quite a stir because of its feature set and design philosophy, so
Soundcraft introduced a lower-priced follow-up at this NAMM — the MH3.

Available in 24, 32, 40, 48, and 56 mono channel frame sizes, all with an additional four
stereo channels as standard, the MH3 features eight groups, twelve auxiliary buses, the
same mic amp and EQ designs as the MH4, eight VCA and eight mute groups with
snapshot automation, true LCR panning and outputs, and an integral 12x4 matrix.

The multipurpose topology allows companies to maximize inventory investment by
using one type of console in several roles; in some cases, one MH3 console may need
to fulfill both FOH and monitor duties.

Using Modular Block Architecture, inputs are assembled in blocks of eight, which
helps to reduce both manufacturing cost and weight, but have been designed so that
access to modules for servicing is still from the top of the console. Four stereo inputs
comprise a single block, while the output and master modules also form two blocks.
Each mono input module features four-band EQ with two parametric mid sections and
swept high and low sections

Additional module blocks permit input/output flexibility, with a block of four mono
and four stereo inputs available to replace eight mono inputs, or an eight-way stereo
input block to bring the console’s stereo capacity to twelve inputs.

The mode in use is determined by the output controls — there are a dozen
fader-controlled outputs and eight rotary-controlled outputs. Each output section
also features a stereo FX return with three-band EQ, with routing to the main mix
outputs or to whichever signal is under fader control.

The integral matrix has four outputs with input feeds coming from the eight
group busses, L, R and C mix outputs, and an external line input. The matrix can be
expanded to 12x8 by using an optional module, which aiso has four mono inputs and
would replace an eight-way mono input section.

Prices range from $15,495 (24 mono + four stereo channels) to $28,995 (56 mono +
four stereo channels). www.soundcraft.com
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The K271 and K171 Studio head-
phones from AKG Acoustics feature
a closed-back ear cup design and
ambient noise attenuation...The SR
40/DIV ($250), a stationary UHF
diversity receiver, augments the
WMS 40 Wireless Microphone
System series. It comes with an
all-metal case, automatic squeich,
optional rack mounting kit, and
provides two outputs that are
adjustable from mic to line level. The
SR 40 Diversity is also available in
handheld, bodypack, and microtools
system packages. These include
the WMS40/DIV/880 diversity
handheld system with a D880 cap-
sule ($436), the WMS40/DIV/55
bodypack system with a CK55L
cardioid lavalier ($448), and the

($398). The WMS40 Diversity micro-
tools systems include the WMS40/
DIV/GB with GB 40 guitarbug
($428), the WMS40/DIV/SO system
with a SO 40 wireless transmitter
($428), and the WMS40/DIV/MP
with the MP 40 micropen ($448).

www.akg.com

Crywolf’s CoolMac Silencer
xCab (from $1,699) and gCab
(from$699) use heat pipe and air-
flow technologies to eliminate the
need for external fans and provide
quiet, cool sound enclosures for
Apple Xserve and PowerMac G4
computers. Noise from an Xserve
is reduced by 44 dB and a
PowerMac G4 by 28 dB; the cabinet

WMS40/DIV/GT bodypack with a
MK/GL guitar/instrument cable

is virtually airtight to prevent the
entrance of dust and dirt, and

B EVENTIDE CLOCKWORK?S LEGACY PLUG-INS

A long time ago in a galaxy far, far away, Eventide was known for producing analog and
digital signal processors that set new standards for their time. Long out of production,
but still coveted for their sound, these classic algorithms have now been ported to the
Pro Tools HD platform, where they've been reincarnated as plug-ins.

The Clockworks Legacy series emulates the sounds of several plug-ins that were studio
mainstays throughout the *70s and '80s. These include:

The Omnipressor, introduced in 1971, was an analog compressor with an attitude. It
uniquely offered simultaneous compression above the threshold point and expansion
below; Queen’s Brian May was a very early customer, and it quickly became a part of
his signature guitar sound.

The Instant Phaser, also introduced in 1971, was a single-function analog processor
with a sweeping filter bank whose two outputs were 180 degrees out of phase from each
other. Members of Led Zeppelin endorsed it; listen closely to “Kashmir,” and you'll hear

The H910, Eventide’s first Harmonizer-brand effects processor, was introduced in 1975
and sold through 1984. Tony Visconti was among the early devotees, using it to create
the unique snare sound on David Bowie’s “Young Americans,” “Low,” and “Lodger.”

The Instant Flanger, first released in 1976, was one of the first hardware products to
recreate the flanging effect electronically. it was widely used on hit records thoughout
the '70s and '80s.

The H949 was the first “deglitched” pitch changer. Introduced in 1977, the H949 was
the only piece of digital gear Jimmy Page allowed in his rig. It became a staple in most
successful studios of the time and is considered by many leading producers and artists
to have immeasurably influenced that era’s music.

The plug-ins all offer full automation, MIDI Control, and Pro Control integration to take
advantage of the Pro Tools feature set. www.eventide.com
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costs about as much to operate as
a 20w light bulb.
www.crywolf.com

SampleTank 2 from IK Multimedia
includes three different synthesis
engines: traditional resampling,
pitch shifting/time stretching, and
the new Stretch! engine that offers
independent control over basic
sound components such as intonation,
tempo, and frequency spectrum. It
also imports WAV, AIFF, Akai, and
SampleCell sounds directly. In
addition to the four dynamic sound
parameters in the original
SampleTank, envelopes, LFOs, filters,
and other tools allow for complete
editing ability — up to 64 parameters
can now be accessed. it also fea-
tures a new mix panel, redesigned
GUI, 256-voice polyphony per mod-
ule, more effects, and easier MIDI
controller association...AmpliTube
and T-Racks$ plug-ins are now

available for ProTools 6 running on
Mac OS X...The T-RackS mastering
suite plug-in (EQ, compressor, limiter,
soft clipping) is now available for VST
and DX platforms... AmpliTube Live
for Mac OS X ($99) is a standalone
version of the Amplitube guitar
processor that needs no other
application or hardware: plug your
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Never satisfied to rest aon their laureis, our engineers were inspired
to improve upon the technical excelience and coveted sound of

valve design. How? By making it simpler.

P The new AT3060 tuhe microphone ofiers the convenience and easy
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phantom—powered tube microphone setup of a standard stud'o condenser by operating exclusively on 48V
- phantoin power — na dedicated power supplies and special cables

required. Add to that an all-new large-diaphragm cardioid capsule
design and you get the warm sounc of a vintage tube mic com-
bined with the exceotional quality and consistency you count on

from Audio-Technica
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you'd expect.
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guitar into the mic input of a Mac
running Jaguar, patch the line out to
any amplification system, and
you're ready to play with no
detectable latency. Also, the stan-
dard AmpliTube guitar software now
supports DirectX as well as RTAS,
HTDM, and VST...The IK Studio

“The Aphex 1100
is the only
preamp | use.”

Alan Parsons

&P,

sese © & P l

Bundle ($699) includes the
AmpliTube guitar amp plug-in,
SampleTank XL plug-in sound
module, and T-Rack$S plug-in.
www.ikmultimedia.com

Nady Audio’s SDR-260 is a 1U
stereo digital reverb with 60 factory
and 60 user presets. The unit
accepts MIDI program changes and
a variety of modulation effects
(flanger, pitch shifter, vibrato, etc.).
www.nady.com
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Alan Pa rsONS has been a leading figure in the recording world as a musician,
engineer and producer for over 30 years. He continues to establish standards of
excellence and innovation. "The Aphex 1100,” he says, “has such an open, detailed
and lively sound. It's the ideal passage from microphone into digital.”

The Model 1100 is » two channel discrete Class A Tube Microphone Preamplificr

with 24/96 AID converters. It is the preamp for people <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>