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Dangerously fast deployment, That's the

basic idea behind Mackie's arsenal of desktop
production tools. Because when that deadline is
looming and you'ré déep in prodtiction, the last thing
you need |s gear that's gonna slow you down. From

our expandable desktop cantrol surfaces to Tracktion
software and Onyx series mixers, everything is easy to use
and built for speed. We also design our gear extra tough,
so nothing konks out under pressure. Of course, all this
wouldn't mean jack it it didn't sound fantasti¢c—which

it does. Take a clandestine trip to your nearest Mackie
dealer for a look at our latest desktop audio ordnance.

WEAPONS OF MASS

PRODUCTION.

CODE NAME: TRACKTION v.2 (NEW) |

MINIMUM LEARNING CURVE AUDIO AND
MUSIC PRODUCION SOFTWARE,

10 RisTory
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www.mackie.com
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SONAR<

f f In this business, we don't care what a program says it does, we care ahout how it sounds—And let me tell you,
SONAR 4 sounds great. One example that I'm absolutely floored with is the MPEX Time Scaling for correcting
vocal tracks. It's as if the vocalist just nailed the take, you can't hear the processing and | couldn't find any artifacts. J J

¥ Terfy Howard Producer;Enginesr

Ray Charles, Norah Jones, Duran Duran, Mishae! McDonald, Slash, Percy Mavfield, Ellis Hall, Jimmy Scott
3 Grammy Nominations {n 2005 fur Gensus Laves Gompany :

Record of the Year, Album of the Year, Best Engineered Album
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SONAR 4 offers world-class functionality at every level of the application—from access to leading algorithms
like MPEX 3, POW-r, and Windowed Sinc; total flexibility in configuration; accurate visual display of waveform
information; smooth responsive metering with configurable ballistics; and under the hood processing power.
SONAR 4 ensurﬁls ‘Your projects retain their professional polish from inception to final delivery.

Learn fare about SONAR 4’s precise angincering technologies at www.sanard.com/precision

World Radio History
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WHY WE ARE SO GREAT. AND
HANDSOME. BUT MOSTLY JUST GREAT.

“I don't know karate, but | know ka-razor." - James Brown
Exactly.

Except in this instance the razor of ka-razor fame might be
accused of belonging to Occam and so it goes: simplicity is the
watchword of the day. At least today.

That is: scratching your left ear without having to get dressed up
to do so. So whether it's personages from the pantheon of great
production like JACK JOSEPH PUIG, MALCOLM BURN, or
JIMMY DOUGLASS, or trenchcats who cut their teeth on making
do with making great sound without the sometimes necessary
millions behind them like Studio G's JOEL HAMILTON, ALEX
OANA, or FUGAZI's IAN MACKAYE, this issue is chockfull of
what might arguably be called the wisdom of the age of trying to
do it all a little bit better, faster and cheaper. Call it the science of
old dogs and new trickery or new dogs and old trickery, THE EQ
GUIDE TO GETTING IT and its ONE HUNDRED tips from all the
aforementioned and sundry staffers, is a kitchen sink factotum
that'll help you do almost all of what you'll need to do—from
tuning your room (thanks to BOB HODAS]) to getting high {thanks
to LES CLAYPOOL)—to get it happening in studio.

And if that's not enough we've also got the THIEVERY
CORPORATION stealing everything that's not been nailed down
in their effort to share and show how much complexity went into
simplifying their very simple sound. Toss in our eight searing
product reviews and you've got a February to remember.

Enjoy yourselves. We did.

PS. I'm sorry. | almost forgot to introduce myself what with
Mitch having done such a good job of it last issue. My name is
Eugene...and I'm an audioholic.

Cheers,

The BAND STAND

If you could magic wand away one element of the
current recording set up, what would it be?

f

-

N

Mitch Gallagher,

Editor

While | prefer to have as little
gear in the studio as possible,
I'd most like to get rid of the
room itself. With the spaces
most of us deal with, It's
almost imposstble to get them
acoustically perfect

Craig Anderton,

Editor at Large

Anything with moving parts,
especially motors and fans —
solid-state storage and passive
cooling all the way! The result
would be a quieter, more
reliable, more environmentally
friendly studio.
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John Krogh,

Technical Editor

Cables. Even in modest
recording setups, there are

coax S/PDIF, USB KVM
switching, USB hubs,
Ethernet, MiDI, XLR and
1/4° analog — it never
stops. Besides creating
clutter, cables can quickly
turn your setup into an

i unwieldy beast

too many cables — TOShink,
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Live lets you focus on what really matters: your music.

| wiapi—

Sem Real-Time Music Production for Mac 05 and Windows |

Audio & MIDI
Studio &= Stage
Recording ¢— Remixing
Sampling ¢ Sound Design
Composition & Improvisation

One Interface
version 4

Ableton Live is the only music-production solution that allows you to spontaneously compose, record, remix,
improvise and edit your musical ideas. Live brings your acoustic, electronic and virtual instruments together
in a single audio and MIDI production environment with unparalleled ease of use.

Available Now. Download the Live Demo at www.ableton.com. - |I}| m——
M=
pistributed by IMI-AUJDIO ableton
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Propellerhead Reason 3.0
Music production software

We scooped the world on this in last issue of £Q and the world was glad for both the leg up and
Reason 3.0 ($TBA), a pretty major updadte 16 its flagship music software system. Claims for the new
version, up to and including the betterthan-sliced-bread boast, nimbly take Reason “from the studio
realm to the stage,” and feature the Combinator, a new module that lets users build chains of Reason
instruments, effects, patterns, and so on, and save them as combi patches. Other new features include
1-step loading of customizable instruments, out-of-the-box compatibility with most major control surfaces,
an expanded soundbank, an optimized browser, and the MClass mastering suite. Cool.
Propellerhead, www.pronellerhead.se

BY KEVIN DWENS

Native Instruments NI
(F_lllo el Komplete Care 2005

sl {pdate package

NI Komplete Care 2005 ($279) is a flat-fee, all-inclusive
update package for the NI Komplete 2 bundle. KC 2005
subscribers will receive all major Komplete 2-related product
updates released in 2005. Each new product version will be
] shipped at no additional cost and at the earliest possible

o s date. Komplete Care customers also receive a “Care Card”
with a unique serial number that qualifies them for special
offers. For like haircuts. And stuff.

Native Instruments,
www.native-instruments.com/komplete-care.info

M-Rudio Ozonic

Fire\Wire audio/MIDI interface

The FireWire bus-powered Ozonic ($599.95), outside of having one of the cooler
outerspacesonic names, is an audio interface/MIDI controller that has a 37-note,
velocity-sensitive, synth-action keyboard with three zones and assignable aftertouch.
Which is to say: it's completely outerspacesonic. Its complement of 40 assignable MIDI
controllers includes & joystick, gight knobs, nine sliders with drawbar mode, nine buttons,
pitch and rod wheets, and sustain and expression pedal inputs.

M-Audio, www.m-audio.com
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Buzz Rudio MPE]]

Mono parametric equalizer

The MPE1.1 ($1,250) is an outboard EQ that's based on the EQ section of Buzz's new ARC1.1 and has a variable highpass
filter, high and low shelving sections with selectable tunings, and two sweepable mid-band sections with continuously variable
Q. Other highlights include a real choke {inductor) for the low sheif section, and selectable “tight” or “broad” high shelf curves.
The MPE1.1 can be fitted with optional Sowter input and output transformers.
Buzz Audio, U.S. dist. by Atlas Pro Audio, www.atlasproaudio.com

AMS-Neve 1013 OPA and 1033 DPD .

Microphone preamps -

AMS-Nevae is bringing the way-out wild hi-fi vibe of yestei year
to the age of NOW How? By pumping the coveted 1073
sound of the 1970s to a whole new generation of audlo
engineers with the release of two new preamps. The 1073
DPA ($2,799) features two 1073 class-A preamps in a 1U
rackmount box; the 1U 1073 DPD ($3,399) also features
two 1073 pres but adds professional A/D converters, and
supports digital sampling rates of up to 192kHz.

AMS Neve, www.ams-neve.com

Primera
BravoPro

Professional
grade CO/DVD
publishing system

Designed for hands-free, automated production of up to
100 CDs or DVDs per job, the BravoPro (CD
Publisher $3,495: DVD Publisher $3,995) uses
an advanced robotic mechanism that both destroys your
enemies, as well as automatically transports discs into
the built-in 52x CD-R (or optional DVD-R) recorder. Well,
mostly just the latter, but after recording, the discs are
transferred to an integrated, full-color printer with up to
4,800 dpi print resolution. BravoPro ships with Mac- and
PC-compatible duplication software and can burn, print,
and transport up to 50 discs per hour.

Primera, www.primera.com
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Acon Studio Time
Time scale madification plug-in pack

Are you ready for Studio Time ($119)? It's a
DirectX-compatible plug-in pack that includes Acon’s
StudioTime and StudioPitch time scale modification tools.
StudioTime lets you slow or speed up material from 50-300
percent of its original duration, and StudioPitch makes it so
you can shift the range from one octave down to one octave
up while preserving the original tempo and timbre. Both
plugs support multichannel formats (up to eight channels),
as well as 8-, 16-, 24-, and 32-bit sample formats.

Acon Digital Media, www.acondigitial.com
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Tempo change: From 120.00 BPMto 64.38 BPM
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Iy ital media
el v Ow
O Down
Fine tune: J ot
-50.0 0 50.(
Maintain duration
Maintain timbre

Rudio\Warrior Acoustic Strummer
Acoustic dreadnought Reason Refill

Designed specifically for Reason’s NN-XT sampler, Acoustic Strummer ($129) lets
users strum or pick guitar chords — and control their timing, feel, and intensity — using a
MIDI keyboard. Acoustic Strummer lets you map as many chords as your keyboard can handle
from its half-gig library of 24-bit acoustic samples. Sounds include individually sampled open
strings and fretted notes, hammer-ons, wood slaps, string scrapes, plinks and sweeps above the
tuning pegs, muted notes, and harmonics sampled at the 5th, 7th, and 12th frets. 440 harmonics
will be available as a download for registered users.

AudioWarrior, www.audiowarrior.com

ASK\/ideo
Cubase SX3
Level |

Introductory level
tutorial DVDO

Designed to get novice and first-time Cubase usars up and runniny
quickly, Cubase $X3 Level 1 DVD ($39) is the first In 4 new
series of tutorial DVDs. The dis¢ ¢ontains 28 professionally shot
videos for a total of over two hours of instruction. Topics
include MIDI and audio setup, new projacts, VST connections,
recording audio, looping, audio and MIDI editing, and the
mixer. Instruction is also included on using key commands and
macros, preferences, werkspaces, and managing audio. The
DVD is compatibla with Mac OS X and Windows
98/ME/2000/XP. Level 2 and Level 3 volumes for experienced
and advanced users will be available soon.

ASKVideo, www.askvideo.com
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d to the sides of your head.

ONLY BETTER

king sure the sonnd that gets Lo them is as pure, rich and detailed
microphones arc for, The KSM44 provides a bright full presence
32 gives you the must artieulate reproduetion of the original sound source.

D Your cars are what got youhcre. The
as possible T'hat's what Shurc

for critical studio tracking. ' he K$

Shurc Kk SM studio microphones are the result of 40 years of pioneering studio technology.

So while we can't replace your ears, we can help you hear better.

SHURE

www.shure.com It’s Your Sound

©2004 Shure Inc. é'
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Steinberg [

\/irtual Bassist
VST

Using licks and phrases based on (stolen from . . . in a
good way) performances by top studio players,
Steinberg's completely cool Virtual Bassist
($249.99) offers a variety of bass samples in genres
ranging from rock to reggae to metal to hip-hop. The
playable library includes a range of intros, fills, and
variations that can be tweaked to taste using the MIDI
Key Editor feature, and further shaped using Virtual
Bassist's amp, cabinet, effects, and microphone models
The program also offers GrooveMatch, a tool that molds

Virtual Bassist bass lines to any existing drum groove.
Steinberg, www.steinberg.de

Oram Digital Developments Hi Def 4T
Memory EQ_

The first product from John Oram'’s latest venture, Oram
Digital Developments, is the HI-Def 4T Memory EQ
($5,985), a digital version of Oram’s Hi-Def EQ. The
unit features a digitally controlled, pure analog signal
path, as well as 1056 memory slots for all control-panel
functions. The 4T is made in the U.K. and ships with a
two-year warranty.

Oram Digital Developments, www.tridentaudio.co.uk
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Sonoma \Vire Works Sonoma 3 VST
Effects plug-in

Sonoma 7 VST ($199) combines seven effects, count 'em, each of which can be enabled or disabled separately, in
one plug-in. The effects are: Attaqg (pictured), a wah effect with manual, envelope, and sequence modes; Tripwire, a 3-band
compressor and distortion; Tempest, a modulation effect with selectable wave shapes; 4x4, a multi-tap delay with four discrete
delay lines; Supertanker, which allows the selection of reverb type and tank size; Stamina, an optical style compressor;
and Nonequal, a traditional British EQ. A fully functional demo is available for download at the company’s website.
Sonoma Wire Works, www.sonomawireworks.com
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Waves'

D= [Mwaves

IR-360

Introducing IR-360

0
| The world’s only editable

giround Facnoi ool Lol — i Surround Convolution Reverb

L

— | oroe il  The new IR-360 Reverb is lhe highly

anticipated surround version of IR-1,
the only convolution reverb that can be
tweaked with famlliar conltrols such as
pre-delay, room size, and density—
contrals that don't just filter the sound,
but actually shape the underlying
sample itself. Need the sound of the
Sydney Opera House in 5.1 but a little
smaller? You got it.

Introducing IR-L

Now create your own
impulse response samples

Version 2 of Waves' IR-1 Convolution
Reverb now lets you capturc your

own impulse response samples from
acoustic spaces and hardware devices. simplified use.

Winnar of the 2004 TEC Award for
Qutstanding Technical Achievemen!

Convolution Reverb Light

For streamlined use, IR-L is our light
version. You get the same exquisite
samples but without the extensive
controls of IR-1 for efficient,

Introducing www.Acoustics.net W

The download source for convolution samples Now IR Series Reverbs came with even more
pristine samples of the most revered venues in the world, from London's Wembly Stadium to Manhattan’s
Birdland jazz club. Recorded under the guidance of renowned acoustics professor Angelo Farina, the
samples feature new micing options for even more control. These samples—as well as samples contributed
by Waves' IR Reverb users—are available at www.Acoustics.net, a new Waves websité dedicated to impulse

response sampling.

o WAVES

(Headquarters) Azrieli Center (North & South America) 306 W. Depot Ave. powered by
Tel-Aviv, 67023 Israel Suite 100, Knoxville, Tennessee 37917

| phone: +972-3-6084000 |phone: 865-909-9200 M PN

| fax: +972-3-6084056 fax:  865-909-9245 a/;‘x

14-Day Demo available at your Waves dealer and at www.Waves.com




COMPANY: DDMusic LLC
CONTACT: www.duanedecker.com
LOCATION: Woodinville, WA

KEY CREW: Duane Decker

by Mitch Gallagher

Think that game soundtracks are all fun
and, well, games? Well, they're not.
Leastways not according to Duane
Decker, who's been composing and
producing game soundtracks for over a
decade. As an in-house composer at
Microsoft Game Studios and elsewhere,
Decker created soundtracks for everything
from pinball games and location-based
entertainmant to PC and Xbox games.
He's also scored several AAA game
titles, and commercially released the
soundtracks for two games (irncluding
the first game soundtrack ever
released in 5.1 surround).

But as game development shifted
toward the film and television production
model where music is contracted out, he
saw the writing on the wall — it was
time to go freelance. So he launched
DDMusic, his own music production
company. The move has had additional
benefits. "As a freelance composer, |
can not only continue to score game titles, but also branch
out into areas that aren’t available to an in-house composer,”
says Decker.

Since opening DDMusic, Duane has worked on TV and film
production music and advertising projects in addition to continuing
to score games. "While there are some critical differences
between the linear nature of film and non-linear nature of
games, there are also similarities with regard to production and
enhancing the emotions conveyed in the story line. Making the
transition from one to the other is both logical and advantageous
for producers and directors in both media”

Decker already had a home studio rig in place when he
opened DDMusic. | have a passion for music technology. |
designed and co-built my first synthesizer when | was in college
and | spent several years as a Product Specialist for Kurzweil
and Emu Systems. So | always tried to keep my home studio
current, even when working in-house. I've been using [MOTU|
Performer since version 1 and continue to use Digital Performer
because of its powerful integration of MIDI and audio. A
MOTU 2408mk3 and two 24i interfaces provide I/O for the
system. This yields 72 ins and 34 outs; more than enough to
allow my system to be hooked up and ready to play at any
time without repatching”

ATC Electronic PowerCore provides additional plug-in power.
Digital Performer is locked picture using QuickTime, which

12 EQ FEBRUARY 2005 www.egmag.com

streams the video to a separate TV screen. Soft instruments
such as TASCAM GigaStudio, MOTU MachFive, and
Spectrasonics Atmosphere find regular use, as do his trusty
Emu E4K, EIV, and e64. A cadre of hardware synths are on hand
if more polyphony or sounds are required.

Because he offers surround production, he upgraded to a
Blue Sky 5.1 monitor system. A Mackie Universal Control
Surface provides hands-on mixing, while a DrumKat DK-10
allows for real-time entry of drum and percussion parts. For
maximum productivity, studio layout was of paramount concern
"1 laid out the racks in an ergonomic way so that the most
used items are within reach and the rest reside underneath
the desk.”

When the project calls for it (and budget allows) Decker
records live players in commercial studios in Seattle. "While
my studio can record one or two players at a time, it's more
efficient to book a commercial studio to make the live recordings
come to life.” Secure FTP is the preferred delivery method for
finished projects, although CD, DVD, and tape delivery are
also offered.

"It's great to be living in a time when the technology allows
artists to create and produce high guality music on their own
terms. It opens up the world of music to everyone who has an
interest. The benefits of the arts reach beyond simply listening
to music to touch our collective soul.”




Still the Best

Throughout our 20 year history, Stenberg has developed innovative
Mac & PC software solutions that put your creativity first. Our legacy of
innovation continues with the super powerful Cubase SX3, the feature-
packed Cubase SL 3. and the affordable and capable Cubase SE.

Cubase SX remains the most powerful, professional music creation
and production systerm you can buy with remarkable new features like
play order track. audio warp, in-place editing, and support for surround
sound. Cubase SL provides you the perfect balance between price and
performance. And finally, Cubase SE is your gateway to the coolest
music production techrnology the world has ever seen. and it won't
break your budget. Over one milion mMusicians realize their musical
dreams using Cubase. Visit a Steinberg dealer today to find out why.

(upase 5% 3

Cubase sx 3

MumIC CREATION 0_PRODIICTION SYSTEM
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Creativity First




THE LOW-TECH SPARKS

Some artists toil for years in relative obscurity, hoping for that elusive “big break” from a major label. And then
there’s Rob Garza and Eric Hilton, collectively known as Thievery Corporation, whose success flies in the face
of the conventional music industry wisdom (which is never usually that wise or conventional). But rather than
wait for that Schwab counter moment of discovery, this Washington, D.C. duo started a label, Eighteenth Street
Lounge (named after a favorite club-hang). And with virtually no distribution or backing, released the critically acclaimed
Sounds From The Thievery Hi-Fiin '95, which helped lay the foundation for what would eventually be known as
"down-tempo” or “lounge.” Call it musical wallpaper, mood music, whatever. Thievery Corporation was there at
the beginning. Often imitated, but never quite duplicated, Thievery’'s sound is a neo-post-modern pastiche
of sounds, layers of sounds both found and appropriated, and deceptively simple production all aswirl in
ways that scream “underground” and "sensation”

"I think a lot of people who make electronic music are trying to copy other electronic artists.” says
Garza. "Their influences come from other electronic musicians. But with us, we're going back to jazz,
Jamaican, reggae, Brazilian, Indian, Hindu soundtrack, dub . . . for us, these are the styles we like to listen to
more than electronic music. !t's a very different angle.”

While other artists turn to electronic-tinged textures to concoct their own brand of down-tempo, Thievery
remains true to their organic ethos. “We're scared of using sounds that come off as too modern;” Garza admits.
“Take the '80s, for example. We always joke about the ‘Axel F theme' from Beverly Hills Cop. I'm sure at the
time, that song sounded cool and modern, but now it just sounds stupid. That's the danger with technology.
It always has the novelty of being new, but in the end does it stand the test of time? That's what affects us
— records that were produced 30 or 40 years ago, but that still sound cool.”

Arguably, it's the lack of following the constant ebb and flow of commercial trends that has kept Thievery
Corporation’s success relegated to underground status, which is just fine by them. “That's the way we like it,”
Garza quips. "We're always concerned about going above the radar too much. We like being in a zone, flying
just below the radar, where people respect what we're doing. It hasn't become gimmicky or determined by
a fad”

“It helps that we're on a small label,” adds Hilton. “I mean, it's our own label. {laughs) We don’t really have
a marketing machine behind us, other than one very good friend in LA who tries to get the word out. We don't
have to sell a lot of records, or as many records, | should say, to have a good career. If we were signed to a
major label and trying to do this kind of music, we'd be considered a complete failure.”

But they're far from failure. Their latest record, Cosmic Game, is host to three marquee collaborations and
is poised to exceed the critical and international commercial success of Richest Man in Babylon, which was
released in 2002. This time out, Thievery enlisted the lyrical and vocal aid of Talking Heads former lead singer
David Byrne, the Flaming Lips, and former Jane's Addiction front-man Perry Farrell.

“Rob and I wanted to do something a bit different,” notes Hilton. “We talked about exploring some of
our ‘rock’ influences on this record. But of course with us, rock is a relative term. We knew the Flaming Lips
from a couple of years ago, when we opened for them in Iceland. With David Byrne, we had done a remix
for him, so there was a relationship there, and he was an obvious choice because we really respect him
And as we were starting to work on this record, we heard from a friend who was at a conference in L.A.
= where Perry Farrell was speaking and he went on and on about us. So things developed from there *
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On the heels of their popular sophomore effort, Thievery went
into Cosmic Game with the recording jitters often associated with
standing in the shadow of previous success. According to Hilton:
"We thought it was going to be a lot harder, because we were
thinking, "How do we follow up Richest Man in Babylon?' But then
we got into the studio, and ideas just started to flow. For us, we
sort of follow the path of least resistance in the studio. It's a very
intuitive process. For instance, if bass and keys were working, then
we went with that. Often times I'd pick up the bass and Rob
would play a keyboard, and see what happened. But we never
struggle at it, because as soon as you start struggling, whatever
comes out isn't going to sound great, | think. At this point in our
career, we feel very secure in our music making abilities to the point
where we know we're capable of coming up with grooves and songs,
so the process was easier for us.”

In keeping with their laid-back demeanor, Garza and Hilton
took an approach of experimentation as opposed to working out
arrangements in preproduction. There was no worrying about ticking
clocks and bottom lines. Consequently, they were free to let ideas
bubble up and develop on their own. “We usually sat around playing
and programming a beat or different grooves, and that's how our
songs happened,” Garza explains. "We ftried to go in every day of
the week, and even if we didn't come up with a song a day, we made
it a point to come up with something — a loop, at least.

“It's like a work ethic, which is important — mentally we
already had the intention of committing our time to creating new
music. It's like that cliché, 95% of success is just showing up.”

Committed though they were, they had no preconceived
concept of the shape their record would ultimately take. With cuts

like Perry Farrell's "Revolution Solution,” the Lips’ “Marching the
Hate Machines (Into the Sun), and the harder-edged "Warning
Shots,” which features Sleepy Wonder and Gunjan, the die was cast.
Themes developed, and Cosmic Game hardened into a reggae
dub-style protest record.

"We set out to make some new [Thievery] music”” recalls Garza.
"And when it came time to put down lyrically what was on our mind,
those themes are what surfaced. Interestingly, the people we
collaborated with were feeling the same way as us, so when we
heard their tracks. We were pleasantly surprised that they were on
the same wavelength, lyrically.

"These are all artist who we respect immensely, especially
lyrically,” he continues. “So we didn't want to inhibit what they
were going to do in any way. We didn't give any of them any lyrical
direction. We pretty much gave them free reign to do whatever
they wanted. When we got the files back with their vocal tracks,
we were sort of scared to hit Play, because we didn’t know what
we were going to get. But when we heard Perry on 'Revolution
Solution’ and the Lips on 'Marching the Hate Machines’, it tied in
with our own feelings and mood for this record.”

So by happy accident the D.C. kings of lounge ended up with
a politically charged record that still manages to retain a relaxed vibe
complete with the Corporation’'s trademark Waurlitzer piano riffs,
diggable bass, dusty beats, and dubbed out delays. There's talk of
adding Cosmic Game to modern rock radio playlist rotation, and even
taking it on tour with a live band. But as with all things Thievery,
these things will be determined not by boardroom committees or
forced decision, but by whatever natural forces seem to guide them
on their path of least resistance.

recording technology

Thievery Corporation’s
Consulate studio,
where the bulk of
Cosmic Game was
recorded, resides in a
four-story brown
stone. Decidedly
low-tech, the
Consulate is more
about creativity than
cutting edge recording
technology. You won't
find racks of high-end
outboard or specially
designed acoustics.
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For this record,
Hilton and Garza
relied on their engi-
neer, simply known
as “Stone,” who
jokes about the
Consulate’s design.
“Our ‘isolation
chamber’ is a
framed in bathroom
with carpeting on
the walls. We do
have a little problem
with reflections in
that room, but if

you face the singer
into the corner, it's
not a problem.”
According to Stone,
everything was recorded
into Logic running on a
1GHz dual-processor
G4 outfitted with a
MOTU 896 FireWire
audio interface and a
Universal Audio UAD-1
card. On Logic, Stone
relates: “We end up
using instruments and
effects that come with

Logic simply because
they work so well
within the program. For
example, we use the
EXS24 sampler - it's a
seamless integration
with the program. It's
easy to use, sounds
great, the filters in
particular . . . we also
use the EVP88, not in
place of a real
Waurlitzer but for a
different-sounding
tine-type piano. Of

course, the tape
delay gets heavy use,
with many, many layers
of automation.”

For tracking,
Consulate’s mic closet
consists of an AKG414,
Shure KSM109, and
Octava M319. A Peavey
VCL2 compressor gets
frequent use. And for
mic preamps? Thievery
depend on their trusty
Mackie mixer with
XDR preamps.
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Twenty-five years ago, Sweetwater was founded by a recording studio owner who &
needed the same things you need today: quality gear at great prices, expert advice before C oo, 01' ' “‘
the sale, and first-class tech support and service after the sale. He assembled a staff & "?fz& E
of audio professionals who could provide top-notch service to recording professionals . ‘.‘ e'

like you. Over the years, continued growth, dozens of industry awards and {above all) o ——
customer loyalty have shown that “The Sweetwater Difference” has made a difference

in the way engineers and producers buy gear.

A quarter century later, other audio retailers have figured out that presenting themselves
as “professionals” is a good idea. And if imitation is the sincerest form of flattery, well,
we're flattered. But Sweetwater Sales Engineers, tech support staff and service experts
remain the yardstick by which alt other dealers are measured. So no matter whatyou need
for your studio — from cables to consoles or anything in between — counton Sweetwater
to be your first and best source of information, great prices and total support.

.....

SWELTWATER HAS WON
DOZENS OF INDUSTRY AWARDS,
INCLUDING THE FOLLOWING:

Mosic & Sound Retailer Awards
# Hest Lustomer Service

» Best Sales Staff

* Best Recording Retailer

» Best Sottware Retailer

* Best Keyboard Retailer

Several Music Inc. REX Awards
for Wetail Excellence

e, 500 List

Desler of the Year Awards

* Fogusrite . aw

* {inece Design 3 5

° PreSonus i 1 -

« Universal Audio 5. m TubeStation ‘g

* Waves MasiER ©
and many more it : S
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WWW.SWBEtWﬂte I’.00m Call for your FREE copy of our 300-plus

page ProGear 2005 directory packed

Fax (260) 432-1758 * 5335 Bass Road, Fort Wayne, IN 46808 . _b , with the latest pro audio gear.



The devil is in the details. And the details both large and small
are obscured under more detail — most of which can help,
some of which may hurt.

by everybody who's anybody in modern music to help you dig your way out of
the morass of music production ephemera. Everybody complains about the
rain. We're just doing something about it.

ITCHING TO GET YOUR
PROJECT STARTED?
YEAH. WE BET YOU ARE.
AND YOU CAN. RIGHT AFTER YOU DO WHAT WE TELL YOU. YUP. DO WHAT WE TELL
YOU AND NO ONE WILL GET HURT.

BUILD YOUR ROOM AROUND THE BEST SPEAKER/LISTENER SETUP

TRIP THE TUNING FANTASTIC FOR YOUR SPACE. Why are you in this business? Audio! A studio should be a

listening space, not a gear showcase. Clients w e back to you if you have
BOB HODAS (rhymes with YODA's) knows more about tuning rooms

the coolest gear but their CD does not translate when they take it home Many
than any one individual has the figlit to. He's analyzed and correcied studios of a room’s serious bass problems can be solved just by getting the speakers and

listener in the right position. Finding the proper pasitians can be difficult and time
onsuming even with good measurement year, and the process Is too long 10 explain
here. An inexpensive alternative ($100) that can achieve, at a minimum, a 75%
solution is RPG Inc.'s Room Optimizer program. It can help calculate the proper
speaker placement for rooms with parallel walls {your basic home studio)

for everyone from Sony Music Entertainment to Abbey Road Studios and his

most recenl projects include an acoustic réngvation of The Record Plant's

S$SL-4 and Flea's home studio. He had wanted us to call this “6 Cheap Sirloin
hile they were free they were in nn way cheap.

SYMMETRY. If you don’t set your speakers up symmetrically in a room, t iey will wind up with different frequency responses due to speaker/boundary interference. Your
speakers are fairly omnidirectional below 200Hz. So a lot of low energy is com ng off the back and sides of the speaker. The signals that bounce off the walls and ceiling are
going to mix in with the direct speaker signal. This delayed bounce will cause comb f Itering. The time delay and thus, frequency of interaction is dependent on the speaker
distance from the walls. If the left and right speakers are different distances from the walls, the cancellations will occur at different frequencies. Different frequency
responses means that the speakers will sound different and also mess with your imaging. Bass is the foundation of building any mix so it has to be correct, and boundaries
significantly affect a speaker’s bass response Symmetry also applies to your equipment setup. Low frequencies are sensitive to gear placement. For example, if all of your
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PUT YOUR SPEAKERS ON

At this point | want to mention the
evils of console reflections. The
console and worktable are subject

FIND AND TREAT YOUR FIRST ORDER REFLECTIONS. High frequencies will act the same as the bass described in Tip #2.
The difference is that they are more directional and above 400Hz will be subject to simple geometry. This means that you can use a
mirror to find the reflection points. Invest $30 in a 2'x2" plastic mirror. Have a buddy sit at the mix position while you place the mirror flat
against the walls and ceiling. Move the mirror around until your buddy sees the left and then the right speaker reflected in the mirror.
Have your buddy slide side to side across the console to cover the entire mix area when looking in the mirror. Mark these areas so you
can treat them. For the side walls and ceiling an inexpensive solution is a 6 Ib. density, 2" compressed fiberglass, such as Owens Corning
705. The fiberglass should be covered with a fabric that is acoustically transparent. Go to a fabric store and pick out something with a
very open weave. You should see some light pass through and if you held it over your mouth you should be able to easily blow through
it. Only treat the areas where you saw the speakers, or slightly larger, and don't over do it. An over-damped room will sound like the life

to the same reflections as your
walls. Now | realize that you can't !
do this if you have one of these |
all-in-one workstation pieces of |
furniture, but you should be aware }
of these tight reflections bouncing :
into your face. If you have the :
i
1
)
]
)
]
)
]
)
]

[}
]
]
[}
[}
]
L]
]
]
]
STANDS, NOT ON THE CONSOLE. |
]
]
1
]
]
]
]
]
]

has been sucked out of it since you will disproportionately damp the high-end reverb time.

BASS TRAPS CAN HELP OR HURT YOU. There is no rule of thumb for GATHER AS MUCH KNOWLEDGE AS YOU
bass traps. Many times trapping a comner is just what you need to control a reom CAN. This space is too short for any in-depth advice.
bump, but I've also seen corner traps put big holes into a room response. The NARAS Producers & Engineers wing just published
Sometimes you would do better to cut the comer off with a hard surface or leave a guideline for setting up 5.1 mix rooms. While not
the corner as is. In some cases the trap should be in the ceiling and in perfect, there is a lot of good information in there. Read

]

]

]

]

]

]

]

)

]

)

some cases on the back wall. | personally believe in measurement and ; the articles on my website at www.bobhodas.com. | am

freedom, move the speakers back !
]

1

]

1

]

]

]

on stands. Use the mirror again
for this. If you sit at the console
and can see the tweeters in the
mirror, you're in trouble. Move those
speakers back so you see no
reflection in the mirror (usually
about 8" behind the console).

experimentation to get the best results. | don't think you can do it just with tones way behind on getting current articles up there but Il
so I'll recommend renting an RTA and a flat microphone (don't use your be putting more up as we get into the new year. Read
favorite vocal mic). Experiment with treatments and do some listening too! The your trade mags. You may get frustrated by conflicting
ears are the final judge in all of this. opinions in the studio design trade the deeper you
"""""""""""""""""""""""" get into this, but hey, it's not a perfect world.

42. POWER UP OLDER GEAR PERIODICALLY.
We all have them: Those pieces of older gear
we once loved, don’t use, but

GET A LEG UP ON IT. There are probably certain setup
things you do with any sequoncer each time ynu use it. So
why do them every single time you start a certain kind of project?
Outside of bad home training? Use a program’s “template”
teature, and if it doesn’l have one. then just save certain
basic projects according to type

can't bear to sell. However,
if you want them to contin-
ue to oxist, power them up
from time to time, work the
controls, plug things into the jacks, you
know: do the do. Moving parts like to move, and
corrosion can build up in connectors unless they
get some exercise.

PRE-PATCH. Nothing kills inspiration like waiting for the
engineer to set up the recording chain (or taking time to patch
things in yourself, if you're wearing the artist and musician
hats) Se plan ahead. If you're going to be overdubbing electric
guitars, set up any Dls, re-amping boxes, tuners, and so on,
ahead of time, so all you have te do is plug in and hit record.

SCRATCH OUT A PASSWORD/AUTHORIZATION CODE FILE.
If you lose a password or authorization code for your software, don’t .
expect much sympathy from the manufacturer. Create a file that
contains all this crucial information, along with info like passwords
to user update areas, then place this file in a folder that contains any other needed files {like
HTML files used to register software). Make this folder “Copy Protection Central” with ail the
data you need to install and authorize software. Save this to CD, ant buy a USB thumb drive
that's dedicated to holding this data. Print out the file of pass-
words as an additional safety measiire. You'll be glad you did

— - - - B

If you have a piece of hardware with an internal fuse, you know

that it will go at the worst possible time. Make life a little easier

by attaching a replacement fuse inside the case, so that when you
open it up to access the fuse, there will
already be one there. If the equipment
doesn’t run too hot, you can just tape the
fuse to the side with duct tape. If you're
concerned about the fuse coming lose and
wreaking havoc, then drill a hole, attach a
dummy fuse holder with a screw, and insert
the replacement fuse into the holder.

41. DO SOME DRY RUNNING. During a
mix or recording session with the client
sitting over your shoulder is not the time to
learn how a new piece of gear works. Take
time in between sessions to practice with
it — run a variety of tracks (drums, guitar,
vocals) through that re-issue “vintage”
compressor at different settings, feed a
guitar cab with a direct “reampable” signal

while repositioning a new microphone, or
whatever, and be sure to record the results
so you have an audio record of how things
sound at different settings.
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ALEX OANA'S TRIBUTE TO
THE PAINFULLY OBVIOUS

Well when they say “somebody has got to say it,” pretty often it goes unsaid.

Call it the fear of the obvinus, the fear of the redundant, or the fear of the nose
on your face. ALEX OANA (Mudvayne, SPY MOB), it could be said, is
absolutely fearless in this regard. Forthwith his FIVE tips on stuff you probably
know (but can’t hurt to be reminded of).

0 KNOW YOUR BANDS. Not frequency bands either. Get to know the artists
! aswellas you can. Collaboration is about people — the better everyone knows everyone
1 the more honest everyone can be in the process. If you're on an out-of-town session,
I stay with the band. Share toothpaste.

0 Soooocooooooooocoooomoommoooooomomomoommmo oMo o e e oo o
q THE BUCK STOPS HERE. Going back and forth over decisions can be a huge
| time-suck. Figure out who the producer is to avoid any power struggles. One person
E calling the shots can streamline any process. Stiff upper lip, soldiers.

1 MIX ALONE. Mix the song until you love it, without anyone looking over your
shoulder. Then email an MP3 to all the band members, A&R, and so on. Have the band
elect one member as the liaison to communicate their wishes to you. Tell the A&R to
get areal job.

COMPUTERS MAKE MUSIC. The biggest blessing and curse is the ability to
endlessly rework a song. Make sure it’s a good song in the first place — that'll save time!

E AND TO CYNICALLY SIMPLIFY, REMEMBER TO: not get creative, develop
! presets for your recording, mixdown, and mastering phases so you can get through a lame
1 project as quickly as possible, and if the band is no good and you're not looking forward
i tothe session, get someone else to do it. These-might make me sound horrible, but
i they are eminently practical.

)

GET...
OUCH!
CUSTOM
CABLES!

Do you have a piece of gear that
depends on some weird cable
that's made by the manufacturer
and no one else? Buy a
replacement, now, and put it
in a safe place.

20 EQ FEBRUARY 2008 www.egmag.com

REPLACE BATTERIES. A battery that's

teaked all over your gear will likely ruin it,
because the chemicals inside batteries are highly corrosive. If they just
attack the battery connectors, that's bad enough; but if a PC-mounted bat-
tery (e.g., for backup) leaks over the board, that board will die a premature
death and will be almost impossible te fix. When equipment ish't going to
be used for extended periods of time, remove the battery. Your gear will
thank you for it.

IF YOU'RE NOT GOING TO PAINT THE TOWN, AT LEAST PAINT
YOUR PLUGS. Buy a set of enamel paints with a wide variety of colors at a
hobby store, and put a dab of paint on each end of your patch cords. Ideally,
each cord would have its own color. This makes it sooooo much easier
should you need to troubleshoot which connections are going where.

SO HOW OLD IS THAT BATTERY? With battery-powered gear
(including remotes), write the date you replace a battery on a removeable
sticker, and affix it to the outside of the gear {preferably somewhere near
the battery compartment). This gives you an idea of how often batteries
need to be changed, but more importantly lets you know if a battery is
really old and should be replaced just to make sure it doesn't leak or
cause other problems.

GOT PDF? A lot of companies post their manuals online as PDF fites.
Download these and save them to a CD. Not only will this let you get rid of
the paper version if you need to save space, but the document will probably
be searchable — great when you need to look up a specific term to remind
yourself of how it works.

REALIZE THAT NONE OF THESE TIPS WILL HELP YOU. AT ALL.
JACK JOSEPH PUIG {John Mayer, GREEN DAY, Goo Goo Dolls, NO DOUBT)
says “none of these tips matter. They matter but they don’t matter. There's
a balance. A perfect example is | once did a session in a studio | had never
worked in before and | wanted to prove to myself that it didn't matter what
gear | used, but that the real talent was in being creative, breaking the
rules, thinking out of the box and trying something you may have thought
would never work. We were tracking drums and | told the assistant to grab
the first 12 mics on the left and put themup . . . it
ended up being the most amazing session and

the song went on to be a massive hit. The SM57
is the most commonly used mic on a snare drum
or guitar amp. But it's more about what you do
with that microphone. These tips are important,
if they inspire you to go down creative
paths. Hopefully your interpretation of
these tips will inspire you and that
is what really ends up making
the difference.”
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Adventure for Mark Mancina includes i
collecting guitars. With over 100 guitars in ’ ey
his collection, Mark says, "One of my favorite {3
acoustics is a McAlister Terz. We just did a
session with it using the TD-1. What a sound!!
I've had guitars made for different movies
(Speed, Training Day, Tarzan...many others).

I can always count on Millennia gear to give
me the detail that these instruments deserve.
The recordings always hold up — even in a
large orchestral setting. I love having the

best of both worlds. In film scoring you

need it. Great mics and outboard gear —

the TD-1 supports that relationship. It's

my ‘go to’ piece.”

| Adventurons?

Finally, a no-compromise analog recording
channel priced within reach of small studios
and home recordists ($1,495). Millennia’s new
TD-1 is all about pristine sonic performance,
extensive signal path routing, and “go to”
versatility.

I S Kustomized travel
, sories include Corduca
gig bag and leather handle

Hand made in Northern California,
employing REAMP*, Speaker Soak*, Twin
Topology*, Millennia’s acclaimed ! IV-3 mic

preamp, pliant DI, multi-impedance bridging,
fully parametric NSEQ, three audio transformers,
nine outputs, and military build quality...TD-1 is
destined to explore uncharted sonic territory.

Grammy and multiple award winning composer,
o, producer, conductor, songwriter, performer.,..
> %
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www.mil*media.com
i . 530-647-0750
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YOU'VE GOTTEN ALL OF THE BACK STORY TAKEN CARE. ALL
THE HOMEWORK’S BEEN DONE. NOW ON TO THE SETUP.
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ROBBY TAKAC'S
7 CENTS

We love saying his last name around here.
It's like firing a machine gun. Dr singing
that Billy Joel song. Anyways Takac, taking
some time off from The Goo Goo Dolls and
opening his three-room facility called
Chameleonwest Studios in downtown
Buffalo, NY is going to help us with our Tip
Travelogue. He helps with Tips 24 through
30 and all we have to do is mention that his
joint has three Pro Tools rooms with a small
o.d. studios, and with each featuring NEVE,
TRIDENT and a variety of outboard Pres, EQs
and compressors. And what of The Goo Goo
Dolls? Well, they're going to pitch a tent
with a remote system in an old Masonic hall
in Downtown Buffalo to record through the
Summer of ‘05. Gotta be nice.

www.eqmag.com

even if they're not all Class A pieces, they'll all add character to your
tracks and add dimension to your recording. Having tube gear helps!

Drum rooms are simply pleasant-sounding cavernous
spaces. These cavernous spaces exist all around us. ODon't feel
restricted to tracking in a studio room; explore other places for
remote recordings. Room microphones on your drum set are your
key to a “pro” drum sound. Use your room sounds!!

Amp Farm, AmpliTube, and Sansamp are useful on just
about everything but guitars

Bass amps are generally a phase-wrestling match reserved
for the mix room; a good D.1. is always best to track with



IT'S ALL WHERE YOU PUT IT. Miking a guitar amp?

Fxperiment with where you put the mic in relation to (he
speaker. Closer to the center gives more bass and a “looser” sound, while miking tommlm'
edge of the speaker sounds “tighter* and has & bit less low end.

GET A OIGITAL CAMERAS AND USE IT. They're really

handy. Done a great mic setup? Shoot it, and you'll find it

much easier to duplicate the setup in the future. Set up a
piece of hardware and want to remember the control settings? Sure, you can write down where
the dials point — but a few shots of the front panel might be easier. Recording an instrumentalist?
Take a picture. Then, when Guitar Player interviews you and asks “Hey, what guitar was The
Edge playing when you recorded U2?,” you'll remember. Digital photos are the best, because you
can store them in the same folder as other project data.

AVOID OPTION ANXIETY. It may feel satisfying to marvel at racks full of
gear, but having too many choices — whether it's umpteen varieties of tube T H AT
compression, duplicate types of plug-in effects, soft synths, sample libraries,
microphones, or whatever — can become overwhelming and prevent you from o A
actually getting anything done. If you suffer from option anxiety, limit yourself to a o
small subset of tools to work with. Do this at the beginning of a project, before things

get out of hand. Chances are, you'll find creative ways to get more from less gear. c o M P U I E R !
HUNTING FOR UPDATES. These days, it's not uncommon to have a bunch

of incremental “bug fix" updates for every piece of software in your virtual studio. Having problems with mysterious freezes, long bootup times for

Hunting these down online after you've already downloaded them can be frustrating some programs, and general instability? Better make sure there

and time consuming. So keep all update installers in a single location, and back isn’t any cracked software on your hard drive. Aside from the ethical

this up to CD-R. If the computer crashes, or you migrate to a new machine, pop in considerations, remember that cracked software by definition

the disc, run the installers, and get on with your life. leaves out some of the original code. This can come back and bite
BACKUP FOR THE TERMINALLY LAZY OR PRESSED FOR TIME. You you in various ways.

probably have separate drives for your system and data {if you don't, you should —
consider that another tip). And admit it, you probably get a little lax on backing up
from time to time. If you don't have the time to burn to a CD or DVD, then at least
create a folder (and preferably a partition) on your system disk called “Safeties.”
Copy the file(s) you want to back up over to this folder. Although this isn't as
secure as having your backup in a separate physical location, at least if your data
drive fails, you'll be ablo to pull a copy off the system drive.

DON'T TOUCH ... OR SHOULD YOU? Manufacturers tell you never to
touch a CD drive’s laser lens. So I'll tell you the same thing. But I'll also tell you
that wiping the lens with a soft, lint-free cloth has bailed me out a few times when
my CD drive said “CD? What CD? | don't seea CD .. .*

www.egmag.com FEBRUARY 2005 EQ 23



PRO TOOLS TIPS THAT
COULD SAVE YOUR LIFE

TAL HERZBERG (Black Eyed Peas, NELLY,

Johnny Lang, CHRISTINA AGUILERA, Counting
Crows), the Pro Tools guru of all mankind, between
crafting genius and throwing us out of his place,
gave us some must-do tips. Ignore at your own peril.

ASSET MANAGEMENT: When | talk about data management I'm really talking
about asset management. This includes track and playlist management, clear labeling
of all production elements, disk management, and data backup. Consider this
Engineering 101. If your assets are damaged or non-retrievable it doesn’t matter if
you're the world's greatest sound engineer or mixer, you're failing the very tedious
and initial mission of data retrievability.

BASIC PROPER BACKUP PROCEDURES ARE: Always keep AT LEAST one
{preferably TWQ). And an additional Running Copy of the main data drive {updated daily
using backup software).

). THE RIGHT STORAGE MEDIUM? Acceptable storage mediums include cloned
drives, data tape, and CD/DVD.

COMPING: When we're dealing with comping (creating composite performances
from multiple takes), we live and die by our ability to seamlessly crossfade between
audio segments that we are cutting between. Pro Tools offers a wide pallet of
crossfade forms, and knowing how to choose the right crossfade for a given cut between
two takes dictates the seamlessness of the transition. When I'm comping between
multiple vocal takes, I'll use one kind of crossfade between vowels and a different
kind between consonants. Other examples are: Use wider and longer crossfades
when dealing with low frequency instruments such as bass and keyboard pads,
versus short crossfades when dealing with percussive instruments such as drums
and percussions

EASY STREET & HOW
TO F'ND IT JIMMY DOUGLASS

(Timbaland, THE NEPTUNES, Mary J
Blige, MISSY ELLIOT, Justin
Timberlake) gives you highly detailed
directions, scribbled on the back of a

¥

E A Y %
\ napkin, to the avenues of ease.
+

SIMPLE MICS, SIMPLE MIKING TECHNIQUES, MINIMAL EQ,
AND COMPRESSION. And if you must marry the effects you love on
something, go back and record it on a separate track because where its ends
up being mixed may not have the plug-in or gear you used to get it.

GETTING THE BEST PIANO SOUND IN THE WORLD: Start
with two U87s and go through the Neve pre amps on the board. Put
each mic through an 1176 and a Pultec EQP1A. Run back and forth to
move the mics around the various holes in the piano to see what
kind of sound’s coming out of the top and bottom. | get the optimum
sound near one of the holes. This is my roll n’ roll sound that | really
like. | use the 11765 and just do basic compression going in. For the
EQ | use something | picked up from the British guys a while ago... on
the top mic | add a little bottom, at around 60 to 100 cycles. On the
bottom mic | cut the low end and add a little top end... about 7 to 10k.
This gives me a psycho acoustic illusion because the low end is now bright
and present whereas the high mic is now a little warmer and richer, not
brittle, so it smoothes the high lo, left right thing. | play with the compression
on both sides to see which one | need. And that’s what | do if | have time
to really play around with the piano and get an amazing sound. | would
also set up two U47s in the room. Place them far away left and right
room, and then super compress those as well. When possible put them
on separate tracks, and blend them later to taste at the mix.

IT'S MARVIN GAYE TIME. THEY'RE LOOKING AT YOU. YOU'RE LOOKING

AT THEM. SOMEONE'S GOING TO BREAK FIRST. SINCE IT'S
YOUR JOB, WHY NOT MAKE THAT YOU, WISEGUY?

YEAH, YEAH: START IT UP.

HYPE THAT VOCAL PERFORMANCE. When you feel a singer is really starting to hit a

groove and that the next take might be the one, bump up the volume in the singer’s headphanes

DELAYING TACTICS FOR THE DIRECT APPROACH.

a tiny bit — like one dB. This will hype the sound just a tiny bit, and might bring out an even

Taking a direct and miked signal from the same source? Don't forget
that the miked signal will be delayed a bit, because sound had to
travel through the air to hit it. Remembering that ome-foot delays
sound by about 1 milllisecond, nudge the direct sound a little bit
late to compensate.

REVERB DIFFUSION: GOOD FOR DRUMS. Percussion

better performance.

WARMING UP THE OLD STUFF. Run any vintage keyboard or any sampled vintage
keyboard through a tube amp such as a Fender Twin or through a tube preamp before going to
tape. This will add warmth to digital samples and will make a real vintage keyboard part
sound more musical.

THE RIGHT
sounds get along best with reverb if the diffusion setting is relatively METER FOR THE
high. Otherwise, you’ll hear discrete echoes that can give the RIGHT JOB. If

dreaded “marbles bouncing on a metal plate” sound.

TIME SURE FLIES WHEN YOU INTERNALIZE. If your
synthesizer or digital keyboard part isn't sitting well in the mix,
use the instruments’ internal EQ or effects to help shape the
sound to suit the other tracks.

your metering has
a choice between average and peak settings, use
peak when recording drums, percussion, acoustic
guitar, or anything with strong transients. These
instruments have a relatively low average signal level, but high peaks that can
distort if you're not careful.
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Mackie’s new Onyx series premium analog mixers
don't just raise the bar. They completely change can beupand
the game. That's because once equipped with running on your

the optional FireWire card, Onyx mixers let latest smash-hit in no

you plug in up to 16 mics and record them time at all.

as individual tracks directly to your Mac or PC

through a single FireWire cable — all while EQing and Sure, you can opf to spend your cash on dedicated
mixing a live show, FireWire 1/0 boxes, outboard studio mic preamps and
British-style EQ processing, as well as mixer and recording
And what about sound quality? Glad you software. Or you can just visit your local Mackie dealer

asked. Built upon our new flagship Onyx and check out a much simpler Onyx solution.

mic preamps, warm “British” -style 3-and
Onyx: it's superior sound quality, single-cable FireWire

circuitry, the Onyx series easily connectivity, and a powerful recording application

makes the best-sounding alt packaged into a premium ”‘: -
analog mixer. T -

4-band Perkins EQ, and premium analog

Perkins

To get you going, we also bundled a SEEET

analog-to-digital interface at

anywhere near its price.

fully licensed copy of our acclaimed,
“no-fuss”Tracktion music production

o T F

- info@mackie.com ( 425.487.4333 (0 Uu.s) ‘€ 800.898.3211
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hardware controller.

DOUBLE-CLICK TO DEFAULT. Quite a few software programs have “knobs” that

CHOOSE METER DYNAMIC RANGE APPROPRIATELY.
If your meters have adjustable dynamic range, use a really
" high dynamic range for tracks so you can see if there's
any low-level noise or crud. Use a lesser dynamic range for your master bus so you can

see what's going on in that all-important top 10-20dB of the dynamic range.

THE CHEAPO HARDWARE CONTROLLER. Haven't checked out the joys of
using a hardware controlier? Don't forget that a Iot of gear in the typical studio can
generate MIDI control signals suitable for realtime control over a sequencer, plug-in,
and whatever else. For example, a synth usually offers more than just a mod wheel,
like foot pedal control, one {or maybe more} assignable data slider, and so on. These
will provide at least some degree of realtime control until you move up to a serious

will return to their default positions if you double-click on them.

DON'T DRIVE MORE THAN NECESSARY. Enabling lots of drivers within a host
program for multichannel sound cards wastes a lot of computer resources. If you're
recording a stereo instrument and don’t need more inputs, turn off the unused ones.

Ditto for outputs.

WHEN TO PUSH “"EJECT” WITH
If you still use digital tape like ADAT or DAT,
always eject a tape at the beginning, the end, or in

DIGITAL TAPE.

a space between
songs. Should
any tape damage
occur white
threading or
unthreading,
your song will
be spared.

JOEL HAMILTON IS NAILS

s« \S Working out of Studio G in Brooklyn, with everyone from
" Sparklehorse, Frank Black, and Ludacris to Swiss
' strongman Rollie Mossiman, Hugh Masalkela and Lybricated
- - Goat, Hamiiton takes neither crap, nor prisoners.
Forthwith his...

PUTTING 2 MILLION
MICS ON ANY GIVEN
SOURCE. Nothing makes a
simple rock recording really
get unmanageable quicker
than overprinting every single
sound. Use your judgement.
Will vou really use the C8
mic through the distressor
and the LA2A on this roots
rock band? Was that decision

for the band or you?

HAVING CRAPPY
WIRING. | am constantly
amazed at what passes for
wiring in a “studio.” Wiring
is easily the most boring
thing to buy for the studio, and
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yet it makes an ENORMOUS
difference in the sound of
your room. A good patch-
bay, well done with decent
wiro, will get all the sunic
goodness you hoped for
from your new snazzotron
2000 to the listenes! Yuu can
always patch up 30 feet of
cheap mic cables to the
pre-fader insert point on
your console if you miss the
wheezy, squeezed grain of
the old wiring you had....
PRINT WAY TOO HOT
TO TAPE. Fur some réason,
every engineer | know
{including me) goes through

TOP 10 THINGS TO NEEDLESSLY COMPLICATE YOUR LIFE

a renegade cowboy phase
where doing things TO THE
EXTREME becomes the
norm. If you think that
transiént intormation is
just for suckers, then by all
means keep on rockin’ the

crap out ot the JH24's output

electronics. But when you
chill a little and hear how
punchy the snare gets, and
how much oomph the kick
drum has when it is not
pasted to tape, you go “oh,
wow.” Tape is an amazing
thing, and should be pre-
served at all cost for many
reasons, but use it wisely.

MALCOLM IN
THE MIDDLE

MALCOLM BURN'S work with

DANIEL LANOIS, EMMYLOU HARRIS
4 and now THE STRING CHEESE INCI-
DENT has marked him as the go-to
guy for SPARSE. Steph Jorgl corrals Burn for his Tip take on
taking it easy

+1. THINK SMALL. The current trend is to record a lot of tracks and
then when you go to mix, deciding what not to use in the mix. When |
first started recording in the late 1380s, | was given the opportunity
by a couple of people to work within a very limited format. It was a
1° 8-track Studor machine, with a rack of fine pre amps, a very nice
Neve 12-channel broadcast beard, and a grab bag of microephones. It
really taught me the principle of simplicity.

. OLD DOG, OLD TRICKS. | was recording this band called Crash
Vegas in the late 1980s. We'd already filled up seven of the eight
tracks and we still wanted to do a vocal and some background vocals.
But we only had one track left to work with. | didn‘t know what to do.
Then one of my mentors — who came from the 4-track world — said,
“In the old days, we would bounce the bass and the tambgurine track
together.” And [ said. “Yeah, but what if you want less tambourine later?”
And he said, “Well, that's easy. You just cut the top end out, because
that's really not going to effect the bass. And the same goes for if you
want more bass.” It was this kind of pragmatic minimalist approach.

The experience sort of led me to believe further in this certain
mentality that it is a good thing to commit yourself to something and stay
with it, rather than come back to it a second or third time. That way, you
come up with a real piece of wark, rather than a biand kind of mix — which
is unfortunately what |'ve heard a lot of in music. To be honest, | think
that things have improved over the last few years, but there was a
point in the mid-1990s where every rock record was mixed by like two
people. And all of it sounded the same because they were ali using the
same EQs and the same compressors. That all didn't go down very well
with my revolutionary nature.

Even with the band I'm recording now, The String Cheese Incident,
their manauer was like, “Why are you only using 24 tracks? We have

GET REALLY SCARED
ABOUT EQ, COMPRESSION,
OR REVERB. Amazing how
certain clients come in and
you would swear their big
brother used to beat them
with an 1176 when they
were kids. Maybe it was an
EQ, or a Lexicon 480 bit
them when they were
young.... People have all
sorts of hang-ups about
certain techniques used to
make them sound good. Used
with good judgment, and
good taste, under the right
circumstances, these things
actually HELP them, and you,

get a good mix happening
Tey to be as diplomatic as
possible, and show how
qood it can he Hf you make
someone look great, they
always come back.

USING ADVERTISING
AS A GUIDE FOR USAGE. |
see so many people using
the mic that is “FOR THE
BASS" and it sucks. Listen to
what something gives you
when it is at the edge of
acceptable parameters. That
seems to be whore “charac-
ter” really lives. | swear that
is what makes something a
classic or not, how it



52 inputs...” And my answer was, “I'll tell you why — because we're
only going to 4 tracks for drums If we have b votals—we'ie going to
comp them together and put them down to one track. And when we go
to mix the record, it's gonna sound done. That's why.” I'm still immersed
in that same simplistic mentality that is far more concerned with creative
decisions than technical nonsense,

.~ COMPRESS? OR NOT? I'm a firm advocate of using good,
clean analog pre amps and going straight to tape. And | don’t use a lot
of compression or EQs while recording.

% 0. BEST = LEAST. With SCI we're using the RADAR format. I'm still
a huge fan of tape — that's the format | prefer. But the location we're record-
ing at is a beautiful house in the middle of the hills. So it wasn't practical
to drag a tape machine all the way up here. The RADAR functions very much
like a tape machine. It has a 24-channel transport, you can arm tracks that
you're recording. . . . You don't have to stop recording to punch someone
in on another track. It doesn't distract me from what | consider the ultimately
important thing in the song: the performance.

LEAST = FEWEST. One thing that I've got an opposition to
these days — not just in music, but in the modern world — is this empha-
sis on having lots of options. My attitude is that | firmly believe I'd rather
have one piece of equipment that does its job passionately than 10 things
that it does not do very well. A computer is a multi-tasking format. And
there’s this whole corporate push to get people to multi-task. But this
multi-tasking is not something | want to be involved in. ! want to use one
machine that does one thing and that is: record music really well.

A great guitar only does one thing: it's a great guitar. So why have
a recording environment that’s any different. /don’t get it.
«. ¢ . FUTURE SHODCK. I'm fairly worried about the way things are
going now hecause, | mean, everybody’s got Pro Tools. ..everyhody's
got an Mbox, My concern is thal the aesthetic is getting lost. | find
that one of the places where a strong aesthetic still exists is with
rap music. It's the one area that | find kind of exciting in that they've
gone the other way. They don't try to fill every track that's
available. Instead they'll do like five tracks, and a couple with
vocals. | mean that’s where the rock and roll still exists for me.

IN THE STUDIO & HOW T
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1AN MACK

AY E (Rollins Band, FUGAZI, Minor
Threat, THE NECROES), producer, player and founder of

DC’'s seminal DISCHORD Records has been recording with

DON ZIENTARA at INNER EAR STUDIOS lur the better part
of the last 25 years. Notoriously direct, MacKaye's advice on getting the
sound that's informed everyone from BLINK 182 to GREEN DAY was not
much different.

.1 _DONOTLAUGH AT YOUR BANDS. When we were 17, we started recording
with Don because he was the first guy to take us seriously. We were in one other studio
before then and the guys at the board were laughing at us WHILE we recorded. Yeah,
we weren't great, but we were serious. AND we were paying them.
« DO TRY ABSOLUTELY ANYTHING. When we started recording with Don, all
he had was a half-inch 4-track reel-to-reel and a homemade board. The control room
was a boiler room. We only had the most basic separation schemes, and woutd run
two snakes up the stairs into the backyard. HR from the BAD BRAINS did all the vocals
in the backyard. You could hear neighborhood kids asking him “what are you doing
mister?” The fidelity wasn't there but it was PUNK, and good songs and power were
there and what mattered.
' RECORDING VOCALS IN A VOCAL BOOTH IS CREEPY.
| was having a real hard time recording vocals on this one song,
“the Argument.” | started thinking that recording in a booth
was not really working for me. So | tried it
just sitting at the board.
It's awkward but
singing live is
awkward soms-
timeg and it
wurked. So that's
what { do now.

- 8 = g _"-':; =

0 DO THEM...EVERY SINGLE TIME.

reacts to being abused or
used for something the ad
would have never led you
to. There is a lot of useful
information about your gear
that lives just south of
“acceptable usage.”

LET AN INEXPERI-
ENCED BAND DICTATE YOUR
PACE. This will negate any
8f the hurd-eained lossnns
you have learned about
when and how to do things
every time. Stay tocused.
Try not to let the guitarist
standing nver your shoulder
psychically make you keep
pushing the guitar faders up.

TALK ABOUT A
FOUR-MINUTE SONG FOR
30 MINUTES. What a nasty
trap to fall into. Forget
about getting a great take
by analyzing the snare part
for 30 minutes solid. Why
not hand out brochures
about “what rock sounds
like” as well? Doing
another take nf the song
with a few little key points
in mind takes four minutes
{tuh). It is easy to get caught
up in a very academic
discussion disguised as
“important” to the session.
In my experience, this leads

to boringly dutiful takes

r4i - OVERTHINK THE
PROCESS OF RECORDING AT
LARGE. | talk to people all
the time about this. People
analyze every tiny little
aspect of recording, and
then play me some sterile,
crappy, one-dimensional
recording with no character
and certainly no life. Have a
plan, but don't be afraid ot
deviating as the situation
calls. | et the music dictate
your every move, rather than
the neurotic pianist or the
spastic guitanist or the
drunk drummer.

History

HAVE LOTS OF PRE
CONCEIVED IDEAS. If you
can't shake what you
THOUGHT would work, itis
hard to get to what ACTUAL-
LY does work! Be prepared
to do things you never
thought would be good,
because every single ses-
sion is different. Start with
your way ul doing things, of
course, bul be ready td back
track and re-evaluate your
position. When yuu can't do
this anymore, get a Zildjian
jacket and a fanny pack with
yalf tape on it and start
blaming “kids these days.”

DON'T MAKE A
DECISION. Don't decide
anything. Let every one of
these “easy-to-go-along-
with” things carry you into
a world of hell, where the
sounds are pretty lame,
and the process is no fun
for you or the client,
Making decisions requires
experience and know-how,
two things that oannat be
purchased at your local
rotailer. Try and he dutiful to
the band oF tlient but be true
to your own goals as well.
After all. they are paying you
to make them sound good.
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ACTION ADVENTURE AUDIO

Movies without music are slideshow curiosities. Pretty pictures
minus the sound and the fury. Which is why they invented JEFF
ROMA. (Philip Glass, Hans Zimmer, Brian Eno). With fingers in

everything from the design of new electronic instruments and
music software to his film work (Traffic, Black Hawk Down, The
Thin Red Line), Rona, with writer Steph Jorgl, covers the waterfront
of making music for the movies.

HOW TD MIX A FILM SCORE... When you mix a film score, you want the orches-
tra on a set of tracks, the bass and the percussion on a set of tracks, your synths on
a set of tracks, and your high percussion and your low percussion split up on anywhere
from 8 to 32 tracks. When | deliver these stems, they should just be able to put their
faders in a straight line and hear my mix exactly as | heard it, That way, if a helicopter
is drowning out the percussion, they can bump it up. Or if a guitar or other solo instru-
ment is making a line of dialogue hard to hear, they can pull it down a little bit. So |
print in stems using an environment | set up in Logic.

... WELL When Hans Zimmer asked me to write some music for Black Hawk Down,
| made just one limitation for myself for the project: no synths, no samplers, only Logic,
no outboard mixers, and no outboard effects. | would write the music entirely inside

of Logic. It was the first time that | had done a virtual studio project. And it was
probably the first big movie to have music done entirely without any physical
instruments. The music never passed through an external wire. | just mixed it inside
of Logic, generated a 24-bit music file, then put it on an iPod and took it over to the
music editor's room and off it would go.”

WHAT TD USE TD DD WHAT NEEDS TD BE DDNE: For the movie Traffic,
I wrote a ton of [Cycling ‘74] Max apps that ended up creating a lot of the textures and
rhythms in the film score. | kind of built this DJ system inside of Max using Max and
the virtual Virus software instrument. But with a lot of projects, I'll sketch something
out in Reason. | can be on my laptop at my dining room table, building some rhythms
and bass lines. Then |'ll solo each track, bounce it out and import the whole lot into
Logic. Then I'li start chopping, flipping, flanging, and stuttering, and then start
organizing it. After that, I'll put it up to picture and look at ways to have elements move
in and out, or to stop, start, or shift around. Sometimes I'll pitch shift something. You
can come up with your own ways of taking one whole system of working — like in
Reason — and geing in a direction that it couldn’t go once it's in there in Logic.

USING SOUNDTRACK AS A SAMPLER: |'ve been using Soundtrack a lot. It's
so quick, dirty, easy, simple, stupid, great. I'll know the tempo and key that | want and
| have one Mac lightpiped to the next, so I'll just put together combo platters. Il mix
a tabla with a guitar and together they'll create this cool thing. And I'll build a little
sampler of ideas — two- or four-bar ideas. Then they all port over to Logic and get
chopped up into bits. | use it like a live sample library, like a sample library that doesn't
exist until | click on a button. | find it very useful.

THIS IS THE LIGHT AT THE END OF THE TUNNEL PLACE.
THIS IS THE MAGICAL SPACE WHERE EVERYTHING IS SUPPOSED

TO BE FIXED. THIS IS “IN THE MIX.”

8. THE FREE WINDDWS SPECTRUM ANALYZER. To analyze how a song’s energy is distributed over the
audio spectrum, open Windows Media Player and go View > Visualizations > Bars and Waves for three
spectrum analysis screen options. There’s also an oscilloscope view. (Note that to see visualizations, you need
to check “Digital Audio” under Playback Settings at Tools > Options > CD Audio.) None of this is calibrated;
still, it's useful to see how your music compares to commercially available CDs. And if the bars stay at the top a

lot, you know there’s a ton of compression being used.

SENDS: DDN'T JUST SET AND FORGET. A F I x I N
person commented after hearing a mixes that used
a lot of delay on voice, that the delay never seemed D o U B L E
to “step on” the vocals or muddy things up. This is
because we like to vary the send control in real v o c A L

time to pick up just the

end of phrases, so that

when the phrase stops,

the echoes continue —

but just before the vocals return, the
send goes back down. This is an ideal
application for a control surface, but
the patient among you can draw in
curves for the send level

With doubled vocals, sometimes the overdubbed vocal will “fight” the original vocal on an
occasional word or two. Rather than recut the doubled vocal, copy the same section from
the original (non-doubled) vocal. Paste it into the doubled track, but delay it by about 20-30
ms. Short segments (a few words) will sound fine; longer segments will sound echoed.
This may work, but won’t sound as much like two individual parts being played.
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Technicolor Sound Services, Burbank, CA

In the fast-paced world of mixing episodic television, workflow is everything.
That's why the professionals at Technicolor Sound Services chose the
Digidesign ICON integrated console. ICON empowers them to take
Pro Tools" sessions from the edit bays and immediately begin mixing —
with access to all parameters right at their fingertips. Plus, with the
ability to perform last-minute edits to audio and automation, they've
got the flexibility to keep up with the rapid demands of their
production environment.

12/04. Digidesign, Digidesign ICON, and Pro Tools| HD Accel are trademarks or registered tragemarks of Avid Jecanology Inc, or its subsidiaries :'dmao'? I£ other tre

DIGIDESIGN [ICON

INYEGRATED CON SEgi
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and creativity in a fully integrated package.”
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Fully modular, state-of-the-art console control * Pro Tools|HD Accel DSP and /0 resources * 192 kHz sample rate support

Industry’s finest plug-in options * Automatic Delay Compensation * Integrated video and delivery * Total session recall
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SPEAKER SWITCHING. Set up two or more monitor systems so you can
easily switch among them during mixdown. That way, you don’t have to wait until
you think you've finished a mix and burned it to a test CD, only to realize it doesn't
translate to other systems.

MONO G00O0. When you start mixing, pan everything to center, and sort out
the levels and EQ. Then deal with the stereo placement. You'll find that if the mix
waorks in mono, then it will work even better in stereo. Also check the overall mix in
mono to make sure there aren’t any phase cancellations going on.

OOUBLE YOUR (METERING) PLEASURE. Want to monitor peak and
average levels at the same time on your master bus? If your metering doesn't allow
this option, there's a simple workaround, assuming your host has assignable buses.
Assign all the tracks to be mixed down to a bus, set its level to 0, and adjust its
metering to average (RMS) response. Now assign that bus to your master bus,
and adjust its metering to peak. Arrange your window so the two sets of meters
are close together, and you'll be able to see what's happening in peak-land and
average-land at the same time.

PARALLEL EFFECTS WITH DAWS. Even if you don’t have an effects matrix
like BIAS Vbox, don’t worry. Make two copies of the track you want to process,
then add one line of effects to one of the copied tracks. If the effects have wet/dry

mix controls, set all of them to wet (processed sound} enly. Next, add a parallel
line of effects to the other copied track, again with all effects set to wet only.
The original track serves as the dry signal; use the DAW's mixer to set the correct
mix of the three tracks.

PRESET MANAGEMENT FOR EFFECTS. Preset files take up virtually
no space at all — typically a couple kilobytes, if that. Because there’s no
penalty in saving lots of them, any custom preset | use in a song gets saved
under the name of the song. | find it’s easier to remember a sound that's
associated with a song rather than just giving it a name like
“BrightTelePreset” or whatever.

WHY TWO MEASURE LOOPS ARE BETTER THAN ONE MEASURE
LOOPS. When you create foops, avoid one-measure loops and do at least two-measure
loops. Make the second measure a variation on the first measure. That way, if you
want a loop to keep repeating and sound the same, just split the loop in half, and
copy the first measure repeatedly. When you want the variation to come in, use the
full loop so it plays through the second measure.

LATENCY AS A TOOL. When it comes time to mix, increase the latency on
your computer a bit, say from S to 10ms. This will let you use more plug-ins during
the mixing process.

END GAME. THIS IS WHERE YOU WAVE YOUR PROJECT GOODBYE IN
THE FULL BLOOM OF KNOWING THAT WHEN YOU SEE IT AGAIN IT'LL BE

ALL GROWN UP.

WHY MASTERING LOVES PRESETS. When mastering
with a digital audio editor, if possible, save the setup you
use {plug-ins, levels, etc.) as a preset. Then if the client
wants to make some changes, you can make a few tweaks
rather than having to start over from scratch.

THE GOLDEN YEARS

JOHN and JJ GOLDEN are the

pere et fils dynamic duo of adventurous Left
Coast mastering. Yeah yeah, Bernie
Grundman’s good but for bands like CALEXI- o A

CO, PRIMUS and SONIC YOUTH, Golden's is
the choice for making the most of mastering.
But they're FED up. And to that their 8-point

MAKE A MOCK UP. A

MAKE YOU ﬂ
ING GUY HAF

COMPRESSION? N0OOO. People
will want to know if they should give us
a mix with or without compression.
And mixers are under pressure to
make the mix sound competitive with
a mastered version of something and so
they compress. Don’t. When we say
“compression” we mean bus compression
over the whole mix that when once
done can never be undone. Give us
one without. And one with if you can't
help yourself.
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the correct sequence of the finished product
will save us time and you money.

 Save your final mastered versions in 24-bit resolution, even
“Sif the target playback medium is a standard 16-bit CD.

Then apply dithering to the 24-bit file to
create the best-sounding 16-bit file

mock-up CD-R of
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SONY.

The most diverse, dynamic,
and eclectic collection of sample
libraries available. Mac or PC.

Sony" Sound Series™: Loops & Samples libraries comprise one of the
industry’s most comprehensive cross-platform collections of royalty-
free music and sound in the sample library industry.

This extensive catalog of more than 125 libraries offers an ideal solution
for making original music quickly and easily. Our sounds integrate
seamlessly with any application that supports WAV files- PC or Mac.

These libraries contain loops and sound design crafted by the most
talented artists in today’s diverse world of contemporary music, Use
them to compose new songs. To score films. To expand mixes. For
songwriting, remixing, sound effects, and sonic exploration.

Sony Sound Series: Loops & Samples makes it easier than ever to add
a professional soundtrack to your productions, from wedding videos
to training films, and beyond.

Audition Sound Seriés libraries and find a dealer near you at
www.sony.com/mediasoftware

©2004. Sony Pictures Digrtal inc. All rights reserved. Sound Series is a trademark or registered trademark of Sony Pictures Digital

World R« Idm HI;QM:,,:@demarts are the property of their OWNers, WWW.sony. [1.800.577.6642




LEAVE MIXES UNFAOED. And if needs be, include an example of a fade you do like because if the
mixes have the ends faded out when we bring up the volume, the fade is shot and we have to refade.

DON'T SEND IN YOUR MIXES IF YOU KNOW THEY HAVE PROBLEMS. Avoid the “fix it in the
mastering” phase.

CHOOSE FORMATS. CAREFULLY. GOD SPEED YOU BLACK EMPEROR mixed to half-inch after they
had recorded to analog 24-track. But it had major problems with tape hiss. It was louder than the music.
They should have mixed down to digital format or recorded it digitatly. We had to

use various forms of EQ to get rid of the hiss. If you want that tape
saturation sound, well, we have tape
machines in the studio

and we can do that. A minimum of two weeks.
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Presenting the . » single Serving of the critically
acclaimed Grace Design microphone preamplifier circult. This
compact and affordable module is designed to transform plain

project studio tracks into stellar, high fidelity recordings

The model 101 uses the same fast, musical transimpedance
amplifier architecture as our venerable models 801 and 201, but
is packaged to be priced within the reach of any recording engi

neers musician, or recording studio,

Regardiess of budget, the model 101 is an invaluable, powerful
tool for any recording 1p. With an integrated high impedance
1cis e Ll f | input, the model 101 is the ultimate DAW input tool, bass DI or
B | I I F r | Se] | live stage instrument preamplifier

Whether using it on your favorite large diaphragm condenser

® fully balanced, transformerless design B fast, musical transimpedance architecture

mic or plugging in an acoustic guitar, the model 101 will help

810-50d8 galn with 10dB trim control B two color, bi phase LED pesk indicator you achieve results previously available only to big budget stu

m extended gain ribbon mic input available ® highZ instrument input dios and Grammy winning engine

8 75Hz high pass filter # five year limited warranty s
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Genelec, the benchmark in active reference monitoring,
offers the most complete line of active reference monitors
for professional audio, no matter what type of audio you
are producing.

The new pathbreaking 8000 MDE™ Series deliver powerful,
extended resolution and realism - from electrical signal to
acoustic event. With extended frequency response and
lower distortion across their entire bandwidth, the 8000
Series offer monitoring precision with no tolerance for error.

Combined with Genelec’s 7000 LSE™ Series subwoofers,
accurate reference systems can be easily integrated into
nearly any environment, whether you are working in stereo
or surround.

Contact us for system specification and a demonstration
using the complete range of Genelec 7000 and 8000 Series
monitoring solutions in your room.

www.genelecusa.com

Intemational inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland
T +358-17-83881, F +358-17-812267 Email genelec @ genelec.com
In the USA: Genelec Inc., 7 Tech Circle, Natick, MA 01760
T 508.652.0900, F 508.652.0909 Email genelec.usa @genelec.com
In China: Genelec China Rep. Office, SOHO New Town,
88 Jianguo Road, D-1504, Chaoyang District, Beijing 100 022, China
T +86 10 8580 2180, F +86 10 8580 2181 Email genelec.china@genelec.com

8000 Series

8030A’s shown in optional sitver finish

GENELEC”



MAXIMIZE YOUR TAX DEDUCTIONS. If you're running your home
studio as a business, file a Schedule C, and have clients come in from
time to time, be on the lookout for additional deductions. For example,
if your studio has a bathroom and you have to replace the hot water heater in your house, then the
percentage you claim for the studio can also apply to the hot water heater. Same with a lawnmowing
= service if you're trying to keep your house (and studio) looking nice. Caution: Consult with a qualified
accountant or attorney before taking any deductions to ensure that they apply to your situation.

“THE KEY TO
HOME RECORDING
DISCLAIMERS ARE A GOOD THING. If I s M A R I J UA N A"'

you're like many studios, you archive the
work of your clients as well as provide
them with backups. But make sure you
give them a form letter stating that this
is done as a convenience, that you don't
guarantee your archives will always be
accessible, and that it is ultimately the
client’s responsibility to ensure that all
backups are functional and to create
additional safety backups

LES CLAYPOOL states
unequivocally, then
waffles a bit. “Actually,
experimentation is the
real key. Of course,
you can and will
make mistakes, but
you learn from ‘em.
Just go for it!”

New recording channels designed from

‘ the :JJ'UUH(‘I]‘ to deliver lli warmth and §

clarity you want in your tracks! Add some

colol m,\nu'cl\\ and ,\“r.ukf

J O EMEEK

If itsounds right, itISTight!

twind) $999 List

twin

PMI Audio Group 1845 W 188th St Gardena, CA 80247 tel: 877
web: www.joemeek.com Josmeek is @ registensd trademark of PMI Audic Group 2004 PMI A All Rights Reserved
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GC PRO

ACCOUNT MANAGERS

New England:
PK Pandey
508.341.3499
pk@gcpro.com

New Jersey:
Steve Jacobson
201.294.5366

steve@gcpro.com S

New York:
Blue Wilding
917.297.7675
blue@gcpro.com

Georgia:

Jason Block
678.641.0244
jason@gcpro.com

Florida:

John Sawyer
954.629.6346
john@gcpro.com

Texas: '
Adrian Peritore
512.632.0581
adrian@gcpro.com

Rocky Mountains:
Walt Beery
720.308.7011
walt@gcpro.com

Pacific Northwest
Steve Palermo
206.953.8885
stevep@gcpro.com

Northern California:

Shaun Robinson
415.999.0045
shaun@gcpro.com

Southern California:

Donovan Stark
909.318.0285

donuvan@gcpro.com

"It's nice to finally have a console that seamlessly blends the
analog and digital studio worlds. The AWS 900 sounds wide,
open, and punchy like an SSL should. We are loving it!”

- Jimmy Jam & Terry Lewis

Legendary production team — Janet Jackson, Gwen Stefani,
Mary J. Blige, Usher, many more. Owners of five AWS 900's.

"With the AWS 900, we get the features and sonic quality
found on large format SSL consoles, as well as complete
integration with Pro Tools®. This is the perfect console for
today's recording studio.”

= Ann Mincieli

Grammy nominated engineer for “The Diary of Alicia Keys"”.
Other credits include Mariah Carey, Dru Hill, and Yoko Ono:

"I think this board is going to revolutionize the entire recording
process. The AWS 900 will enable facilities like ours to
produce materials on par with the million dollar studios at a
fraction of the cost — and that's good for everyone.”

- Alonzo "Zo" Lee Jr. & Shamar “"Sham” Daugherty

THé "Trak Starz" — credits include Chingy’s multiplatinum debut,
Ludacris, Britney Spears/Madonna. AWS 900 owners.

Ready to make a serious upgrade to your studio? GC Pro has the winning combination of
expertise, excellent pricing and extraordinary service you need. From SSL's revolutionary
AWS 900 Analogue Workstation System to the world's finest outboard gear, high-end mics,
and sophisticated DAWs, GC Pro is your one-stop solution.

Music e Post e Live Sound e Lighting

wemem o CEPRD

2005 Guitar Center, Inc. All nghts reserved. WWW g g C p ro . Co m

All images and trademarks are property of their respective holders.
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Do We Dig Distortion?

Tube warming trends continue

Last month we talked with noted tube designers about the
common perception of tube warmth. This month let’s dig into
why tubes are perceived as warmer, and the effects different
types of distortion have on our perception.

Myth #1: The main reason tubes sound warmer is
because they have more distortion than solid-state
components. More importantly, tube distortion
emphasize even harmonics, making things sound
more musical.

Doug Fearn: The even-order harmonic distortion in tube amplifiers
(especially in triodes) is generally considered more musical
since, in good designs, the primary distortion product is the
second harmonic. The second is one octave above the original
sound. This adds body and fullness to the sound. It's the harmonic
that is dominant in most musical instruments.

Aspen Pittman: it's easy to measure that tubes are higher in Total
Harmonic Distortion {THD) than solid-state. But the difference
between 0.01% THD and 0.001 % THD may be difficult to perceive.
On the other hand, it's difficult to measure dynamic

by Lynn Fuston

predominantty even harmonic distortion and more importantly low-order
distortion. However in real life, many products have two inverting stages
in series or push-pull, which tends to cancel even harmonic distortions
and tends to make symmetrical odd-order distortions predominant.
Perhaps the biggest reason that many presume that tubes have
more distortion is that most designers using tubes tend to use
fewer gain stages and less overall negative feedback to reduce
gain, distortion, and noise. One of the unfortunate usual properties
of negative feedback is low distortion until the clip point is reached,
then the distortion is not only odd-order, but also abrupt so that it is
perceptibly high-order and unpleasant. And once past clipping,
the negative feedback is no longer “valid” and may cause some
instability or typically a longer time to recover. Raw audio has a
huge dynamic range, and clipping is almost inevitable so how a
circuit clips is important. Perhaps it is a good thing that low
feedback tube circuits gently increase THD as the signal gets louder,
which not only adds to our “loudness cues” in hearing but probably is
similar to some of the volume related distortions that our ears exhibit.
| am uncomfortable with the stated generalization because
there’s such a variety of tubes, FETs, and BJTs, [transistors]. In
general, tubes are the most linear of those raw choices for voltage
gain and offer the biggest voltage swings and

distortion quantifiably but you can definitely hear it. |
Solid-state electronics exhibit much more dynamic
distortion than tubes. That's part of why tube mics
make recordings sound more lifelike.

Key to this discussion is that digital recording
significantly increased the dynamic range, allowing
us to better hear what was coming into the
system. Digital recording gave us the means of
hearing differences we didn’t hear before, such as
the fact that tubes are dynamically truer than solid

Myth-busters and
Truth-seekers
Our cast of experts for this install-
ment of “Myths Revealed” includes:

Oliver Archut
AMI/Tab-Funkenwerk
www tab-funkenwerk.com

respectable slew rates. This is why tube circuits
are okay with less negative feedback, and why we
can design with fewer gain stages — one should
never underestimate the potential benefits of
keeping it simple when it comes to music
reproduction. Wasn't it Einstein who said,
“Make everything as simple as possible, but not
simpler”? The real challenge is designing simple
audio paths that include the array of features
expected today without stepping on the sound.

state. Dynamic distortion refers to the accuracy or Doug Fearn
transparency of a circuit over time, particularly D.W. Fearn ! Oliver Archut: Audio tubes were designed to have
www dwfearn.com :

critical regarding the transient at the beginning of
a sound. Accuracy in reproducing dynamics can
make the difference between something sounding
full and 3-dimensional or flat and 2-dimensional.

Hutch Hutchison: To me, distortion sounds like
distortion. There are countless types and some
sound cleaner or more realistic, some sound old or
vintage, some are useful as an aggressive effect,
and many that aren‘t pleasant. We can get any of
them with any technology. Tubes are quite linear
and tend to suggest simple low feedback designs
and tend to use transformers and high-quality
components. The key word is “simple” and that
shouldn’t be underestimated for capturing the
inherent warmth in live music.

It depends on the circuit topology. A simple
single inverting gain stage, with little local feedback,
whether tube or solid state generally will have

; Hutch Hutchison
' Designer, Manley Labs !
www.manleylabs.com ]

Aspen Pittman
President, Groove Tubes

www.groovetubes.com

Audio Urban Legends
If you've encountered audio
i myths youd like to see
exposed, email them to Lynn i
Fuston at
go3daudio@aol.com

i mostly even-harmonic distortion. They also have a
rounded curve that imposes a slow rising of distortion
}  when overdriven. Transistorbased circuits produce the
same amount of even and odd harmonics, and have a
sharp cut-off regarding distortion; if they're overloaded
the full amount of distortion kicks in at once.

Mitch Margolis
H Designer, Groove Tubes
www.qroovetubes.com

i Mitch Margolis: It's true that a single stage of

single-ended common-cathode audio-triode

i vacuum tube audio amplification, operated at an

i optimum quiescent current point with all negative

i feedback removed, including cathode degeneration

resistors, will have more measured distortion then

;' a monolithic op-amp set up to provide the same
amount of voltage gain as the tube stage. But
don’t forget these points:

1. The single-ended zero-feedback tube stage
distortion will be predominantly 2"d, 31, and

EQ FEBRUARY 2005 www.egmag.com



Compact access to a world
of processing

The doorway to portable production

PowerCore Compact, the newest member of the PowerCore family, brings a world of processing to VST and AU supported
applications™. Lightweight and with FireWire connectivity, it is designed for artists and studios on the move. Right out of the
box you get all of the well-known plug-ins from PowerCore Element plus the Master X3, Filtroid, and the Character, a new
plug-in from Noveltech. PowerCore Compact is the doorway to professional production and mastering possibilities from
TC Electronic as well as unlimited processing power from 3rd party developers. For more information on the complete
PowerCore range, visit: www.tcelectronic.com.

Included plug-ins Optional plug-ins from

SONY

Tubifex

Classic Verb ‘:(’ GCCESS

Vintage CL

PowerCore 01 3

e < waldorf

EQSat Custom ¥ P

Voice Strip Element gnovation

Chorus * Delay

24/7-C Limtting Amp noveltech .’

Master X3 \/ o’ Dsound

Filtroid Compact

Character KHEL_IQPN

Dynamic EQ ( l t.c. ekdronic’

Deivotse Firewire -

t_c' eledronic * RTAS support with FXpansion VST-RTAS

IMA TR BN MAG wrapper. See FXpansion.com for details.

TC ELECTRONIC A/S DENMARK » ¢ 445 8742 7000
TC ELECTRONIC INC USA » (€ (818) 665 4900 » MAIL: INFO@TCELECTRONIC.COM
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perhaps a trace of ath overtones, which are musically benign,
versus the smalier measured but more dissonant higher-order
harmonic distortion content of the op-amp and its associated
class-B output stage.

2. The op-amp’s inherent internal distortion mechanisms are
vastly greater in number, as is the fundamental complexity of the
semiconductor-based circuit elements comprising the op-amp
itself. Many of the op-amp’s distortion mechanisms are stronger
then the tube's, and are kept under control only by the application
of heavy-handed amounts of negative feedback.

3. The onset or build-up of these low-order distortion products

in the tube amplifier tends to happen gradually over the top 2/3
of the available stage dynamic range, depending on associated
circuit design details. Below about 1/3 modulation depth of the
tube's space current, the tube is a spectacularly linear beastie,
and is nearly impossible to beat for simplicity and low-distortion
voltage gain without much feedback!

This "soft-knee” distortion-onset is the domain of low-feedback
circuits built out of amplifying elements whose innate linearity
permits the amp designer to use more moderate amounts of
negative feedback. This, in part, accounts for the sonic "bloom”
effect that tube gear can deliver versus the sudden abrupt crunch
produced by hard-clipping a high-feedback solid-state design as
the drive level rises. As a result, some listeners report that the
artifacts produced by the circuitry in a

Look and sound
like a million buc

Pay only $990.

O DISC MAKERS

CD AND DVD MANUFACTURING MADE EASY

1,000 CDs in jackets
for only $990.

Package includes our award-winning,
three-color on-disc printing. and full-color
jackets with high-gloss UV coating.

given tube amp are complementary to the
musical program material flowing through
it. The gear plays along, during louder
musical passages, to a certain degree, in a
modest and musically pleasing way.

4. Conversely, there are some forms of
early simple discrete solid-state single-ended
microphone amplifier design that do have
appreciable amounts of 2Nd.order harmonic
content, and are popular for that and other
reasons. For example, the venerable Neve
1073 or Universal Audio 1108 modules are
quite capable of some of the harmonic
generation behavior of single-ended tube
gear, although without the extreme dynamic
range that tubes can provide.

5. Bluntly stated, there is a great deal not
happening to the flow of charged particles
inside the confines of a vacuum tube that is
happening to the charges flowing within a
semiconductor crystal lattice. The vacuum
tube, when used in audio production appli-
cations, remains as the most simple and
basic structure for control of current flow,
and as such is relatively free of unwanted
residual behavior from parasitic mecha-
nisms, especially when compared to a typical
bipolar transistor used as a voltage amplifier.
: THE FACTS:

1. Tubes emphasize even-order distortion,
which sounds more pleasing to our ears. !

2. Tubes distort in a smooth, gentle
fashion compared to solid-state devices.

You'll be thrilled with how incredible your CDs look and sound when you choose

Disc Makers. You get 1,000 CDs in full-color jackets for the remarkable price of

only $990. And you get them super quick. Complete your package by adding our B: Tubes arelcapable ofigreat linearity
affordable award-winning graphic desi¢n, mastering services, and promotional * and dynamic range.

resources such as posters and postcards.
MYTH #2: Anyone can distinguish

the warm sound of tubes from the

rm hard sound of solid-state.
W GET OUR FREE FACTORY-DIRECT CATALOG . .
w7 " 1-866-294-8829 + www.discmakers.com/eq Oliver Archut: | have to disagree, | gave

a V72t (transistor version of the V72) to
people to test and they came back to
me and told me all about the warm

i
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beautiful tube sound . . . the unit looks like a V72 so it must

sound like it.

Doug Fearn: In many circumstances, well-designed solid-state
amplifiers can sound as warm and pleasant as tube amplifiers. It
seems that the primary practical benefit of tubes is realized
when the tube amplifier is interfacing with a transducer (e.g.,
with a microphone or loudspeaker). Since the transient output
level of many microphones at a typical placement is very high
(over a volt peak-to-peak in many situations), almost any mic
preamp will run into high levels of distortion on those initial peaks
at the start of percussive sounds. If a solid-state preamplifier
clips those transients, a burst of odd-order harmonic energy is

added to the transient, which tends to “cloud” the sound. Often
this effect is subtle. It could even be desirable if the goal is to
add attention-grabbing energy to the sound. Tube preamps
under the same conditions will add even-order harmonics,
which most often make the sound “bigger.”

Hutch Hutchison: Many can easily distinguish good sounding
gear from bad, hard from soft, warm from cold, but there are
plenty of examples from both tube and solid state of each
extreme. Maybe we recognize certain aspects that are typical of
each technology. For example, we might associate the sound of
zero-cross distortion, plus low THD at nominal levels, plus hard
clipping with solid-state, but that doesn’t mean all solid-state
has those traits. Similarly, we may

equitek | ..

@100 - supercardioid
electret condenser
3

5

,TeI<I*nfhe Truth

3
Lo to*faithfully capture a voice or
and transparent sound?At CAD, we

! e
Can a mi rwhof X
instrument with absolute at

believe that they C&.n'

associate the opposite with tubes, only
because of what we have been exposed
to. Certainly some of the ways that
people characterize a tubge “sound” has
more to do with the transtormers and
simple topologies, plus more attentjon to
premium passive components.

There is also some market-driven
aspect where designers try to meet ihe
expectations of potential customers. For
example, while we can build a tube-based
recording product that sounds like
solid-state, we recognize why people
come to us for tube gear and particular
sounds. Manley also builds tube-based
audiophile gear that's designed to be clean
and “straight-wire-with-gain” as is practical.
In that market, tube gear competes with
solid state for transparency and often wins.

Mitch Margolis: The sonic differences
can be discerned most readily when a
comparison is made between the two
types of systems as they are driven closer
to chipping or overload.

If the two systems have, at low levels,
truly equal bandwidth and rise times, flat
frequency and phase response, equal
distortion types and amounts, and equal
noise floors, then it will be more difficult
to distinguish between them by listening
alone. The differences will become more
evident as the whole dynamic range of
the two systems are explored and
compared. Or when someone taps on each
chassis, and the tube-based system is
revealed by microphonics!

Our expanded series of equitek microphones including the versatile
€100 multi-application condenser, the e300 multi-pattern studio vocal
microphone and the soon to be introduced e200 and e60 microphones
are "Engineered to Tell the Truth.”

The equitek series embodies high perforrance and value as it joins our
critically acclaimed M series and live performance microphones. Find
them at your Music Retailer today.

Toll-free 800.762.9266 www.cadmics.com
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THE FACTS:

Ultimately the sound of a circuit \
depends on its design. Solid-state :
circuits can provide tube-like behavior. |
Tube circuits can compete with
solid-state for transparency.

The differences between tube and
. solid-state become most apparent when
. the circuits are driven to distortion.




FOR OVER 30 YEARS LEXICON HAS BEEN IN
WORLD-CLASS RECORDING STUDIOS. ..
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NOW YOUR HOME CAN BE ONE OF THEM
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3 More than 30 years ago, when Lexicon invented digital

g reverb, most recording studios were multi-million dollar
' rooms occupied only by famous rock stars and big record
ﬁ - labels. And while Lexicon still lives in that rarified air of

stardom with the world’s most sought-after reverbs, now
you can find us a lot closer to home.

¥
]

Now Lexicon brings you the Omega Desktop Recording
Studio, a completely integrated recording system with
everything you need to transform your computer into

a full-on professional 24-bit digital studio, all in one
box. In addition to Steinberg Cubase LE® recording and
production software, you'll get an 8-input, 4-Bus, 2-out-
put USB 1/0 mixer with inserts, instrument input, MIDI
1/0 and complete metering and monitoring functions.
Record up to 4 tracks at once from 8 audio sources,

and mix up to 48 audio and 64 MIDI tracks almost
anywhere. .. with the lush, exquisitely rich reverbs that
made Lexicon famous in a VST version of Lexicon’s
Pantheon® reverb plug-in.
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Pick up an Omega Studio at your Lexicon Pro dealer

OMEGA DESKTOP RECORDING STUDIO™ INCLUDES: = ésowroryanet iy el i

Sound” has been on the majority of hit recordings

Steinberg® Cubase LE°— Multi-Track Recording Software sirice 1971. Who
Lexicon® 0 : knows? Mayhe -~
exicon” Omega — 8 Input x 4 Bus x 2 Output USB 1/0 Mixer o eXIcon _
|

Lexicon® Pantheon — World Class VST Reverb Plug-In will be yours.

COMPLETE RECORDING SOLUTION

CONTAINS ALL THE COMPONENTS NECESSARY TO TRANSFORM.YOUR-COMPUTER INTO A PROFESSIONAL 24-BIT RECORDING STUDIO.
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Meet Mr. Freeze
It’s not just for refrigerators any more

The “freeze” option in sequencers and DAWs has become a . ..

uh ... ”hot” topic.The reason why

it’s important is because of

the rise of a new generation of software virtual instruments that,
although they sound wonderful and have a fistful o’ functions,
suck computer resources faster than SUVs eat gas.

And the problem isn't confined to instru-
ments — high-quality, “mastering”-type
audio processing plug-ins also stress
CPUs to a level that if they were human,
would cause them to take to the streets
in protest. Even if you have the latest
multi-GigaHertz pet brain from Intel, AMD,
or IBM, a project that's loaded with
plug-ins is asking for trouble, particularly
with low system latencies. What's more,
soft samplers often cram their samples into
RAM, leaving less for system functions. If
they instead stream samples from disk,
then they're placing more demands on
the hard drive. Dilemma . . .

The freeze function is designed to
preserve the audio that results from
using these plug-ins, while dramatically
reducing CPU resource consumption. It's

a clever ftrick, but interestingly, the ability
to freeze has been available since long
before companies decided to make it into a
“one-click” operation. So let's examine how
the freeze function works, how to freeze
with just about any host, and “3 /a carte”
freezing for customized freeze functions.

WHY AM | FREEZING?

Simple: It's February, and the window's
open. Seriously, though, you want to do
the freeze thang because your computer’s
audio is showing signs of overload:
Gapping, crackling, and maybe even a
complete audio engine meltdown.

The freeze process takes advantage of
the fact that, thanks to high-speed/density
hard drives, modern hard disk recording
programs can run dozens (even hundreds)
of audio tracks without breaking a sweat.
So, the freeze function implements a
two-step process: Convert the soft synth’s
output to a hard disk audio track, then
“disconnect” the sofl synth from the CPU.

Different programs handle this differently.
For example, some programs can't really
do anything with the frozen track, while
others let you move it, or perhaps let you

Recording:

by Craig Rnderton

change signal processing being applied to
the track, even though it's “frozen.”

Those with older host versions that
don’t freeze, or even newer programs
that don’t have a freeze option, can
nonetheless enjoy the benefits of unloading
soft instruments from the CPU — and still
be able to edit them later if needed. Here's

the general procedure.

1. If audio processing plug-ins follow the
soft synth, decide whether to freeze
these too, or insert them in the frozen
track later so you can edit their settings
and process the frozen audio. If the
former, leave the processors alone. If
the latter, bypass any instrument track
processing plug-ins. Hoewever, if the
signal processors consume a lot of
resources, you might consider freezing
the instrument/processors combination.

2. Solo the soft synth (this usually requires
soloing the audio track that the instrument
plays through, as well as the MIDI track
driving the instrument). With a multi-timbral
synth, decide whether you want to freeze
each instrument separately, or a mix of all
the instruments. If you want to freeze
individual instruments, solo the MIDI track
feeding an instrument, freeze it, then
move on to the next instrument.

3. Play back the soloed track all the way
through the song, and adjust its level to

Fig. 1: In Ableton Live 4, the MIDI track (2) is
playing back a loop on the Arturia MiniMoog
V.The Audio track (3) gets its audio from the
MIDI track’s instrument, and records this to a
hard disk track.
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Fig. 2: Like many hosts, Sonar 4 has a “one-click” freeze function. In this example, SampleTank 2
(which is playing a bunch of percussion parts) is about to be frozen from the Synth Rack view. You
can also freeze from a pop-up menu when you right-click on a track.
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SSL XLogic Legendary SSL Compressors
“A big part of the sound of so many recordings
Bob Ludwig, Gateway Mastering

”

“There are very few compressors in the analog domain that are specifically
designed for 5.1 operations,” says mastering legend Bob Ludwig,
pictured above lelt with protégé Adam Ayan,
“The XLogic 5.1 has several unique features ° °
XL Qg,C and it's great to have a multichannel SOI Id State I_Ogl C
——————— version of the famous SSL bus compressor
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Phantom-Powered
Stereo Ribbon

“For any seeker of scinlillating
sound, thelSF-24 is a true firld.’
Mix

“The SF-#4 is one beautiful-
sounding microphone."
Recording Magazine

“Its low'noise level and superb
erice pickup was just

Pro Audio Revvew

www.royerlabs.com

818.760.8472 - Burbank, (A.
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The Art of Recording:

Meet Mr. Freeze

C VST Instruments
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Fig. 3: Cubase has a freeze function that, when applied, causes frozen tracks to be grayed out.

the maximum level short of distortion.

4. Bounce the soft synth to an audio track.
If there’s no obvious bounce function,
then send the synth output to an audio
track and record it. Another possibility
is 10 assign the synth out te a bus, then
use that as an input to a track that can
record the bus out.

5. Play back the bounced or recorded track
to verify it sounds the way you want.

6. !f you didn’t freeze processing along
with the instrument and want to
process the frozen track, copy the
processor from the original track and
insert it into the bounced track. If you
can't copy it, then save the processor
settings as a preset, insert an instance
of the processor into the bounced track,
and load it with the preset parameters.

Now that our processor-leeching soft
synth track is a lean, efficient hard disk

1

[

|

audio track, we need to disconnect the
instrument from the CPU. Bypassing/muting
the instrument isn't good enough,
because most programs assume that you
want the instrument to play back instantly
if you disable bypass or mute, so they
leave it “attached” to the CPU. Sonar
versions prior to 4.0 (which added freeze)
¢an use the "archive” function to disconnect
the instrument, but in most other cases
you'll need to do the following.

1.Save the patch and any samples for the
soft synth whose output you bounced.

2.!f possible, write-protect or lock the
MIDI track that drives the synth. You'll
need it again if you want to do additional
editng. Note that MIDI tracks consume
virtually no computer resources, so don’t
worry about leaving them intact.

3.Remove the instrument plug-in from
its track. »



4.Document which instrument you used,
which patch, and which MIDI track drives
it. Your host program may have a
"notepad” function for this, or you may
be able to save this information in a
track {e.g., as part of the name). You'll
want this info if you change your mind
later and need to edit the track.

TIME TO THAW

If you want to thaw {"unfreeze”) the track
and do additional editing, re-insert the
soft synth into its audio track, load the
appropriate patch (and samples, if
applicable}, and make sure the companion
MIDI track is assigned to the instrument.
Mute the "frozen” hard disk audio track you
bounced previously {or delete it altogether
if you're feeling brave, as you're going to
be changing it anyway), make your tweaks
to the soft synth's MIDI track, and if need-
ed, freeze again after doing your tweaks.

A REAL-WORLD EXAMPLE

Ableton Live 4.0 currently doesn't offer a
freeze function, but you can still freeze
with ease. Assuming you have an
instrument set up in conjunction with a
MIDI track and the instrument is producing
audio, start the freeze process by inserting
an audio track. Set its "Audio From” field to
the track playing back the instrument (e.g.,
if the MIDI track is named 2 MIDI, set
Audio From to "2 MIDI"). Mute all other
tracks, then record the instrument output
into the new audio track (Fig. 1). When the
track is recorded, you can remove the soft
synth. The new audio track has essentially
"frozen” the synth track.

A potentially simpler approach is that
many host programs now offer what's
called a "ane-click” freeze, because all you
have to do is ¢lick on a freeze button, and all
the work is handled for you-automatically.
For example, Fig. 2 shows a track being
frozen in Sonar 4. Click on the Freeze
button, and Sonar does the rest. Fig. 3
shows what happens when you freeze a
track in Cubase: It's grayed out in the
VST Instruments window and the Mixer
S0 you're aware that it's frozen.

Even if your host program has a freeze
function, sometimes you might want to
do a /a carte freezing — like freezing the
instrument withoul processors, or with
selected processors. In any event, now
you know enough to adapt the concept
to your own needs, so | guess the
appropriate signoff is — stay cooll
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by John Krogh

Type: Multitrack audio and MIDI
recorder

Price: $995

Contact: Apple, www.apple.com

Plug-in Formats: Audio Units

Resolution: 32-bit/192kHz

Software Version Reviewed: 7

Minimum System Requirements:
Mac: G4 with OS 10.3 or higher,
512 MB RAM, 4GB free hard drive
space

Tested with: dual processor 1.25GHz
G4, 0S 10.3, 2.5GHz dual processor
G508 1035

ONE OF SEVERAL NEW
EFFECTS, GUITAR AMP PRO
OFFERS DETAILED GUITAR
AMP/CABINET MODELING,
COMPLETE WITH OPTIONS
FOR CHOOSING MICRO-
PHONETYPE AND POSI-
TION. BUT MORE IMPOR- i
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pple Logic

A new breed of native-based DR\

ro 1

TANTLY, IT ROCKS. M

should comes as no
I surprise to anyone, but
for long-time Logic
users, it may be a bit sad to
see the latest rev of Logic is
now an entirely Apple-branded
program. Gone is any mention
of Emagic. Starting with Logic
version 7, now dubbed “Logic
Pro,” the program is officially
brought into the Apple Pro
Application fold, which includes
other media-creation heavy
weights such as Final Cut Pro,
DVD Studio Pro, and Shake.
Whether this actually makes
any significant difference to
Logic aficionados is a matter
of opinion. Putting emotional
attachment to our studio
tools aside, however, the
new branding is more than

just a mere switcheroo of
manufacturer names. There
are tangible, impacting
changes (both pro and con) in
this new version that are
clearly the influence of Apple
design. For example, the look
and feel of Logic is now very
much like that of Final Cut. It's
more refined — there's more
“3D-ness” with an emphasis
on darker grays, smaller
iconography, and similar fonts.
In a word, elegant.

More than just a facelift
and Ul tweak, though, Logic
Pro 7 represents a major leap
forward in DAW development.
On technological and inspira-
tional levels, there are fea-
tures that no other program
can touch.

HIGHLIGHTS

Where to begin? Logic Pro 7's
feature set boasts numerous
enhancements on existing
features, as well as all-new
instruments and effects that
will certainly win fans among
musicians and engineers
alike. Apple's website
(www.apple.com) does a great
job of enumerating all of the
big-ticket items, so rather than
regurgitate these ad nauseum,
I'll concentrate on the highlights
(as | see them), and why they
matter to project studio
denizens such as myself.

B Project management
enhancements. The Project
Manager now lets you
organize and archive all
project-dependent audio

.
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files into a single project
folder/location. This includes
any impulse responses,
EXS24 samples, and
QuickTime videos referenced
In the session. Forget about
tedious, time-consuming
backup sessions, or hunting
down random audio loops and
files. Project Manager makes
it painless and effortless.

You can &lso create a
project folder at ihe start of a
project and have all imported
media automatically copied or
moved into this folder in the
background while you work.
In practice, this works very
well, and allowed me to move
projects from ane machine to
another without any of the
usual hassle involved with
migrating sessions.
® Channel Strips. One of
the major benefits of working
with hardware effects
processors and synthesizers
is the ability to store loads of
sophisticated multi-effect
routings, along with EQ,
compression, and more, as
presets, so all you have to
do is load and go. Right out
of the gate the presets are
designed to sound great.
In most software studio
environments, combining
and working with groups of
effects isn't nearly as
convenient. The process
goes something like this:
First, insert all the necessary
effects, then set wet/dry
levels, tweak specific plug-in
parameters, and then . . . well,
we all know the drill. This
tedium can be avoided,
thanks to Channel Strip
preset management.

Any combination of
plug-ins inserted on an
audio or software instrument
channel can be saved as a
Channel Strip preset. To get
you going there are hundreds
of factory presets, which
employ Logic's included
effects, and of course,
you're free to create your

own — and yes, you can mix
and match among third-party
and Logic effects. Having
this kind of recallability is a
huge time saver, and helped
me get the kinds of sounds |
was looking for much faster
than if | had to build effects
chains "from scratch.”

Many of the Channel
Strips sound fantastic and
were clearly designed by
folks who know how to coax
professional results from
Logic’s plug-in stable. One
gripe: You can't recall Audio
channel Channel Strip set-
tings on Instrument tracks,
which means if you come up
with a killor preset for elec-
tric bass and you want to use
it on a sampled electric bass
sound, you'd have to re-
insert each plug-in, copy and
paste their parameter set-
tings, and then save it as an
Instrument Channel Strip.
There ought to be a way to
recall effect-only configura-
tions on Instrument tracks.
Hopefully this will be
addressed in a future update.

That said, the benefits of
Channel Strips far outweigh
this minor inconvenience,
which comes nowhere close
to being a deal breaker.

@ Apple Loops support. For
the uninitiated, Apple has its
own loop format, Apple
Loops, which includes
embedded tempo, key, and
other information such as
instrumentation. In Apple
Loops-compatible programs,
most notably Garage Band
and Sound Track, loops auto-
matically sync to song tempo.
The underlying technology
works very well and is virtually
artifact free, so long as you're
making changes within
sensible limits — slowing
tempo more than 30 BPM
may start to sound strange,
depending on the material.
With version 7, Apple Loops
support has been added to
Logic, giving its loop-related
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YOU CAN NEVER HAVE ENOUGH EQ — MATCH EQ, SHOWN HERE, LETS YOU “STEAL
A SONG'S EQ CURVE AND APPLY ITTO YOUR OWN MIXES. EVIL? PERHAPS. BUT

TRY IT AND YOU'LL BE HOOKED.

feature sét a much -needed
shot in the arm.

You can still work with
audio loops as you would
in previous versions, but
Apple Loops offer some
distinct advantages. For
starters, they're searchable
by a variety of predefined
criteria ("Electric Guitar,’
“Relaxed,” " Distorted,”
“Intense,” and so on).
Searches are performed
from within the Loop Browser,
and when you click on a
loop, it automatically plays in
the right key and tempo.
When you find a groove you
like, simply drag and drop it
onto a track.

Apple Loops can be audio
or MIDI data, and when you
drag a MIDI loop onto an
instrument channel, the track
data along with the software
synth/sampler and any
effects associated with the

loop are automatically loaded.

If you drag a MIDI loop onto
an audio channel, the loop is
automatically rendered as an
audio file. Very cool.

You can't turn a MIDI
sequence into an AL, but you
can convert your own audio
samples into AL format using
the Sound Track Loop Utility
(free download from Apple),
which does a respectable job
of auto-detecting tempo, and

can even batch-process whole
folders of loops. You're free to
assign tags for mood, style,
and whatever else, and you
can even add user comments.
Unfortunately, user com-
ments aren’t included in the
search routine. This wouldn’t
be that bad if it were possi-
ble to edit or create your
own tag criteria, or at the
very least be able to search
by sample library title, but
you can't. This makes it vir-
tually impossible to search
for, say, an entire collection
of samples from a particular
library within a specific fold-
er on your hard drive. Thus,
making the Loop Browser of
questionable use if for those
of us with third-party sam-
ple collections. This is a big
oversight on Apple’s part,
but I’'m hopeful that it will
be addressed in the very
near future.
H Global tracks. As their
name implies, Global tracks
are used to view and edit
general song parameters
such as key signature,
tempo, and markers. Some
tracks are extensions of
@xisting functions. For exam-
ple, the tempo track picks up
where the Tempo Operations
window leaves off, allowing
you to make tempo changes
in @ more musically intuitive
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fashion by inserting and dragging automa-
tion points. This isn’t anything ground
breaking, but what's cool is that you can
create up to nine tempo alternatives,
which can be a big help for composers
trying to work out timings for their cues.

Replacing the Reclock function of
previous versions is the Beat Mapping
track, which can be used in a couple of
ways. First, beats and barlines can be
dragged with the mouse, making it possible
to apply a beat/bar map to performances
that weren't originally recorded to a click.
Additionally, the Beat Map track can gen-
erate timing information from an audio or
MIDI file to create a beat map. This works by
analyzing an audio track’s transients or by
following a MIDI guide track.

This sorta-kinda works. | tried generating
a map based on an 8-bar stereo drum
track, and while Beat Map's analysis did a
good job of finding clear transients, the
resultant tempo map was constantly
changing within each beat, even though
the performance was generally solid.

This made it impossible to add a sam-
pled loop and have it follow along with
the live track.

| had much better luck by manually
dragging beats and barlines. My only gripe
here is that beat markers can't be overlaid
on top of an audio track’s waveform display,
which makes it difficult to line up beats
with transients within an audio file. File
this under Missed Opportunity.

B New instruments. Two new instru-
ments — Sculpture and UltraBeat — have
been added to Logic's already formidable
arsenal of software instruments. These are
two serious noisemakers worthy of their
own reviews, but I'll cut to the chase.

On the basis of physical modeling,
Sculpture models the vibration of a variety
of materials (strings, glass, steel, wood)},
with a full complement of synthesis
parameters for molding these raw models
into organic-synthetic hybrid textures.
Describing sound is like dancing about
architecture, or something like that.
Suffice to say, Sculpture is nothing short

™ Feuisws

of awe inspiring, and I'm sure film
composers, ambient electronic artists,
and sound designers will be mining its
sonic palette for years to come.

Next up is Ultrabeat, which is part
pattern-based beat box and part drum
synth. It uses sample-playback and
analog-modeled synthesis for sound gen-
eration, which can be combined for each
of its 25 voices. On the synthesis side,
you'll find a healthy set of features includ-
ing ring mod, bit crushing, FM, multi-
mode filtering, and more.

A good cross-section of well-pro-
grammed kits organized by style are on
hand, along with factory drum patterns,
plus you can add your own grooves and
samples. We're not talking multisampled
drum kits, mind you. It's strictly a one-
sample-per-note affair. But this doesn’t
limit Ultrabeat's usefulness, and besides,
the included EXS24 sampler offers an
impressive collection of multisampled
kits, so between the two, your drum
source needs are covered.

1f you're serious about a career

in audio recording. Come fo a
school that is as commilted
to your success as you are:

The Conservatory of
Recording Arts & Sciences

Al the Conservatory, you 'l work with
industry-leading equipment in a world-
class studio, You'll study under seasoned
instructors who've “been there” and know
what il takes to succeed, And upon
graduation, you'll get a foot in the door
with an internship at a major company in
the audio recording industry.

Conservatory graduates bave gone vn lo
engineer gold records, earn Grammy
awards, and make music with the world's
top recording artists. If you're willing to
put in the work, we can belp you make
Yyour mark i the business, loo.

To find out more, call the Conservatory
al 800-562-6383 today.
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(7 m Introducing The Liquid Channel. The most revolutionary
(.) AL ] channel strip in existence, fusing totally unique analogue
Music Awards design with cutting-edge digital processing.

2004 infinitely expandable and remote controllable.

SPECIAL INNOVATION

“|l wanted to hate it. | can't...
this thing is amazing.”
Tape Op Forum

“l can see it becoming as much a
standard studio tool as a Lexicon reverb
or an Eventide multi-effects processor.”

Sound On Sound review July 2004

“This baby lets me test 40 mic-
pres without breaking a sweat.
it's a dream come true!”

Mark “Spike” Stent Focusrite.
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B Distributed processing. I've saved the
"how cool is this?” feature for last.
Distributed audio processing allows you to
expand the DSP capacity for Logic by
offloading calculations for software instru-
ments and effects to additional gigabit
Ethernet-equipped G4s and G5s connected
via Ethernet. In essence, extra machines
can be added to your music production
system as dedicated DSP "farms.”

How it works is, any machine ru