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Own Your Vocal Channel

Get the edge recording professionals use everyday.

The TrakMaster Pro
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With the TrakMaster Pro, entering the realm of the
professional engineer has never been so affordable. Mic-
ores founa on mixers and in most DAW interfaces tend to be
generic in guality. Whether recording the perfect vocal or
capturing the full-bodied richness of an acoustic guitar, the
TrakMaster Pro brings you tne sonic quality and the tools tc
make tremendous sounding tracks.

This Focusrite mic-pre features switchable impedance
instrument DI, easy to tweak mid-scoop EQ, an intuitive

custorr optical compressor, and latency-free moniff

all for less than $300°.
from a top-notch engineer.

It's essentially an instant wesson

Having a pro-gquality mic-pre iscrucial to recordingtracks
that sit nicely in the mix. Often newer recording engineers
complain that their mixes are muddy, or they can’t get any
headroom. That's because they were using generic mic
pres during tracking! Solve this problem today - head on
down to your local music store ar hit your favorite Internet

retailer and turn your DAW set up into a real pro studio with
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“Some day” has finally arrived...

New Active Nearfield Monitor

The new BMB5A delivers legendary Dynaudio Acoustics
performance at a price unheard of for this class of monitor.
Our engineers have re-designed and fine-tuned the BM5A
according to the latest Dynaudio Acoustics technology,
putting a new face on the renowned BM Series.

If you’ve wanted to upgrade your studio monitors, you can
now own some of the world’s best self-powered monitors
and never say “some day” again.

BM Range of Active Monitors
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BM 5A BM 6A BM 15A BM 9§ BAS 108 BM 128

For more details contact your dealer today or visit
www.dynaudioacoustics.com

dynaudio:couctics

IFIT'S THERE - YOU'LL KNOW IT

TC ELECTRONIC A/S DENMARK » 7 4+ 45 8742 7000
TC ELECTRONIC INC USA » 7 (818) 665 4900 » INFO@TCELECTRONIC.COM

WWW.DYNAUDIOACOUSTICS.COM
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FERTURES

MOJAVE AUDIO S own DUSTY WAKEMAN waxes sentimenta’

on h s years in the trenches with country suoerstar DWIGHT
YOAKAM; from JUST LOOKIN® FOR A HIT to actually producing them.
The man behind the board bares ali in this honky tonkin’ £EQ exclu-

s ve of the times, the trials, and the tribulations.

BOB HEIL —inventor, innovator, and soldier of sound —sits down with
EQ to talk about his experiences amplifying the likes of THE WHO
and THE GRATEFUL DEAD, the developments for PETER FRAMPTON
and JOE WALSH, and gives the industry much needed iessons on
everything from phasing to using modern technology.

MRAY MEGH MONITOR MAYHEM

34
Speakers meet mastering . . . and mastering loses. CRAIG ANDERTON
shhiows us the ways to even the score.

36

COOKIE MARENCO takes you on a journey “or the best possible
speaker to suit your needs. And you love her for it.

A look into J.J. BLAIR and the ADAM S3A's torrid love affair; toned
down for young ears, of course. Parental Discretion Strongly
Advised.

The Monitor vs. The Room, as VIVEK MADDALA drops the scientific
knowledge about matching rooms and monitors.

RICHTOZZOLI on bass management and mixing in 5.1 surround.
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\ LOUD, PROUD, & UNCOWED

A horrible lassitude has settled over us, and the uncommon
exchange between winter and spring is here. South by
Southwest is done. Over. Finished. Messe is in the air [so is
NABY], the fallout from the inevitable “what about’s?” connected
to last month's SOFTWARE PARADE and who should have been
in the ambitious and arguably incomplete issue [Gerhard
Lengeling didn’t call us back, Gilad Keren we didn‘t call back . . .
mea maximum culpas] still reverberate in our heads as we digin
to May to consider: the speaker.

Mine?

A pair of genius Genelec 8050As: 8" 2-Way Active Nearfield
Studio Monitors.

Love these things. Love them. I'd have dedicated the whole
issue to them but outside of being insane, it's only the tip of a much
more gooned-out iceberg that has me falling deeply and lastingly in
love with what is inarguably the terminus of each and every one of
our recording, producing efforts.

Again: the speaker.

You see, the speaker/monitor sits at the end of every single one of
our roads that began with a song, a line of dialogue, or a single beat.
And so we honor it here with COOKIE MARENCO's extended treatise
on her search for the perfect speakers, VIVEK MADDALAS scientific
screed on why it's not the monitor, it's the room, stupid, ANDERTON's
take on his hatred of speakers, and TOZZOLI on managing your bass.

Add to this our cover story on the inimitable inventor genius
BOB HEIL and an expanded Gearhead that runs reviews around
speakers, speakers, and even more speakers and you have
what’s sizing on up as a keeper of a meditation on the last place
in space for sound on its journey from machine to man.

You can’t get anymore complete than this without talking to
an ear doctor.

Enjoy. We are.
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USE ONE INTERFACE.

FIND SOUNDS FAST.

FEEL THE SOFTWARE.

MAKE SOUNDS COMPATIBLE.

PLAY SOUNDS LIVE.

DISCOVER THE SOUND.



by Matt Harper

MIKE VHRNEY ON
RECORDING ERIC GHLES

PROJECT: Mike Varney pro- "Eric Gales showed up, cold from
et e Memphis, Tennesses, and we
Heleflsliele sz assembled an entire rhythm section

pr—

DATES OF RECORDING:  for him;" Mike Varney says as he
November 2005 reflects on the sessions for Eric §
.. Gales latest release, Crystal Vision. =

STUDIO: Prairie Sun

"The process was basically that Eric
Gales and |, as well as two musi-
cians that Eric had never met —
Steve Evans (who is known for his
work with blues artists like Roy

LOCATION: Cotati, California
ALBUM TITLE: Crystal Vision
PRODUCERS: Mike Varney

ENGINEER: Jason D'Dttavio

Rogers and Coco Montoya) and a
young Bay Area drummer named
Thomas Pridgen (a student of Tony
Williams) — came together for a couple of weeks and
put the whole album together in the studio. They
rehearsed for about five days, and that included writ-
ing almost all of the material in the studio.”

"As a producer, | just worked with Eric to arrange
songs, recorded them as instrumentals, and then
returned to place lyrics and vocals. | was Eric's co-writer
on just about every track,” Varney states. "For the
creative process, it was pretty great. Coming up with a
good blues/rock album; writing and recording it on
spot in just a couple weeks. He literally came in with
just a handful of riffs and one complete song. But from
the second they started off, it was just smiles all
around the room, as the players were just so solid.

When Thomas first came into the studio, the first thing

he said to me was, 'I'm the last guy you have to worry
about. He was just that confident and, playing with a click,
he was a total one-take drummer.”

"Eric came out, throwing caution to the wind, and just
trusted that | would have good equipment waiting on him,”
Varney says with a slight chuckle, “so | brought a whole
compliment of guitars for him to check out. He ended up
using a rather standard Strat and a decked out EMG
SuperStrat. Most of the album was done using a Fender
Bassman for the clean sounds, and a Marshall for the
distorted tones. For effects we used a variety of Jim Dunlop
products like the Univibe — as well as the Hendrix Octave
Fuzz. This, through these unique EMG pickups, was used for
most of the leads, which ended up being pretty much the
holy grail of the Texas blues guitar tones.”

The guys jumped between two of the three rooms at
Prairie Sun, depending on which part of the process they
were involved in. Tracking was done using a modified Neve
console — a Custom 80 Series 32/8/24 mixing desk with
Flying Faders automation (it was originally commissioned for
Pete Townsend's Eel Pie studios), while employing a wealth
of Prairie Sun's high-end and vintage gear; everything from
Tracy Korby Cm-1s to U47s to Schoeps M-221s were avail-
able for their audile palette. While the album was tracked in
Studio A, the mixing was done in Studio B using an SSL

and Eric Gales
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4080 G/E, G+/TR mixing desk with VCA automations and
Total Recall.

The album was, at f1st, recorded down to 2%0on a Studer
AB27 24-track 2" analog tape machine, and then put down to
Pro Tools HD3 for the overdubs using the Neve 8026 32
input, 8 bus console with 24 monitor returns.

The end result is an electrifying conglomerate of rock
and blues; progressive in scope but restrained enough as to
ensure that the songs don't fall outs:de of the nécessary
blues parameters — the guidelines that allow the blues to
continue being the blues. Techrical prowess matched with
solid groove and coprous soul, Crystal Visions is damned
impressive, even more so when one takes into account the
rather unorthodox mannes in which it was recorded.

Concerning the collaboration, Mike states, "I had seen
Eric when he was 15 or 16 at NAMM and | had élways
wanted to work with him, so when the opportur{ity arose |
was just thrilled. As Eric is a really high-level performer,
everything that comes out of his guitar or mouth just tends
to work. It was really easy to work with him and the rest of
the band, who are all practically virtuosos. We were only in
there for a few weeks, and we didn't even have an album to
start working on when we started.”

"Iz was, honestly, one of the most miraculous sessions
that I've ever been involved in."

Photo: Steve Jennings
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IN THE SOUL

SHOP: DARON

JONES

. . Daron Jones, member
COMPRANY: DJ Music Studio of R&B collective 112,

is much more than your

LOCRTION: Atlanta, GA

KEY CREVW: Daron Jones standard musician-
turned-hobbyist pro-

ducer. With several Grammy, Billboard, MTV, Soul Train,
BET, and AMA awards and nominations under his belt, as
well as over 15 million worldwide album sales, Jones is a
man with his fingers in a legion of proverbial pies. Being
in one of the more celebrated modern R&B quartets,
Daron Jones has also lent his talents, creatively, from
everyone to the Isley Bros. to Usher, Pink to the
Notorious B.l.G., R.Kelly to Jamie Foxx. Given Jones'
quick rise to the top of the hip-hop/R&B production
world, it's only appropriate that his chronicle fly under
the flag of "Success Story,” as what follows is a near
textbook definition of such.

ONCE UPON ATIME IN ATLANTA

Jones back story regarding his formative years in the
production field? Starting off as a musician primarily,
learning both the guitar and piano by ear, Daron used the
opportunities allotted to him by being a recording artist
to foster his career as a producer. Literally sleeping on
the floors of studios used by Bad Boy Records, Jones
made the contacts necessary to facilitate his newfound
interests in music production. “| was running around
and learning a lot from people like Stevie J at Bad
Boy and Tim (Kelly) and Bob (Robinson) . . . really
learning the production side,” Jones relays with a hint
of sentimentality in his voice. “Those are the guys that
brought me up.”

Every time Jones got a free moment in the studio at
Bad Boy, he was throwing down tracks on the DAT,
honing his craft. Under the eye of studio guru Stevie J,
Jones spent many a late night session honing his skill. A
track ultimately left at Daddy’s House studios, simply
labeled "DJ,” ended up in the hands of the Notorious
B.I.G. and R. Kelly, a fateful move that propelled Jones
from musician to creative collaborator and producer, and
started what has proven to be quite an illustrious career
that was heralded in by the construction of Jones' own
Atlanta-based studio, DJ Music Studio, which he built in
his mother’s basement.

ST-ST-STUDIO
“It's still there, and it's still where | work,” Jones shares.
“When Keyshia Cole came in to record ‘I Should've
Cheated, the first thing she com-
mented on was how it felt like being at
home, and that's probably because it
was in my home."

Jones likes to keep his studio sparse, running a
modest set-up based off of Pro Tools and using a
MPC3000, Proteus 2000, Motif keyboard sound module,
and a piano (as well as his trusty Triton) to primarily build
his tracks. Breaking the studio standard norm, Jones
informs us, "l like to keep it simple and not clutter up the
space with too much gear. | think it's important to keep
[the room] open enough to get a certain vibe.”

Jones, however, spends a good portion of his time in
the studio working alone, enjoying his space. “Nine
times out of ten when I'm in the studio, I'm working by
myself. A lot of my music and the songs | write are
based on concepts, and then the artist I'm working with
brings their own style to that concept.”

Concerning Jones proactive approach to the artists he
works with, serving as both engineer, producer, and con-
ceptual creative collaborator; it's much to the benefit of
his clients that he has such a strong background as a
recording musician. “As a singer myself,” Jones says,
“when |'m creating a track, or writing a song, | consider
the style and sound of the artist. It's like being a fashion
stylist, you have to know your client and be dble to
select songs that will fit their style.”

FUTUREWORKS

Jones shows no signs of slowing down now either. Fresh
out of his sessions with Keyshia Cole's latest platinum
single, a session that he described as “gritty, natural, and
passionate,” Jones is gearing up to begin warking with
Mya, finishing his solo release, and cranking out a new
112 album. This time around, he's going to continue tak-
ing cues from his peers that he most admires. "Today, |
admire Dre and Timbaland — Dre for his ability to make
great albums, and Timbaland for his sound banks. Those
are guys that are doing it."

“A lot of producers are known for their hit singles, but
when | think of Dre, | think of great albums. | really
respect him as a producer for his ability to put together
full, great albums, and that's what I’'m gaing to do.”

And we, as well as the rest of the R&B/hip-hop com-
munity, will be anxiously awaiting just that.
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The Digidesign® Music Production Toolkit includes a full range
of professional music tools that expand the creative power
of your Pro Tools LE™ or Pro Tools M-Powered™ system.

+ More than $2,000 in effects and instrument plug-ins
- Digidesign Hybrid synthesizer
- TL Space™ Native Edition convolution reverb PRO TOOLS LE 7 SOFTWARE
- Smack!™ LE compressor
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- DINR™ LE noise reduction plug-in
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It's only logical that every cable in your control room go
to one central point, hence the patch bay — a nifty
invention that allows you to physically route every input
and output in your studio without having to get tangled in
the web of cables from one end of the room to the
other, or causing inevitable wear and tear by moving your
equipment around.

Used for rerouting input and output signals, as well
as splitting them, patch bays are an indispensable record-
ing tool once properly installed and properly used. Being
truly one of the greatest, simplest, and most effective
solutions for studios, installing patch bays will save you
incredible amounts of time, ward off potential migraines,
lower tech costs, and give your studio a sleeker, more
professional look.

Patch bays come in many different sizes and makes —
with most large format consoles having tiny telephone (tt)
bays built into them. Other studios opt for rocking the trusty
quarter-inch bays, but this is mainly an issue of preference
(though keep pipe cleaners handy if you go this route).
Some of the larger studios with muitiple forms of record-
ing mediums have ELCO patch bays for switching entire
tape decks or DAW rigs. In addition, there are also digital
and MIDI bays available for formats other than analog
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audio so, regardless of what your needs may be, there is
surely a patch bay out there that can meet them.

Patch bays usually hold 48 jacks each, in two rows,
offering 96 points in a single 19° rackmount space. If
you're handy with a soldering iron you can save a ton of
money and solder the wiring onto them yourself. If
not, you can purchase bays that allow you to plug
your cables directly into the back of each bay. The end
result is largely the same, with the former being more
cost efficient, but the latter being more convenient.

Bays come in all sorts of configurations. The most com-
mon are normalled and non-normalied. When a patch bay is
normalled, the top row will automatically send its signal to
the bottom row. Once a patch cable is inserted into the
jack, it will break the connection. This is ideal for many
instances. Take for example this hypothetical situation:
You need to run your wall jacks in your studio to the
inputs of your pre amps, or the output of your tape or
DAE to the tape return of your mixing console. Under
regular circumstances, you would just want the signal to
pass through and, because your patch bay is normalled,
it would. However, if you wanted to use an external
piece of outboard gear to compress or EQ your signal to
tape, you would use a patch cable and insert it into the
top row of your patch bay (mic from studio} to the input
of your compressor. Afterward, you would run another
cable from the output of your compressor to the bottom
row (preamp input).

You want to spend a solid amount of tme when you
initially set up your patch bays, thinking strategically and
mapping out exactly what interaction you desire from the
various pieces. The object, ultimately, is ta have the most
amount of things normalled so that you don’t have to
use that many patch cords — as well as preserving your
sanity and not wasting precious time in sessioris —
though the space behind your console may get a bit more
dusty after you install a patch bay. The rule of thumb is
that effects inputs and sends should be grouped together,
with outputs and returns occupying another space, and
mix outputs and recorders following suit . . for conve-
nience, if nothing else. It's also a good idea to make sure
that your connectors are color coded (mary are} as this
will help ease confusion in the heat of the tracking
moment; and make sure your snake box has the proper
amount of inputs to coincide with your console {it's a
good idea to have both 1/4" and XLR ins available on your
box also}.

Quarterinch bays with 48 points are available1for
around $30-$50 a piece, and the cables range fram $2-$10
a piece. The expense comes in from doubling up on your
snakes and cabling, though it is clearly worth it, aspecially
if you can save yourself some money by wielding Ye Oide
Trusty Soldering Iron — so consider going the DIY route if
you feel confident in your abilities to do so.
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Punch In

TUNE IN, TURN ON, PUNCH OUT BY

Say What?!

PRINCE PAUL

by Max Sidman

Despite the old school pedigree of seminal hip-hop producer Prince
Paul Huston (Stetsasonic, De La Soul, Gravediggaz, Handsome Boy
Modeling School, 3rd Bass, Chris Rock, Big Daddy Kane, etc., etc.),
his solo albums — like the abstractly groovy Psychoanalysis and the
hilariously hot Politics of the Business — have either flown under
the mainstream radar or were flat out panned by critics (suckers).
Still, Paul continues to make the music that he likes, despite the
exclusionary myopia of the MTV set. His last, most recent venture,
the comfortably funky and mid-fi /tstrumental, is mostly an instru-
mental record, but features goofy vocal contributions from the likes
of Mr. Dead and Steineki, as well as an all-live instrument track, on
which Paul played all the instruments himself.

You played all the instruments on the song “Live At 5.” You're a
musician now, as well as a producer?

No, not at all. | can play a lot of things, but not well. Thank God for
technology, though, because | can arrange it all. With that song, |
wanted to challenge myself because | find that a lot of producers
and artists stay in one zone and they get comfortable in that zone
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because it works. | like to challenge myself with everything, and
when you challenge yourself like that you risk lasing fans and
losing people around you, but you know, making the same
record over and over is boring. So with "Live at 5" | was like,
lemme just try to play something, and let's see what happens
when | pick up a bass guitar or electric guitar, a keyboard.
Lemme just play the drums, the tambourine, and whatever else,
and then go chop ‘'em up, and see what happens. And that's what
came out. Simple.

What's the difference between how you make an instrumental
track and putting something together for a vocalist to rap or
sing over?

When | approach a track for a vocalist — even though | don't rhyme —
| see if | can rhyme on it, and | see what kind of rhyme style | hear
on it. If | can’t rhyme to it or if | can't hear a flow to it, | put it to the
side. But |'ve been shocked. "I Am | Be” on De La Soul's Bulhoone
Mindstate is a good example of me making a record for myself —
that beat was something | had going on the side — and Pos was
like, "Yo! That's crazy, ! like that!” | said, "Man, you can't rhyme on
that. That's for me, not for y'all. | can’t give that to you.” But they
made a brilliant song, so I've been fooled. You know, as a producer,
you can't hear everything, and |'ve learned that.

Weapon of choice in the studio?

For stuff like this record, | still use tape because | want a certain
texture to it. | don't want to articulate it so much. Especially nowa-
days because everything is so digital, so articulate and right in
your face and you know exactly where it is. But when you listen to
older hip-hop, things mesh together, it warms it all up ard every-
thing kinda complements each other a little more. That's the kind of
feeling | wanted for this record. | still wanted it clear, but | wanted it
warm and full-bodied, and | know that | can only get that from tape,
so | recorded a lot of stuff to tape, and a lot of it is really old tracks
from the ‘80s up through 2000. So for this particular album, there is
no one weapon of choice. It's all over the place. In general, it
depends on the vibe I'm going for. In my studio | can pick up a real
808 and program 808, or a 909 — the real machine. I'm imto vintage
stuff. Even though they make programs that sound like the real
thing, nothing beats the real thing. So I'll pull out an ASR when |
wanna get rugged, sorta Wu-Tang-y. If | wanna chop it up, like
Premier or Pete Rock, I'll SP12 it or MPC2000 it. Whatever the vibe
is, | have the equipment to match it. It's weird — Hank Shocklee did
this seminar thing that | went to, and people there asked me stuff
like, "What piece of equipment couldn’t you live witheut?” And |
was just like, "Doesn’'t make a difference to me, | can use it all.”
See man, all | need is the motivation.



LISTEN HERR
HALOU

!_l b‘ CL Wholeness and Separation (Vertebrae)
e 1 Produced by: Halou, Mixed by: Count

7

,l'

NLENESS Halou {pronounced “huh-loo”) have, on their third offering, managed to turn out one
of the most luxurious sounding albums I've heard in a good long while. At times
eerie, at others soaring, and always sexy; Wholeness and Separation meshes the
organic and tha electronic with ease — sporting a production that's beyond suitable

anc encroaching on perfection. Smooth, lush, and wide — Halou's sound is what so

.

many bands of this ilk strive for but fall short of. Fans of Portishead, Sigur Rés, and the like, take
note: This is the stutf

ZBERG? engineering
credits include The Black Eyed Peas, Christina
Aguilera, David Bowie, Green Day, Herbie
Hancock, Missy Elliot, Pink, Rod Stewart,
Sum 41, and many more?

Oh yes.

We asked him THREE questions picked
at random from our random question
machine. Read on.

n
e

! . What is your main recording medium
these days?

Tal Herzberg: | have been recording exclu-
sively on Digidesign's Pro Tools systems
since 1994. My current setup is Pro Tools
HD ACCELS3, 5 x 192 |/O interfaces, SYNC
I/O master clock, MIDI /O interface, and a
s plethora of software plug-ins. | use analog
g v Bonza tape for stereo mix down, mostly 1-inch,

sometimes 1/2-inch. ! find analog tape sat-
uration and compression in the bottleneck
stage of the mixing process to be some sort
of “magic glue” — it smoothes the top

end, and tightens the bottom.
&= S s fNTSS But love my SSL AWSSG0 console, which is the centerpiece of my private studio (at the Henson Studios
5 ui comolex in Hollywood). It's a dual function board — the first layer is a super high quality analog front end
: to the Pro Tools rig {preamps, EQs, compressors, monitoring and switching, all based on their K series
W - flagship analog console), and the second layer is a Pro Tools DAW controller (based on the HUI protocol).
S It sounds incredibly good, and turns any secord-
ing and mixing process into a more streamlined experience than just working in-The-Box The

console’s small ‘ootprint keeps you in the “sweet spot” all of the time, which helps in build- LISTEN HEHR

ing a great sounaing, wide image mix, very fast. Another amazing tool | have discovered OXBOW

recently is Waves' GTR, whicn s a series of plug-ins and a DI box, geared toward direct Love That's Last (Hydrahead)

recouding of electric guitars intc a DAW, You must hear it to believe it. The modeled sounds Produced by: {various), Mixed by: {various)

of the amps and cabinets, combined with a great selection of stomp-box styled effects, A career retrospective that doesn't reek of “greatest
made me rethink the conventional way of recordng electric guitars, and for the first hits"-itude, Love That's Last is a collection of b-sides
time choosing the direct path upon it and previously unreleased material chronicling

Oxbow’s rather illustrious existence as one of the
most highly regarded post-rock/noisefindie/blues
acts. This two-disc set also includes a re-
release of Christian Anthony’s acclaimed
documentary Music For Adults as well as
bonus live footage and a Bernie
Becker/Joel Jaffe 5.1 remix of two tracks from
their previous album, An Evil Heat, created
for, as the liner notes list, “intense joy”;
which is probably the one emotion that is
not touched upon herein. A very even-sounding release

Is there anyone in the world you would like to by a very unstable sounding band that comes with

record? more of a warning than a recommendation.

’. Who were your engineering heroes when you were getting started?
TH: As a musician grawing up, | noticed how good Beatles’ albums sound-
ed, and |'ve been ido'izing Gearge Mart'n s nce then, especially consid-
ering what little and primitive means he had to work with. In 1991, when
I was 21, | bought Jellyfish's Bellybutton CD, which was produced, record-
ed, and mixed by Jack Joseph Puig, and it changed my life. This album
sounded so good, that it made me decide 1o hranch into sound
production. | still consider this to be one o* the best sounding
albums ['ve ever heard.

TH: Since Frank Zappa is na longer with us, | will
settle for Jack Johnson, Ray LaMontagne, and
John Mayer.

[Total disclosure: It's Editor-In-Chief Eugene
Robinson's band.)
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LOVE LETTERS: FROM FIGHT FANS

\'}v’n‘

PICTURE IMPERFECT

You got it wrong! "Ever wonder what kind of
mic they use to pick up the guys talking in
the middle of a battle scene. . . ? Answer: They
don't. . . . They get what they can . . ” and post
dub it later” ("We Don’'t Need No Stinkin’
Timecode,” March 2006)

NOT!!!

'm a motion picture sound mixer. | wouldn't
last two days with that attitude. We go to great
lengths to get it live. Nobody likes looping. It's
expensive, time consuming and hurts the per-
formance. Check out the film North Country.
All that dialog in the mines was live and was
recorded in locations that were so noisy you
couldn’t even hear the person next to you
yelling in your ear. So how did we do it?
Sanken and Countryman lavs hidden in the
headbands of the actor’s hardhats. The hard-
est part was convincing the extraordinary cast
to let us put the entire rig, transmitter and all,
in their hardhats. Fortunately, they were all
troopers and it worked. Just another day on set
doing location sound.

Billy Sarokin
Mount Kisco, NY

STEVE WYTAS WHO?

In response to Steve Wytas's snide letter in
the March 2006 issue: Steve Witas is being either
disingenuous or ignorant, when he chides Eddie
Kramer for "hating MP3 audio files when he loves
DVD audio”” Wytas offers this misleading reason:
"DVD audio is a 320kbs MP3 file”

In fact, when Eddie says he loves DVD
audio, I'm certain he actually means that he
loves DVD-Audio. The simple use of a hyphen and
an uppercase letter makes all the difference.
Wytas is obviously confusing this with the audio
portion of a DVD movie, an entirely different
spec and not what Kramer was referring to.
DVD movies use either Dolby AC-3, DTS, or MPEG2
for surround, and MPEG1 for stereo. DVD-Audio
uses the Meridien Lossless CODEC, a much
higher quality system than any MP3. DVD-Audio’s
extremely comprehensive spec includes bit
depths up to 24 and sample rates all the way to
192k. It offers 5.1 Surround, as well as stereo, and
sounds vastly superior to any MP3 I've ever heard.

If this kind of sloppy thinking is the way
Wytas operates, I’'m not sure I'd ever hire
Audio911 to be a consultant on anything: What
have you done lately, Steve?

Best Regards,
John Boylan
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LOU JUDSON WHA"?

Just got the new issue, very good. What's up
with that dude slamming Neal and £EQ? Prick.
How many Grammys does Lou Judson have?

Micah Warren

THE EQ FIRESIDE CHATS
Pete Prown is a contributing editor at Vintage
Guitar magazine, writes for Back Beat Books, is
lead guitarist in Guitar Garden [guitargarden.net],
and is an American tax payer.

PETE PROWN: Hello. I’'m a subscriber to EQ
and am having deep problems with your new
look and style. . . .

You say nothing of substance here. The issues
have been jam packed from front to back with
non-duplicative content. That is: content that you
won't find anywhere else. Real producers talk-
ing honestly, and dishing heavily on what they
do and how. So for us, the hardcore, the look
and style both improve our newstand posi-
tioning and appeal to an increasingly selective
readership that, yes, also reads Rolling Stone,
Spin, The Source, URB,and the list goes on
and on but I'm getting ahead of you here.

PP: Well, here are a few of my concerns: The
magazine now seems to be GQ rather than £Q.

Once again the proof of the pudding is in the
tasting. Eddie Kramer didn't talk about suits and
Kunkel didn't talk cravats, but | understand
your use of the word "seems” So, point taken.

PP: Well, what's the point of the style shot of
Jermaine Dupri on the cover? It doesn't tell the
reader anything.

Well there’s a journalistic maxim of not apologizing
and not explaining, but I'll gladly yank the cur-
tain back and have you see what we see and how
and why: To attract top-flight production talent to
the magazine, there has to be an immediate value
add. For them. Rick Rubin does not appear on the
cover of EQ if it's going to be ANOTHER shot of
him sitting in front of a board. A shot that's been
used and done to death. Jack White doesn’t
return our calls if he gets an insert box on a cover
featuring a mic pre. Moreover, readers can't
buy our magazines if they re located in the hob-
byist section of the newsstand versus up with
GEAR, BLENDER, and SPIN (where we most

recently found it at Borders), and finally JD
doesn’t even talk to us if he can't have some buy
in on the cover concept and conception. So
that might fill in the blanks for you as to
why . .. but to service the long standing readers,
emblazoned over his chest is THE reason the
issue exists: 200+ tips from Grarmy winners,
guys in the trenches, young turks and the whole
rogues’ gallery of people who might have some-
thing to say. And for an 84-page issue it's
Jjammed to the gills with (and this is ON the cover)
producers and engineers that appeal to a wide
variety of our readership demographic. For this
we don't begrudge JD a beauty shot.

PP: But within the Dupri article, we're only
shown three shots of the artist sittmg on a vari-
ety of objects in a photo studio, instead of
showing us the gear he uses or anything
about his work. Furthermore, a chunk of the
interview is about his MPC 62 sampler. So why
not SHOW it to us?

Because every magazine study in the world
indicates that the ruling truism is that people
want to look at people. So we could have
photographed him IN a studio, like every sin-
gle other magazine. But we opted for com-
pelling photos and compelling interwew instead.

PP: The Doc Rodriguez interview features
three (3) identical photos of the artist. Couldn’t
you find any others?

Well we shouldn’t be as honest with you here as
we are, but we agree with you. In this
instance, though, the repeated use of the
photo was more a design device that also was
causally connected to the fact that we only
had $200 to spend on his photo and this
doesn’t pay for “others.”

PP: Did you think we wouldn't notice?

Well we thought you'd be more amazed at
the incisive article on him, as well as the one
he WROTE himself.

PP: Again, SHOW us the artist’s studio or
gear. You need to better illustrate the points in
the article.

Gear listings are cool and usually occur
appended to almost every article. The Gearhead
section of the mag SHOWS what you re look-
ing for, however.

PP: Also, running this article onto the last
page is lame. That page is typically reserved



Bootsy Collins knows "the one”when he hears it. As the master of space bass,

he has more funk in his left hand than half of tha western world. Which is e IO T T L
exactly why he relies an the Mackie Digital X Bus production console to 24483 8RAR41 '
capture his complex funkosity. —

The Digital X Bus'intuitive user interface and dual 15" touch screens let

Vo
Bootsy get his ideas down while the funk is flying—instead of harshing
his glow with complex menus. And with its upgradeable 192kHz mix "=
engine, built-in VST plug-in suppert, FireWire streaming capabilities, e e T
72 channels of 1/0,and contral for all major aud o software, the / : ) -

Digital X Bus gives Bootsy all the power he neecs to get his funkon. | -""‘","”””,' RARARRRARAATRN
Visit www.mackie.com/digitalxbus to learn mora. '

DIGITAL X BUS: DUAL TOUCH SCREENS, VST PLUG-INS, FIREWIRE STREAMING AND MORE.

——

www.mackie.com @ 425 487 4333 (Outside U.S.) = 800 898 3211 (Toll free within U.S.) MMK. E"
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LOVE LETTERS FROM FIGHT FANS s

for a short, stand-alone article, not spill-over.
Lame.

Hahaha . . . thank you, sir.

PP: Your readers would love you forever if you
started putting in simple schematic diagrams
showing them “how various pieces of gear con-
nect to each other” No other recording mags do
that. Nice, simple diagrams would do wonders.

This is actually a cool idea . . . might be a tad
too entry level for many but | like it . . . of course
wed have to secure an illustrator. And they'd
want to be paid, and budgets are tight, but I'd
be glad to steal this idea for sure.

PP: Your body typeface is hard to read. It's not
a true “black” color. It looks like dark gray on
a white page, which is murder on the eyes {and
I'm 43).

Well some of us are 43 too and we can read
it just fine. . ..

PP: Anyway, thanks for listening.

Listening?!?! | won't stop there . . . I'm run-
ning it in the Letters column if you don't mind.

PP: Look, I don‘t know if you're intentionally

FKK THE FCC

Friends of freedom of sound —The FCC — have levied a $1 mil-
lion fine against Behringer for supposedly marketing almost 50
models of “unauthorized radio frequency devices” — namely Class
B digital audio music devices, i.e. mic pres, mixing consoles, and

dynamic processors.

The agency had acted upon a complaint received in 2004
that alleged Behringer was marketing digital audio equipment
that didn’t have a certification label; which resulted in some
serious finger wagging on the side of the FCC.

According to the FCC, “in order to promote
efficient use of the radio spectrum the FCC has
developed technical standards for devices that
are capable of emiting radiofrequency energy
when in use.” This requires that radio fre-
quency equipment is tested for compliance

with applicable technical requirements

in accordance with one of three authorization procedures:
Declaration of Conformity, Verification, and Certification. This is
enacted to ensure that radio transmitters and assorted elec-
tronic devices meet certain guidelines that limit interference

before they hit the streets
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trying to be a hybrid gear/style magazine to
bring in more hip-hop readers. . . .

Has nothing to do with hip-hop readers . . . in
the last 12 months we've put waaaayyy more
than TOP 10 hip-hop producers on the cover. .
.. We've put legacy cats on (Joe Chiccarelli, Ken
Scott, Kramer, Swedien, Kunkel, Puig, Barresi,
BT), we've put tattooed Grammy winning
women on (Linda Perry) . . . we've put musician
producers (Moby, Will | Am) and we've put
relative no names whose work we really dig (TV
on the Radio, Thievery Corp), and yeah . . . hip-hop
producers as well . . . but the idea is to do a mag-
azine that graphically is appealing . . . make that
APPEALING, as well as informative, AND rep-
resentative of the entire production community.

PP: It's not flying with me and, I'd guess,
other readers.

Well check the letters in the March issue. They
overwhelming disagree with you. And | guess
probably because as you've identified them
they are first and foremost READERS . . . and
our content is non-pareil. . . . We mean the guys
we have writing for us from Anderton, Ciletti,
the producers themselves and so on? Top
flight. Yes, the design is a work in progress and
your input is more than welcome on it, but
there's the forest, and there are the trees,

and if someone out there is putting out more
compelling content, well, wed like to see it.
ALL HAIL THE CHIEF
| just wanted to send you a quick note to let
you know how impressed | am with the
February issue of £Q magazine. | know that it had
to take a huge amount of time and taient to
put all of that together but it is SO beneficial
to all in the recording industry. We need more
precise information from the “masters” and
especially with the down-to-earth rhetoric
they used to present all of their information.
You don't have to be a highly degree’d engineer
to understand how to check phasing, mic a
drum, or equalize an acoustic 12-string.
Don‘t stop here — keep up the great work.
Thanks for all
Bob Heil
OH, YOU FLATTERER, YOU
I've always kind of liked EQ, but I've grown
increasingly satisfied with the magazine over the
past year or so. |'ve noticed many people, like
me, are writing to express tharks and con-
gratulations, but | wish to thank you specifically
for bringing back the “Room With aVU" feature
(or article, or column, or whatever the proper
term is). You must be a musician at heart, truly,
or incredibly clever (or both), to sense, as well
as you have, the common pulse of musicians,
young, younger and, er, seasoned, we'll say.

Long story short — they‘'ve been bugging the hell out of
Behringer for years about 66 models of digital devices and their
lack of verified compliance with FCC technical standards.
Though Behringer claims that “a range” of its products have

been tested and passed “CE*" directives, offering lab results to

JUST LISTEN.

substantiate these claims.

“S'Not Okay, Mang," the FCC’s exclaimed, claiming that
Behringer has “imported 93,620 units and sold 100,304
units of digital devices that had not yet been tested
for compliance with the FCC's rules” — praposing
base forfeitures of $7000 for each and every one
of the 50 models of “unauthorized” digital
devices Behringer has marketed in the

United States within the past year.

The FCC has admitted that they
are screwing Behringer by fining

them in @ manner substantially harsh in contrast to how the
commission has dealt with similar past manners, but justified
it by calling them “egregious” and “able to pay the fine” as
well as being “terrible, horrible, no-good, very bad people.” Yes.

That's what we call a joke, son.




Thanks so very much, and please keep up
the good work!

Best Regards,

Axel

AND THE HITS KEEP COMING
| have to say | couldn’t stop laughing while |
was reading Jurmaine [sicl] Dupree’s [sic]
interview in £Q: | love the MPC 62!! | mean
come on. You're a technology magazine. Don't
you have anybody there to fact check and
know that it's an MPC 60 Mkli. | mean it
doesn't take to [sic] much time to find out the
facts. | know it's small, but still when | was
at several studios and was just talking with
friends this came up and was good for a
good laugh. You are one of the only music tech-
nology magazines left. | think you should
make sure you get it right.
Peace,
Jason Miles
jasonmilesmusic.com

Editor's Note: Ahhh, you got us. OK. Now run
along and come back again when you can

spell his name right, haha.

AND COMING...

Eugene,
It would be utterly remiss of me not to acknowl-
edge, indeed celebrate, your phrase "I'll just

sit like a dog in the dark eating wet ciga-
rettes” (Talkbox, March 2006). This is not only

EESrearivoruo
Digital Audio

INDUSTRIAL-STAENOTH PRODUCTION TECHNIQUES

a combination of words previously unimagined
by this reader, but certainly something never
otherwise found in an audio publication.
Just wonderful.
And, geez Louise, were you really in a
movie?!
Best,
David

Editor's Note: Thank you sir. And indeed |
was. The worst movie of 1987 Leonard Part 6.
CATCH it.

GOOD CATCH, SEZ

CRIME DOG MC GRUFF

As a home studio owner, | was pleased to see
the article entitled, “Studio, Safe, Studio,” on the
egmag.com site. | found the information to be
useful and reassuring. but one passage of the
article troubled me greatly. Anthony Collins
advises marking one’s equipment with per-
sonal information to make theft more obvious
to buyers on the other end. That's a good idea.
But he recommends that a piece of that personal
information could be a Social Security Number,
which is absolutely absurd. If a theft-minded per-
son ends up with your SSN essentially as a
bonus gift, the hurt for the studio owner is not
only an isolated financial loss. |dentity theft is
far worse than losing a Neumann or two! A bet-
ter idea would be to make up some arbitrary
alpha-numeric and record it yourself some-
where, like in a certified letter or with your

insurance company, so that you can verify it later.
But your own SSN?!1?! Please.

Wise readers will know not to go engraving
their SSNs on all their equipment. But for
many, the suggestion that their SSNs can be
advertised on their gear to keep them safe will
unfortunately make sense to them. | hope
that the editorial staff can catch this type of
error in the future, and that the author be
notified of his lapse in consciousness so that
his own gear may be re-etched.

Thanks for your time,
Max Cowan

CLASS WARFARE
Re: March 2006 issue, interview with Don
Was and Gary Gold.

On page 54 (1st paragraph), | suspect Don was
referring to a "I-IV-V" progression, not "one 4/5
progression.” In music theory, Arabic numerals are
used to describe notes of a scale, and Roman
numerals are used to describe chords built on
those scale tones. For example, the notes of a C
major scale are: C, D, E, F, G, A B, and C. They're
assigned Arabic numerals 1,2, 3,4,5,6,7 and 8
{or 1 again). The Roman numeral “1" refers to a chord
built on the first note of that scale: a C major
chord.The "IV" chord is built on the 4th note of the
scale: an Fmajor chord; and the “V" chord is built
on G, the fifth note of the scale, and so on.
Otherwise, great interview.

Bob Karty
QOakland, CA

Peter Kirn has managed to pen what may soon be known as the virtual bible for those wishing to use
the most modern of modern technologies to musical end. Comprehensive and all encompassing,
Real World Digital Audio starts from the very beginning and follows the subject through to the bitter
end (assuming you are a staunch card-carrying member of the audio Old Guard, in which case bless
your heart and your tape reels); allowing the reader, no matter their level of expertise, to hop right in
on the action and start taking it all to the next level.

Perfect for the musician or the engineer, the novice or the adept; this book covers subjects from
setting your computer up to record audio to tracking to using synthesis software to mastering to
printing scores to taking it all out into the live setting — all in a step-by-step, linear manner, making
this palatable for even the most non-technolagically savvy while managing to avoid trudging solely in
beginner territory.

Also included in this grimoire is an instructional DVD chock full of trial software, corresponding
tutorials, and a barrage of ready-to-use sound banks and demo loops: material that will certainly aid
you in your quest to conquer the ever-expanding reaim of modern recording.

So take all the other books off of your coffee table and replace them with Real World Digital

Audio, for then, and only then, will your next date be truly impressed by your vast knowledge and
impeccable taste in all things of the literary nature. The Republic it is not, but unless you wish to
merely philosophize about your place in the modern recording universe then you would probably do
good to pick this up.

'World Radio Histo
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HOW TO MIX
A HIT IN 2000 EASY STEPS

Given Serban Ghenea's discography,
it's surprising that the two cities
looming largest in his career
aren't New York and Los Angeles,
but rather Montreal and Virginia
Beach. While beginning in his
hometown of Quebec at Concordia
University — where he studied
music while playing with some
local bands — Ghenea (mixer
for Usher, N.E.R.D., Justin
Timberlake, Janet Jackson, R
Kelly, Limp Bizkit, '"NSYNC, Liz
Phair and Jewel, and 2004
Grammy winner for Best Pop
Vocal Album for The Neptunes’
production of Justin Timberlake's Justified) most recently has built
his own studio in Virginia Beach, Virginia — a place tnat locks to be
the new home base for much of the BillboardTop 100 these days.

TEDDY’S PLACE

Introduced through a mutual friend to R&B producer/attist Teady Riley
(who had built Future Recording in Virginia Beach several years
earlier) on a visit to the area, Ghenea noticed that the once-sleepy
city was suddenly infused with activity. Riley had just finished up
work on Michael Jackson's Dangerous album and was soliditying his
position as the so-called “King of New Jack Swing”; producing artists
such as Keith Sweat and Mary J. Blige. His own band, Blackstreet,
would soon record two platinum-selling albums at Future Recording,
which became a Mecca for pop artists such as Bobby Brown and
New Kids on the Block, as well as many of the crossover hardcore
rappers that would dominate 1990s radio, including Will Smitn,
Heavy D & the Boyz, and Jay-Z.

It was in this highly active and eclectic musical landscape tnat
Ghenea honed his skills. "It was an amazing time,” he recalls.
"My very first session was with New Kids on the Block” Future
Recording had two main studios equipped with an 80-input SSL 4000E
and a CAD for consoles. The facility was designed around Riley's manic
work schedule, often writing in the B studio while the previous day's
music was being recorded in Studio A. "There were always projects
backed up and waiting to get in,” Ghenea says. "What Teddy was
doing was bridging the gap between traditional R&B and hi-hop. |
had been working with analog tape up till that point. We had tape
at Future, too, but that's where | started getting into digital record-
ing. We had Sound Designer, which was the precursor to Pro Tools.
You had to go in AES or SPDIF It had no analog inputs, and we used
it for track editing and sequencing only in the early days. Then it
evolved into Sound Tools, a fourtrack system. The hard drives at the
time couldn’t handle much more than that”

Ghenea recalls that Riley liked to add live instruments during what
became extended mixes. "He would add live keyboards to the
track as the mix went down,” he says. "We were using a Logic Audio
sequencer locked to tape with SMPTE and playing along. When the
TASCAM DA-88s came out, we would use them to record the
new parts and slave them to the two 24-track decks.
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by Dan Daley

We were always running more
tracks into a mix than we actually
had on tape, so the console was
always maxed out in terms of chan-
nels. Teddy was a programmer at
heart, and | got into that as a resuit.
He was always trying out new
stuff — new equipment and new
ways of using it. So it was an edu-
cation for me because | had to try
to figure out how to make it work.
Teddy was always coming up with
things to do that the technology
didn’t exist for yet. The solution
was usually pretty unconventional,
but as long as it sounded good,
that was all that mattered. For instance, most people would only use
Dolby SR on the two-track tape for mixing at 15 ips. We actually
tracked to the two-inch deck using SR. It gave us a result that
was as quiet as digital but still retained the warmth and sonic
characteristics of analog tape.”

In those pre-AutoTune days, Ghenea used a laborious but
effective way to correct vocal pitch. "I'd always look for a vocal per-
formance that had feel aver pitch perfection,” he says. “Once you
found the takes that you liked, | would comp them to a single
track and then do pitch correction using an Eventide H3000
Harmonizer. | would bus six tracks of vocals into it from the console
and out to one channel, sometimes just going for half a word that
needed pitch correction, punching it tight in real time. You'd have
to keep doing it over and over again until you hit the spot and the
pitch just right. But it was worth it because you got to keep the takes
that had the best feel, and the best vibe ”

1S IT LIVE OR IS IT...

The notion of the extended mixing process that he experiénced with
Riley set a template for his own transition to mixing, and it's one
that meshes well with the fact that R&B and hip-hop is moving toward
the use of more live instrumental elements (in conjunction with
programmed elements). In many cases, the live and programmed
elements will be recorded in unpredictable sequences, such as The
Neptunes adding live drums halfway through their N.E.R.D. album.
This newly animated urban music poses some interasting mix
challenges. “The "sloppiness’ of live musicians playing together is
what gives a record character,” says Ghenea. “But at the same
time, when live elements are being mixed with machine elements,
you have to make sure everything is very synced up. Otherwise
things like phase incohererce between live and machine tracks can
drastically change the souna when you put them together in the mix.”
He uses sync programs like Beat Detective, often fine-wning tim-
ing relationships by slipping tracks against each other. “it doesn’t
defeat the purpose, though," he stresses. “What you do f¥st is over
mix or overcorrect it, then deconstruct the mix, letting the live
elements take the lead in certain parts of the mix. It's not like the
music is going all one way or the other, toward machine or live,
dry or ambient; it's using more techniques from both more often
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HOW TO MIX A HIT IN 2000 ERSY STEPS

now. Even when drum tracks get sampled and looped, the
loops tend to be longer, which Iets the feel of the live drummer
come through. You can still hear the little imperfections that
make it human.”

On N.E.R.D’s In Search of..., Ghenea's drum miking setup
was rudimentary; keeping with the raw, classic rock feel that live
hip-hop tracks are moving toward. He used either a single Neurmann
U-67 or U-87 placed in front of the kit about toms level and
approximately five feet in front of the kit. He also placed a pair of
AKG 451 microphones as overheads variously using omni and
cardioid capsules. | tried using some B&K microphones on the over-

heads but they were too clean sounding,” T h e m ore
he comments, underscoring the desire s tO
for sonic asperity on the drum tracks. “| Ae anal

was looking for a raw, almost ugly sound
for the drums.” Depending upon the
needs of the track, he would augment the
mic setup with spot mikes — a Shure 57 0Ut$| 5‘

on top of the snare, a Sennheiser 414 en¢
below it, for instance, but those appli- atency
cations are relatively rare, he adds. "It's mostly all room sound,”
he says. "We want to hear the kit for what it is”

When Ghenea moved out as an independent mixer in 1998,
several of Riley's previous production clients followed him for their
mixes, and Ghenea would travel frequently to Philadelphia to do
work with Jazzy Jeff and his production company A Touch of Jazz.
He was one of the first engineers in the region to get his own
Pro Tools system.

Another technique Ghenea developed during his stint at Future
Recording works well in a mixing environment in which constant
revisions are required for a variety of reasons. "I started out doing
‘stem’ mixes — mix passes that had instrumentals or vocals sep-
arated — so that | didn’t have to recall a mix every time someone
wanted a revision because they wanted a specific change for a
vocal level or because a sample didn’t clear,” he explains. “At first
I would record an instrumental, background vocal, and lead vocal
passes to a TASCAM DA-60 timecode DAT machine and then
dump them into Pro Tools and make the adjustments there.
Eventually | would record stems straight into Pro Tools through an
Apogee AD8B000 and the stems got more and more elaborate. Typical
separate stem passes would include drums only, bass, keys, guitars,

LISTEN HERR \

DIRE STRAITS

Brothers In Arms/20th Century Edition (Warner Bros.)
Produced by: Chuck and Mark Knopfler, Mastered by: Bob Ludwig
One of the more solid popular rock releases of the early to mid-'80s is
presented again with superior sound quality as a double sided disc,
playing in both ARS, DDS, and SR CD. Chuck Ainlay has employed

- AMD’s 64 bit Opteron chip technology to
record Mark Knopfler, thus securing him a

Album. The short of it is: this release sounds
phenomenal-using modern technology to

you probably need to work on getting this.
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Grammy nomination for Best Surround Sound

enhance what was already a very good album.
If you are even a fairweather Dire Straits friend,

strings, sample loops, background vocals, lead vocals, and so on.
This allowed me to make changes to complex mixes without hav-
ing to go back to the studio and recall them on the console. Finally,
| decided it made more sense to mix entirely within ProTools”
Ghenea says he often uses the Digidesign Lo-Fi piug-in,
which has distortion and saturation parameter controls, which he'll
combine with a very light touch on each to get the tape effect.
Other techniques to dial in some analog effect include reducing
the sample rate or the bit rate. “What that does is create some
contrast between that track and the rest of the song,” he says.
"You don't need much of it, but it can make a world of difference.”
UU c a use Working on Britney Sperars'.vocals,
Ghenea wanted to emphasize the
breathiness that gives her voice its
trademark sexiness. He uses a McDSP
Compressor Bank plug-in, which includes
models of a Universal Audic LA-2A and
UREI 1176 analog compressors.
Understanding how the original analog
gear performs is the key to getting the
desired effect, he stresses. “There are certain things you expect
out of those compressors. The LA-2A adds to the breathiness of
a vocal because it has a soft knee; it also has a slower attack
because it's an optical compressor. The 1176, on the other hand,
is very fast but it's not always a first choice on a vocal. But
understanding the characteristics of each allows you to combine
and emulate them as though they were being used together
as outboard gear” He suggests starting with the 1176 and
slowly dialing in the LA-2A until the effect is achieved. "Again, it's
all program-dependent,” he says. "But it sounds amazing on
vocals” He also likes the Metric Halo Channel Strip plug-in as an
emulation of an SSL console strip. “You can use the dynamics on
the plug-in in the same way you can the actual channel strip, so
it's a good starting point when mixing in Pro Tools,” he explains.
“The more you can use plug-ins to approximate how the analog
equipment would process the sounds, the less you have to go
outside the digital environment and encounter issues like latency.”
Tracks for R Kelly, despite being aimed squarely at a pop mar-
ket, are mostly programmed. Mechanical tracks seem to put that
much more of a premium on vocals, he believes. "Cne thing |
try to do is to help the artists achieve a unique sonic signature
that's all theirs, one that transcends the production of the
record,” he says. "When it comes to this, | look up to what Mutt
Lange has done on such a wide variety of artists: AC/DC, Billy
Ocean, Def Leppard, Bryan Adams, Foreigner, Backstreet
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\ Boys, and Shania Twain. None of these artists has any-
\ thing in common musically, yet each one has a very dis-
\ tinct sound, one that is unique to each of them.
\ There's no mixer's or producer’s ‘stamp” on them
\ other than the fact that they all sounded amazing

\ and were all incredibly successful”

\ At Ghenea'’s own studio, MixStar, in Virginia
Beach, he’s busier than ever, but having his
own place allows him to control the pace.
"It's relaxing having your own place — it
gives me the break | need to get some
perspective on what ['m doing,” he
\ says. "Perspective is a very, very
\ good thing.

\



During an interview on the occasion of
his 80th birthday, writer Norman Mailer
suggested modern technology has
made a bargain with us: “I'll give you
more power . . . and less freedom.”
Dropping this observation (or in my
case, “anecdote”) on one's acquain-
tances is a revealing exercise and the
irony is not easily avoided — for in
few other areas of our contemporary
culture has this become more pertinent
and compelling than in the creation
and production of music.

With more generations having
grown up with a proficiency in the
technigues of rock, it's become quite
easy to forge a belief in great music
being largely about all the cutting-edge
gear and the slick chops. A hot tune,
therefore, becomes defined by its dis-
play of technical prowess on both
sides of the studio glass. The truth is,
however, that great music has little to
do, inherently, with style points and
everything to do with essential human
feeling. Does it truly touch the listener?
Does it fill them with a greater sense
of the gift of love or the malady of
loss? Does it reflect the truth? Will
this even be worth hearing again 20
years down the road?

Such are precisely the criteria
by which we can now recognize
the classics of the genre — works
that have proven themselves

U

TECHNOLOGY

against the litmus test of time.
Listen, if you will, to the first minute
of “I Am the Walrus” and then try
dismissing the Beatles/ George
Martin collaboration as just music
from the '60s. All of this was done sans
the spoils and crutches of modern
musical technology, and perhaps that
need not be forgotten.

What is sought is a process, or as
Howard Bilerman stated, “organic
growth": the right phrasing, the
integrity of unadulterated vocalization,
the obligato which, even deceptively
simple, enhances the emotional expe-
rience, a lyrical passage that speaks of
enduring issues. It's about prudent,
even inspired, creative judgment(s)
and avoiding what Chet Baker
described as "the danger of having a
lot of technique and no soul,” right?

Assuming agreement, the above
is clearly not an argument for sloppi-
ness — a suggestion that primitive-
ness is somehow preferable to
refinement. The unschooled musi-
cian, engineer, or producer runs
great risks if ignorant of all the
options or in accepting the resultant
ossification in both thought and
presentation; yet an over-reliance on
plug-ins and digital manipulation can
be equally catastrophic when the
correct answer to a creative question
may be to take the simple approach.

The need, ultimately, is for balance
between the ineffably human and the
imaginatively mechani-
cal. This kind of inte-
grated quality is evi-
dent in the subtle audio
artistry of equilibrists
like Bob Ludwig, Bruce
Swedien, or a host of
others whose insis-
tence on musicality is
uncompromised; and
for whom technology is
always a means and
never an end.

Writer Rick Bass said, "Two things —
any two things — with any difference
between them, whether small or great,
will always be carving at one another
until some change that is satisfactory
and pleasing to the universe occurs.”
Hopefully this creative interplay can
become more of a prominent charac-
terization in the making of modern
music; very “human” beings poised
with sophisticated and efficient tools
all for the sake of creating and captur-
‘ng great art. For, as Charies Rosen
pointed out, music is a “basic human
need,” and thus there is an aesthetic,
if not moral, obligation to address the
delicate issue of artistic balance; as
the necessary result of the creative
andeavor is to effect on a profound
ievel. —David Flitner

J Difla (1974-2006)

James Yancey {aka J Dilla) passed away Friday
February 10th, at the age of 32, from complications
stemming from lupus. Excelling as both creative
collaborator and producer for a slew of artists
ranging from Janet Jackson to
Macy Gray, De La Soul to
Busta Rhymes, Poe to Mos Def; Yancey was both
prolific and versatile — lending his skill for churn-
ing out serious beats to musicians from the likes
of ATribe Called Quest and the Roots, as well as
sitting behind the board for major release after major release,
without ever abandoning the independent base of the hip-
hop/R&B genre from which he arose.

Just before his unfortunate passing, J Dilla released an
instrumental album entitled Donuts and had finished up the
Welcome to Detroit, Vol. 2 compilation which, according to
Watts Records, will be released shortly.

Likewise, two other projects, The Shining and Jay Love
Japan, had been completed, as well as production work for Madlib,

Busta Rhymes, Ghostface Killah, A.G., Visionaries,
Truth Hurts, Phat Kat, MF DOOM, Skillz, and Frank
N Dank.

Born and bred in Detroit, J Dilla started off
producing musicians and collectives that he admired
during the mid-"90s before adopting the pseudonym
Jay Dee and joining Slum Village, leaving after one
album to pursue a solo career and refocus on the
production end of the industry.

Dilla was diagnosed with Lupus nearly three
years back and, despite his rapid physical degeneration, gained some
of his greatest accomplishments in those years leading up to his
death — working extensively with Common, as well as teaming
up with fellow producer/fiapper Madlib to collaborate on 2003's crit-
ically acclaimed Champion Sound, an exchange that had the two
respective artists switching duties off and on from producer to MC.

His loss has greatly affected the recording community and
he will be mourned for some time to come. We at £Q offer our
condolences to his family, friends, and colleagues.
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Scores of recent press have
raved about the Atomic
Swindlers’ new CD, Coming
Out Electric. Touted as "a
lesbian-fronted sextet com-
bining David Bowie's glam-
our, Barbarella’s sci-fi camp,
Pink Floyd's sonic extrava-
gance, and Goldfrapp’s gauzy
vocal drama,” the Rochester-
based collective have sure-
ly made an impression as
being a bit "eclectic”; but
the real question we have
is this: Who in their right
mind would work with such
a group of admitted weirdos?
Themselves? Christopher
Hooker? Who else?

BACK TO THE FUTURE
The space cadets behind the
console are an odd collection.
The drummer, with little stu-
dio experience, serves to do
the bulk of the recording.
Much of it is to be done in a
basement on an old Korg D16 v. 2, whose shelf life has long since past.
To keep in the spirit of things, the guitarist gleefully donates his Vestax
HDR-8, gear that even the Soyez cosmonauts would label as anti-
quated. The flight captain, an engineer in his mid-20s who really doesn't
listen to a whole lot of music in his free time, is in charge of the mix
down. Fortunately, the band will mix the basement tracks at the well
equipped GFI Productions; which has an A Room {complete with the
vintage MCI JH-636 Metallica used to record Kill ‘Em Al}, a B Room (out-
fitted with a Mackie D8B console clocked to a Lucid Gen-X word clock
generator via an Apogee Low Jitter Clock I/Q), and its own resident “Yoda.'
The young engineer tells the band, “hey, forget the analog board with
the pedigree rock ‘n’ roll history, we're gonna mix on the little Mackie,”
even though the band wants a lush sounding 23rd Century concept CD
modeled after the multi-layered, high-fidelity sounds of Tony Visconti's
recent work with David Bowie — on a $5,000 budget of course. Major
Tom to ground control: count down, 4,3,2,1, disaster?

BLAST OFF
Step one: Get a decent drum sound. The cellar is carpeted, the walls
paneled and the ceiling is soft acoustic tiling. So far so good; but it's
one decent size room with no way to separate the instruments. The
solution: Make sure the drummer can play to a click track sans band.
Don’t forget new heads, nicely tuned drums, and a good kick drum mic;
in this case a Shure Beta 52. Throw SM-67s on the snare, on the rack
tom, on the floor tom, and two as overheads. NO mic on the hi-hat
(it bleeds through everything anyway). Play it safe with the EQ on the
D-16, make sure the recording levels are reasonable, and deal with the
fine-tuning while mixing down.

Bass? Just go direct with a newly restrung Fender P-bass, of
course. Guitars? Well, recording in the basement is actually very
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by Roy Stein

cool-no mojo and you go home without a bill. Plus, casual often
equals creative. At heart, this is a guitarbased band, so capturing a great
guitar sound is crucial. Chris Yockel is an electronic technician who at
one time worked for the signal processing company MXR. Staying close
to his roots, he uses the MXR Dyna Comp, MXR Noise Gate, the MXR
Delay System |, and a MXR Analog Delay combined withia Fender Super
Reverb Tremolo for the "outer-space” sounds. The amp is a vintage
reissue, miked front and back (just as Jimmy Page did) with, once again,
SM-57s. Guitars include the Fender Showmaster with a Floyd Rose tail
piece, and a Fender Strat. The ultimate in cool: a Jerry Jones sitar is
brought in to cascade the effort back to the hey-day af psychedelia.

Scott Ostrowski, guitarist #2, who has plenty of studio chops,
prefers to take the D16 home and record at his own time. His gear:
a Stratocaster with a Seymour Duncan pick-up, a Hughes and Kettner
pre-amp and 120 watt power amp, and a Marshall 4x12 1960 Vintage
cabinet, all miked with the trusty SM-567

Acoustic guitars are where the D16 really comes in handy. As
most guitarists tend to be good buddies with music store owners, it
follows that the folks from House of Guitars freely grant the band access
to the best Martins and Taylors in their store. The strategy is thus: an
AKG C-3000 a foot away from the 12th fret, and an SM-57 about
two feet away from the sound hole as a back-up andfor to layer into
the mix.

Keys? Rent top of the line Kurzweils for the string sounds. Use Korgs
and Rolands for the spacey sounds and organ. Whan you need a
good grand piano there’s nothing like the real thing. D16 will travel. April,
the lead singer, works at the International Museum of PBotography (the
George Eastman House). Their elegant Steinway located in George's
huge wood-floored living room sounds amazing. You just gotta ignore
the huge stuffed elephant head to get into the proper vibe. Two SM-
57s perched 18" above the lower and higher strings seem to do the trick.

Violin? It helps when your neighbor, Howard Weiss, is the retired
concert master of the Rochester Philharmonic Orchestra. Record him
in the best-sounding room of the house, i.e. the hardwood-clad
kitchen. Howard agrees that the natural reverb in the room is perfect
for recording; just remember to turn the refrigerator off. Two SM-57s,
one about a foot and a half off his shoulder, the other three to four feet
out front, are set up while Howard, who has spent decades recording
in various analog studios around the world, falls in love with the quick
rewind and auto-locate capabilities of the digital world.

ET PHONE HOME

Getting the tracks transferred from the old Korg D16 inte the computer
at the studio for mixdown is no easy feat. There is no available software
for the version 2 to dump the tracks en masse. But, fortunately
enough, both the D16 and one of the computers at the studio are
equipped with Toslink optical I/Os; so the transfers can be kept in the
digital domain with no degradation to the recordings. Note, however,
that | said Toslink (two channel) not ADAT lightpipe (eight channel), which
means we have to transfer one track at a time, in real time, and
some of the songs have over 100 tracks! The good part? The studio owner
doesn't charge the band for the transfer time and you get to hear every
crackle and pop on each track for future fixing in the mix. The bad part?
The physics of bouncing a quick two-track mix back to the 2GB D16
SO you can erase tracks to make room for more overdubs. Initially there
are some time-drifting problems. Since drift can be caused by using
separate and independent clock sources, the fact that there is drift means
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that the D16 didn't slave to the clock coming through the Toslink
connection. There are no settings for master/slave on the D16 v2. This
dominatrix of a deck must always be the dictator of temporal dealings.
Thankfully the solution to the drift dilemma is rather simple — connect
another optical cable from the D16 back to the computer so that you
can set the computer to slave to the D16 on transfers both to and from
the deck. A quick re-recording of a transferred rough mix compared to
the original file verifies that synchronization has been achieved.

TURNING OVER THE HELM; KIRK TO SPOCK

Since most of the recording work is done, it's time to turn the controls
over to the engineer. He and other band members will spend hundreds
of hours together producing the record — but let's give Chris a chance
to tell his story in the first person: "After mixing a few songs for the
‘Swindlers before starting this album, | had an idea of the pace the band
liked to work at, and the fine-tooth comb production style that they
approach their music with. Combine this with the fact that the band mem-
bers have odd schedules, and the A Room at GF| {the room with the
analog board) is in use a lot, | weighed the options and decided that using
the digital board in the B Room was a wiser decision. There, we could
work on a mix for however long we had time for on one day, hit save,
and then be able to come back to it three days later, and with the push
of a button, have it exactly as it we left it. Try doing that on your old
purely analog gear. No more wasted 45 minutes of session time to write
down mixer settings, another 45 to manually recall them, patch back
in all your outboard gear, set it up exactly as you left it, only to have it
still sound different because, well, it's analog.”

"The other option would have been to mix everything entirely in
the box, and use the board merely for monitoring and recording addi-
tional tracks. Alas, though the music we were dealing with may have
been of the future, our computers weren't. At an average of around
100 utilized tracks per song, it just would have been too much. As it
was, being limited to 24 channels of output from the computer (the
same number in either room), required me to submix instrument
groups together, and therefore do any needed processing on those tracks
within the computer, driving its CPU into the red.”

"Logistics aside, it was time to launch the process. The first step
in bringing in the prerecorded tracks for each song was to set up the
tempo of the project file. Once the tracks were brought in, this would
allow us to pick and choose between various takes of different per-
formances and drop the best lines into every section of the song where
it should be repeated — a process that would help whittle down the
track count . . . a little. Each track had a snippet of the click track at the
beginning for easy lineup. All I had to do was match the click at the
beginning of every track, and thanks to our Toslink word clock sync,
we were in business.”

“For a few of the tracks, we actually did record the basics in
GFl's A Room; with its big open hardwood floors, non-parallel walls,
and cathedral-style vaulted ceiling, it makes drums sound great. Mics
for this included an EV RE20 for kick, an SM-57 on snare, 421s on toms,
and Beyerdynamic MC740s for overheads. Some scratch guitars,
bass, and vocal were cut, as well, but most were later replaced with
more thought-out and perfected takes. On one song (“Float”) we even
started by constructing a drum loop from various one-shot samples pulled
from an assortment of sample libraries, ACID loops, our own record-
ings, and some handcrafted 808s tuned to the song. There was so much
stuff going on in just the drum loop itself that we had to create its own
project file just to process it, then create a mixdown of that to import
into the full song's project.”
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"For recording final vocal takes, as per usual, we tested several mics
on lead vocalist April to see which sounded the best with her voice.
The Rode Classic, the Neumann TLM 103, and a few other medium-
to-high-end mics were auditioned, but we eventually settled on an MXL
V67 through an ART Digital MPA pre-amp. While the ¥67 was the least
expensive mic of the bunch, it seemed to complement April’s vocal in
just the right way — enough warmth to fill out the tone without
being too dark, and enough top end to keep things clear without
adding too much zing or harshness.

THE INTERGALACTIC BLUEJAY(HIGH)WAY
Continues Chris, “The band brought in a recording of the Eiatles tune
'Blue Jay Way' and asked me to get that vocal sound for some of the
lines in their songs '‘Drag’ and ‘Underground Love, as well as a couple
string parts and keyboard lines. The Beatles obviously had a vocal
sent through a Leslie cabinet. There is a Leslie in the studio, but with
its proprietary multi-pin cable, | had no way to connect anything but the
Hammond to it (unless | wanted to gut the Hammond in an attempt to
figure it out, an idea which | didn't think the studio owner would be too
fond of). Trying to duplicate the sound digitally just didn‘t give us the
right tone. | considered suggesting to April that we use John Lennon's
idea of tying a rope around her legs, suspending her from the ceiling,
and swinging her around the microphone while she sang; but luckily
enough for her, another client, who often plays his guitar through a Leslie,
was recording in the A room and offered us his Trek Il Leslie interface.
We were able to use this interface to reamp the prerecorded tracks
through the Leslie, resulting in ‘Blue Jay Way' perfection.”

“Other effects on the album were a bit easier ta pull off (as well
as being less of a potential health risk to the artists). We used a
combination of Waves plug-ins inside Sonar for various effects such as
flanging snare drums and vocals, piano tremolos, octave vocal layers,
automated delays and reverb swells, as well as standard stuff like EQ
and compression for anything that needed to be submikxed; some
static delays from the D8B; and rounded it all out with some external
reverb gear including a Lexicon PCM60 for percussion plates and
room verbs, a TC M-One XL for main vocal and lead line verb, and an
ART Quadra/FX for strings and distant tones.”

THE FINAL FRONTIER

“Since attention to detail has been the spirit of the project, Tony
highly recommends seeking the right mastering house and engineer,
in this case Dr. Toby Mountain at Northeastern Digital in Boston — whose
résumé includes relevant artists to this project such as Bowie, Zappa,
and Alison Krauss. A couple of the band members and | Ibaded into
the car and spent 12 hours at Toby's studio, where he did & fantastic
job of mastering the audio portion of the ‘Swindlers disc.”

THE EAGLE HAS LANDED

The results? The Atomic Swindlers have since played on ovar 350 radio
stations, made the Top 20 on XM Satellite Radio, ard are receiving
acclaims from a vast array of sources. A.L. Sirois of Sci-Fi channel’s
SciFi.com says, "It's probably no exaggeration to say that almost
any of the songs on this CD could be a hit with proper airplay
and marketing push.” From Ron Netsky of City Naewspaper:
“Coming Out Electric is a throwback to a bygone era when the
music industry cherished poetic lyrics and albums that were
works of art.” Gannett Newspaper's Jeff Spevak proclaimed it "a
sonic boom — grand Beatles pop as told by Barbarella” Perfect.
atomicswindlers.com
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better accuracy and detail than monitors costing hundreds of dollars more. Audition them at your M-Audio dealer today.

« Kevlar low-frequency drivers > durability
“My M-Audio monitors are accurate and easy on the

« silk high-frequency drivers > longevity _ ears at a variety of solumes ard listening positions,
- even after 12-hour sessions. Trey let me give the
* custom port design > low turbulence mixing engineer tracks that didn't require much

- X tweaking for integretion into the -est of the project—
« integral design > better performance s0 | know my music remains faithful to my vision”'

—Mark Isham, composer of

* custom damping > enhanced bass the Academy Award'R -winning film, “Crash”

M-Audio, e M-Audio 'ogo, BX5, BX50, BX8 ana BX8a are Fademarks or registered frademarks of Avid Techniology, Inc.. Academy Award and Oscar ore rademarks ond szrvce marks of the Acocemy o Motion
Picture Arts and Sciences All other trademarks cre awned by their respective awners.

VI-AUDIO

recordirg interfaces | USB kevyboarcs | s'udio monitors | microphones | preamps | sound libraries | music software www.m-gudio.com
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CURRINT

($699)
Classic vacuum tube design
principles coupled with a mea-
ger asking price is the stuff
myths are built off of in the
recording world. Thanks to the
M-Audio crew, you no longer
have to seek the proverbial
beanstalk, befriend an
Atlantian, or hold up a boutique
mic dealer to get that vintage
warmth and charm in your
recordings. Rejoice!
m-audio.com

M REGULATION

VOLTAGE/CURRINT MITER

AR-20 SERIES 11

BY MATT HARPER

sSMP+)
RIS "l."‘i“l PROTLCTION
LINEAR FILTERING TECHNOLOGY

v

PAOTEICTION EXTREML
13 VOLVAGE

5 ($799)
The fine folks of PreSonus have
revamped the popular LT line of
mic preamps to further expand
your ADAT optical light pipe I/O
digital audio hardware systems;
making life significantly easier
by offering direct outputs and
inserts on every channel as well
as 24-bit resolution and a 96K
sampling rate that would have
Vanilla Ice suing if it all wasn't
just too hot to touch.
presonus.com
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($1.499)
Furman’s new 20-amp regulator
offers the kind of assurance that
can only be found this side of an
insurance claim. Valiantly fighting
the battle against over-voltages,
sags, and brownouts that can
disrupt a session or swiftly end
your most prized equipment, the
AR-20 |l takes any input volts
from 97 to 141 and levels it all
out to a smooth 120; leaving you
to rest easy while visions of
spikes and surges dance in
everybody else’s heads.
furmansound.com

($1.249)

For bootleggers, field recorders,
and press interviewers alike,
HHB offers the world's first digi-
tal recording micraptione.
Combining a Sennneiser omni-
directional condenser capsule
with 1GB’s worth of fash
recording memory . . all of
which runs off of Z AA batteries
(assuming that you cease licking
them for long enough to actually
put this gear to use).
hhb.co.uk
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($495)
As the first Digidesign TDM ful-fea-
tured dynamics processor for Dolby
5.1 surround mastering, the
Octirama plug-in offers 4- and 5-band
processing fer each of its respective
five channels, as well as a state-of-
the-art bass managirg system for
ultimate dynamic coritrol. Running on
a single 56000 chip, the Octirama
poasts an nput AGC, five in band
peak limiters, band mixers, and a final
peak limiter, as well as a sophisticated
algorithmie processirig system that
effectively preserves the sumound
image — which makes you happy
inside; ard us much the same.
cycling74.com

SBWHO DIMNIMSE)

($299)
O*fering an affordable remedy
for the maladies that arise in
the field of acoustic treatment (or
mstreatment, depending on your
approach), the Spaceamay Diffusor
combines s:ellar acoustical diffusion
technology with slick aesthetics (i.e.
snazzy wood firish). Perfect for both
auditoriums and control rooms alike,
the 24" x 24" solid wood panels
install witn relatve ease and can be
used in a wide array of placements;
miaking the Spacearray both useful
and practical — not to mention

cheap. Ard we know you ‘ike cheap.

auralex.com

($249)
Portable and versatile, the
Link.FireWire 4x6 audio interface
is geared toward the musical hob-
byist or audio novice yet is high in
quality; coming complete with a
S/PDIF I/O option, two
Mic/Line/Inst inputs, 48v Phantom
Powver, balanced monitor outputs,
headphone output with source
select, and 24-bit/96kHz operation
at full channel count with low
latency — facts that aren't nearly
as shabby as your haircut.
tapcogear.com

($2,995)
Rocking a *0" bass driver and two
4" carbon fiber mid range units, all
housed in an art-deco manner
AGAs Nucleus Reference 3.1
Loudspeaker offers the improved
CDTII tweeter alongside the S2
:echnology oest known for it:
obscene low frequency extension
Speaking of the obscene, the high
frequency response is rated
35kHz — far beyond the range of
your mother's dome tweeters.
roundsound.com
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Perfectly Connected.

The Audix i5, D2, D4 and D6 are finest examples of dynamic
instrument microphone technology today.

Designed to bridge the gap between stage and studio, artist and engineer.

Designed to capture your creative genits.

AUDIX

PERFORMAMCE 1S EVERYTHING
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We recorded and mixed Hillbilly Deluxe in late 1985, with pretty much
the same setup as on Guitars . . , the big difference being that we
were coming off a hit record. They had toured in an RV non-stop
for about ten months, and by the time they came home, Dwight
was a star, part of the “New Traditionalists” movement in country,
along with Steve Earle and Randy Travis. Once again Pete had
everything completely planned out. N
The band was well rehearsed, and ‘\
Dwight would walk out and give us
one to three great takes.
| think we may have done some
very hight comping, but big sections,
not words. The signal path for Dwight's
vocals stayed the same. One great dé
change on this album was the addition of Charlie Paakkari to the
team. Charlie was officially my second engineer, which was kind of
a joke to me, because he was so much more knowledgeable than
| was. He was a staff engineer at Capitol — one day an assistant,
the next day a first — working with a lot of the great masters. It
was an amazing education. The one smart thing | did was to let
him really contribute to the project and share his knowledge of
that studio with me. Again we mixed across the hall in Studio C.
| was really proud of my tom sound on “Little Ways,” which | had
running through a Pultec and the Fairchild 670, with a lot of live
chamber on it.

Enter the technology: Once again we were firmly ensconced in
Studio B, this time with another hit record under our belts and a
bigger budget to work with. Unlike the first two albums, which
we raced through, we actually had some time to stretch out
and try some things. We cut the basic tracks on the Studer A800
with 16-track heads and then bounced to Mitsubishi 32-track
digital machine for all the overdubs. Charlie Paakkari was once again
working with us and we had some fun. We spent half a day figuring
out a way to sync the tremolo in one of Pete’'s Fender Twin Reverbs
to our drum track. Pete’s two Twins had been modded to allow one
tremolo to drive the other, so we figured there must be some way
to control i1t from an external source. We listened to the sound
that was coming from the “master” tremolo — it was basically
a low frequency pulse. We hooked up a signal generator with an
audio trigger tnput to an oscillator and filtered the sound to
match the control that the Twin generated, then fed a mix of the
drums into it, and plugged that into the slave tremolo. Amazingly,
1t worked.

The track 1s “What | Don’t Know." | was amazed by how many
people actually noticed that the tremolo was locked to the drums
and asked how we did it, which had been a secret until now. One
of the great things about Capitol, besides the great rooms, is the
amazing level of support available from the staff, especially the tech
staff — very handy when you're in experimental mode.

By now, we had gotten into full-on vocal comp mode and | had
purchased an Emulator Elll, which we used for tweaking and fly-
ing. It was a great machine for pitch correction in those pre
ProTools days, although you had to take it apart and reseat the
cards every time you moved it. Dwight had been touring non-stop
since the last album and was barraged by promotional duties, so
getting the vocals took a little longer. Dwight's voice is so clear
when he’s in good shape, that it would be obvious right away if
there was any hoarseness present. Thankfully, we had the time
to spend to get the great takes.

This album also features Buck Owens on “Streets of Bakersfield,”
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which went on to become DY'’s first number one single. We were
just putting together Dwight's vocal comp when Buck showed
up to sing and it wasn't sounding right. | discovered that somehow
the console tapes’ take numbers didn't line up with the actual take
numbers, so | discreetly pulied Pete aside and told him what
happened. He said "fix it — I'll stali for time.” He went out and kept
those guys busy white Charlie and | frantically rebuilt the comp.
That song also features Flaco Jimenez on accordion, which was
recorded in the iso booth in Studio C using the same U47 and a
Focusrite mic pre we'd been using for some overdubs. Once again
we mixed in Studio C.

[1989] — This was DY's frst greatest hits pack ige, but we
recorded two new cuts for it a duet with k.d. lang on the Chris
Hillman/Gram Parsons classic “Sin City,” and a cover of Dave
Alvin's "Long White Cadillac,” featuring one of Pete’s most blistering
solos. As a side note, | had the pleasure of recording kd lang
twice — with DY and with Roy Orbison. When she sings in the stu-
dio, she might as well be on stage in front of thousands — she gives
a total performance and it’s a real thrill to be on the 6ther side of
the glass experiencing it in real time. She does have an incredible
dynamic range, though, so you have to be on your toes with the
mic pre gain.

[1990] — | consider the first three
albums to be part of the “phase |” of DY's
recording career — most of those songs
were written and performed live before
Guitars . . ., was recorded. /f There Was
a Way marked the beginning of “phase Ii.’
All of the material was new, some of it
co-written with other writers, and we had lots of time to make the
records. We used more outside musicians for overdubs — to his
and Pete’s credit, Dwight's band always played on the récords, even
venturing into strings and background singers. The parameters
that had been set on the first three records were definitely
being pushed.

Another big change for me was the change from Charlie
Paakkari to Pete Doell as my "assistant engineer”” | consider both
these guys to be two of the finest engineers anywhere and |
learned so much from working with both of them. Charlie' was unavail-
able and we knew and respected Pete Doell from working across
the hall from him at Capitol for years.

Now, Dwight is an amazing singer who on any given day Is
capable of walking out and giving you a couple of perfect or near-
perfect takes, but getting his vocals got more cifficult in this era
for several reasons — he hadn't been performing these songs live
for years and, on many days, by the time he'd get to the studio
(usually early evening), he'd have been on the phone ail day taking
care of business. Aside from his music career, e was starting to
get active in film, which requires lots of Hollywood lunches, meet-
ings, and long phone conversations. The upside was the string of
beautiful actresses and models that would drop by for a visit. In fact,
sometimes the presence of a couple of babes would be the cat-
alyst for that great performance we were looking for. But by now,
we were deep into vocal comping and tweaking, which Pete Doell
brought a lot to — he has perfect pitch. Although | had good relative
pitch, | really learned to hear pitch from working with him, especially
sharpness. The slightest bit of “pitchy-ness” would provoke a
physical reaction in Pete Doell. This also was the first record to be
mixed by David Leonard, who is a brilliant mixer best known for his
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DESKTOP RECORDING STUDIO

DESKTOP RECTRDING STUDI0

!

lexiconpro.com.

e

You don't follow the crowd, you play to them. You don’t dream of being in a
recording studio, you own one. The new Lambda Desktop Recording Studio™
and Omega Desktop Recording Studio™ are complete computer recording
solutions. Both with multi-input USB /O mixers, Steinberg® Cubase® LE 48-track
recording software and the world class Lexicon® Pantheon™ reverb plug-in.

Visit www.lexiconpro.com to find out how YOU CAN.

lexicon

" A Harman Intematiosal Comsany




vark W Fraines anid Jonin Matancarnp At Tirst wasm T IRnded Wer

e Wes of womeons stee maunc Ty recort” Butl he solally blew

yOou TROSE MOments &% weli, wnen he
was resied and not dsliacied by BT
BS he had to deal with We ware uxper
mening witn Pro Tooms Dy now - wa had
Scott Humphreys ana eyl O Carl thew
helping us — two of thw petisers of the

W YOAkaM

iy Tung - another greal enginker that | learned volumes trom

ways, Thes Tarm was a career peak for LY 115 been

guest sEling shum m dati and yie dea & Grammy swarg tor mediam We rsally Had fun with & on the

Best Couniry vocal Performance for the song “Ain‘t Tnat _onely Yet' track “This Time" — wie wers rmole intar
ale s ghitar soio oft A Thouasnd Miles From Nowskie™ wes esled In usina it 4o make thitigs greaswr
itsther binrmg classic We'd usually do Pete’s solos at right sfte ¥5 DoPOosed 10 tighter We were bhck o analog. ouInig pases o
Y woiad mig ighits down Jow, moniors crarked Those wern hi SB00 with 6-track Hweads and coing overdubs on g second 24
repes!l mamants. sometmes alier a Aoy of rouTne "ok - ek ABO0. Ve wve used Pro Tools, win Yot Dosance @ fram Wy
P birid of morments that keep you coming back DY, 100, wouldl give [54rack and bk to @ new spot on the tape, butkling e rack from

there Unce agan, the UdT wes enproyed,
@:ther through the Nive BO6H o thiouq!
my Joh Haray M1 pres, wrich | snll use:. Pete
Dauell haa found 4 Farcil 1 HB0 camprassor

w a starage room at Capiiol relubed i, and
“ 0“ n nw e o e ev:"ylnlnq B ‘)‘.‘ P e
Fele’s gurtar Tara's bnes — aweiything

L But Audio Runs in My Family!

\ : (1995 — Gont
1\ “The LSD-2 Stereo Large Diaphragm and WA
C4 Small Condenser mics allow me erHstic 2l to
. nidke This Timn
to capture the hest grand piano and patt baso n Huge
drum sounds 1've ever recorded!” meord fhr Dwighy r/
AN ine nevesena
Paut Grundman InQ tou' Ng & 1uocess bie (il ragures. 1 was
Producer/Engineer/Musician recorded in much the same way as thi
Clout Entertainment Provious two, with evien mora Bkpanmen
www.paulgrundman.com | tanon with Pro Teols, ani musscally the
Celeste. Bodi Profit | walis were pretty miuch bloam it The writ

ing was eclectic very much 4 sratement
ot Dwight's influences Styhtucaly, 1t ranged
Troen shrilght up country B Srtmr Invesion
pewer uop to the huge orciesriral “Nathing”

Arctic Fire, Girl Down,
Adrianne

LSD-2
Dial Large Diaphragm { with the gospel backgrounil vosais. 1 ioved
Adustabe Stered Image || # butl rhmk M riagbt hewe Mkt sorme of hs
\Utwer Capsule Rotates 270 . core audience bemind We useld the same
Indtwauady Seleciable Polar Respoase |
{For XY, MS, or Blumiein Techmguss)

-1§0B Pad Hgh Pass Fiter

3549 Estimated Strest Prce

vecdl sutup as on' This Tinw

[1997] - These albums mark (i transition
nho what |tk of as Phast By now, Mau
Dexs haet turmed n to a threw room. 6 000 sg
U faciity in Burbank aind we stirtec wors

Now the Studio Projects LSD-2

g4 i is more affordable than ever., ng thert: My partner » Mait Sog it mat e
mall Draphragm Gondenser | N - 1 = A
Fackry Mpatch%d A \\ith an estimated street was Michael Dumas, who co-engineered

’ 7 ™ swords. Michae! hatl peart Dwights
interchangeable Capsules - g . se racords. N
(2 Sets - Cardioid, Omni) i7" Vo8 Ofonl’v $549. Joujcant house mixar for many yelis wnd stll 1s)

$319 Estimated Street Price atford to NOT have one! | and we were used to Wg-thanitig on many
i projects ONan tunes, | waillg e in Stuoo

SP A 1ecording while Michael wouic be editing
Studio“irdj sty
V ' stmeet friom the o' ces of Lite Dog Records
www.studioprojects.com I the labei that Pete, Michatl, ant | fouriaed

ariund [hat time, which mpant that Pete

PMI Audro Group 1845 W 169th ST Gardena CA 90247 V 877.563 6335 F 310323 9051 E info@studiaprojects com | . \ N
Studio Projects is a registered trademark of PMI Audio Group ©2006 PMI Audio Group All Rights Reserved | could wark in the office until there wa
someiming far R 1o Sl B 11 W nevced

some direction This leam, inelding the

EQ MAY 2006



AR AT (yofkegt 2

2% QU INE st muueh Uy ach 0f dhe wvps
Wil pretty atfortinss everyone bnow what 'hei 1ole was
Mad Do had & Dowe S1C8 oolaole. Stk ABOO

sewcnon OF outboard gear, INnEding my very own U47 wieen we

g o ool

e 1IN E voors, ot Eourse. 11 wad run ovouah the Hardy

WY pre e a Surmmd TLAS100 compressor and stmignt o tape
The 8108 pounded good. bu

Nat W o wibttte from

Was & migihisnanss ofiimgre -

Y DA wANSCe
thise lintle buzzes during trackna tnatl would cive e erazy, so we'd
citneieg m g oile of suthoarn e pros — ey, AP
Denteter, and occasionaly a “enrat rack ¢f 1073s Once agan, wi would

fronQuentees 1o mahi

low
Focusny
Dl o Lt wa
Jweant g s lead wovais  Dwaght wouitt ubually Show up late
Gyiting o vocdl diys
O 1% FUONE ©F s cLstRruoea B CAmed i 11 padieng ot M8 haot
the brabhut of puling up n the parking lot whise on hs coll phone, and
SN0 e Teynd Mhe NG Wil RGN0, Wik o 0 O Xir Ul
awnde The truck cli) genarate a great low endl. Both of tnese albums

1 batiles 1o LD e oo Ot ©f the LAT whes

S s Ta RIS we would Khow ne wet thewt

WO ceslly T o by el naltiinlh thily wers nat auite #s setious us
rmasng a new onigmal altsurn. VW recorad some greal norn seciions
was mnd it oo Yt big sMing Gate atl Map Dog

S0 St i
A LU

D08 5 i v e oul i Be thl I st lbuns that wiss

e with this team and in some ways, 118 one ol My ‘avories
The weing o oanlly goodd. espaeaily 1 song A Long Way mong

which sesmead somehow to sum up wheré Dwight — and oy
S — Wede at'that to0e in

L A wlot

Wi Lo tive 400 N

YIOUN Jour iUy )wigm s relaronshs with tis labe had sormeebhal

i

Nrs s~ rons

PPN,

P82 2reee

SOBC Oy TS SiTe o el T sl OO sy
wWelin tha movie biz, et he was mote
fotiuiten Of il fCO/ ] INan N e in
a ing timie and wak vy cimativaly
ROGRIED i tha Faking Of 16 T Tine
ws Pete’s turn 1o be titracing

L Lot C O

g
I

i p Mbel Need oy
; \» . e

the tesm he had assermbled ovir thil vears wirs awlt caceble Once

g

T8 WA ORI l:‘.;-\irrg‘r‘.)'

panin, Mechant Dumas coungineeres and 10 neen creciies 43
ergmeer and associate: producer whatever tnat means) for quite
A e 1OSriE Ty ITRS Tene WIS Prmali! | WAS Boeg oM s

tally than just racordmng. A 1ot of thiese lbels tend 10 blur whei you ve

worked with the sam Deophe 1t 2/ lon g Wene | For e | enend Wtk
eTnnitany. we

1 that we'd

1 SO CXOsHly witn Denghs on A Loy YWy tron
were usmg the same Spmbnation 0 enaipy ane Fro oo
L fGlote mwinde Vsl Sty Deecarre B 70 Sods whie
A Lono

ke sOmie of s

Deer GSaG
and we were bouncing tracks back und forth baresen us
W
bigger records, put @ 10t OT 1he METe astue cries realied what a
Qem it was ana B sul smoy

ol wasit's well pramoted andt Jitn't se

MVESIOG 1T

Nre atbums e 13 ywars —-
ab iy protesstonl e Deidh! and Pate Dove & 0t of barrers 400

crgated music hustory. and 'l always be fuoud 6 iy coninbution

e A 1 T Tep el s 50000 Churs

Dusty ¥Yvakerman 1s the master of cemamonies ai + As Momve Audio
(RIS EAENS, DT &3 weld

wheneyer e rood strres

4% =P QRWED SNTR Iy o

1 -

AN

IS

-

Music 1s your passion, make it your career.

Learn Audio Recording at The Conservatory
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Conservatory of Recording Arts & Sciences
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THE GENIUS CORNER

SPEAKERS MEET MASTERING

...and mastering loses. But there are ways to even the score.

You know why | don't review speakers? Because | don't really like
‘em. Even the ones that cost about the same as the budget of a
small third world country don’t hold a candle to the Real Thing.
Don't believe me? Then try this: Have a really good acoustic gui-
tarist play in a room. Then play back a recording of the same gui-
tarist, playing the same guitar. Doesn’t sound the same, does it?
Granted, not all the blame falls on the speaker: The rest falls on
the microphone. And | don't really like microphones, either, because
they too are transducers that have the unenviable and extremely
difficult job of transforming moving air into electrical waves.
What is amazing about speakers (and mics, for that matter) is
that they sound as good as they do, given that they're based on
technology that dates back almost a century. Of course, there
have been lots of improvements along the way — better materi-
als, more accurate crossovers, computer-tuned enclosures, and the
like. But the concept of using a magnetic field to push a material
{paper or plastic) that in turn pushes air seems about as resistant
to revolutionary change as, well, the average major record label.

FOCUS ON MASTERING

| haven't forgotten that this is supposed to relate back to master-
ing, so here's the deal: One of the main functions of mastering is
to make a mix transportable. In other words, it will sound good over
any playback system.

What works against this is that playback systems vary wildly.
Although we no longer have to worry about all the violence that hap-
pens to a signal courtesy of analog playback media (cassettes
and vinyl, which offered a nearly infinite number of possibilities to
screw up sound), speakers and their associated enclosures are like
very mischievous equalizers. For a mix to be truly transportable, it
needs to play over:

M Great audiophile systems with flat response, superb definition,
and state-of-the-art speakers.

B Boomboxes that have the “MegaGigaSuperBassBoost” button
pushed in, which hypes the speaker’s low end to an absurd degree.

B Boomboxes that don’t have the “MegaGigaSuperBassBoost”
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Fig. 1. Here's a typical frequency response curve for a high-quality, pro
audio-oriented two-way speaker with active crossover. Although it's
anything but flat, this is actually better than average — yes, this is what
you're up against.
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by Craig Anderton

button pushed in, so the low end is thinner than Kate Moss on a
hunger strike.

8 Earbuds on portable music devices, whose response is basically
luck of the draw.

8 Car radios. Let's not even go there, even though we have to.

M Tabletop radios, which have the same type of issues as boomboxes.

What do all these different systems have in commeon? Speakers
{even if they're miniature versions that fit into ear buds). How do
we compensate for differences among speakers during the mastering
(and for that matter, mixing) process?

WELCOME YO FLATLAND
Edwin Abbott’s Flatland is one of the greatest mathematical fan-
tasy books of all time, albeit in an admittedly un-crowded field. But
when it comes to speakers, “flatland” is just that: a fantasy. Look
at the response curve for even the finest speakers that money can
buy, and you'll see something that approximates a relief map of the
Alps (the part on the Swiss/Italian border, with the neally wicked
peaks). This response (see Figure 1) undergoes further degradation
when interacting with the listener’s room, which is seldom acousti-
cally treated; but let’s pretend that’s not an issue, as it multiplies
the variables into the world of Really, Really Big Numbers.
Differences among speakers exist in the lows, mids, and highs
(did | leave anything out?). So, over the years, mastering engineers
have recognized that the only way to deal with this madness is to

Source Filter
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Fig. 2. Here, the Har-Bal program has been used to smooth out a
song’s bass response; for clarity, the window has been trimmed to show
only the region below about 500Hz. The upper gray line indicates the
original peak response, and the lower gray line, the average response.
The yellow line indicates the peak response after “drawing” a smoother
bass response, while the green line indicates the average response after
smoothing.

To hear the results before and after smoothing, go to
www.eqmag.com. What's interesting about the online examples is that
the version with the smoother bass actually has less average bass level
than the original, yet sounds stronger and more substantial.
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Fig. 3. The Multiband Dynamics Processor in iZotope’s Ozone has
been set up to add some mild compression in the low end; this
smooths out the bass response a bit, which helps make the mastered
recording more “transportable.”

create a recording with the flettest, most "average” response
possible. That way, it will sound only a litle bit “wrong” aver
every system, rather than okay on some systems and way wrong
on others. {The exception is tnat of the audioph.le with the real y
flat system — who after putting the requisite time, expense, and
effort into assembling a great system, should be entitled to the best
possible sound.)

It's d.fficul: to create a truly average midrange resporse,
because that's just one of the places wnere speaxers exhibit
significant differences. (An aside: | always get a kick out of
speaker reviewers who breatnlessly exclaim that a particular
speaker "revealed things I'd never heard before in my favorite
recordings!” This isn't sarprising, because any speaker will reveal
things yeu've never heard before, as i's basically EQing the
recording differently.)

High frequercies are a different matter. The
energy in real music tends to drop off fairly WOR

have really long wavelengths and to re-create them, you need to push
a lot of air. Speakers that fit in the average living room, or boombox
for that matter, simply can't push enough air at really low fre-
quencies. This is one element that separates the big bucks speakers
from the pretenders: How low they can go without giving up. This
is also why many devices have bass boost switches, although
that's not quite the same as having "real” bass. An analogy: A
woman puts on great eye makeup that makes her eyes look bigger,
but really, they aren’t any bigger.

To make matters worse, we have two other bass range issues.
For one, the bass response of our ears falls off at lower volumes
(the infamous Fletcher-Munson curve}, so our ears’ deficient fre-
quency response interacts with the speakers’ deficient frequency
response. The second is in the recording itself. Unless the studio
has really great acoustics, or all instruments were taken direct, there
will likely be frequency response anomalies due to room acoustics
that cause peaks and dips in the bass range

So in a worse-case scenario, the bass peak in the recording
process doesn’t get caught while mastering, and plays back through
a speaker system that has a resonance at that frequency, which inter-
acts with the room resonance in which the speaker lives. Ugh.

THAY SOUNDS HOPELESS & DEPRESSING.
WHAT’S THE SOLUTION?
There is no solution, so you're correct in feeling hopeless and
depressed. But you can try to come as close as possible to the ideal.
If during mastering you can smooth out the bass response to have
no significant peaks and dips (except where you actually want
them, like a big peak on a techno kick drum), you'll have gone a long
way toward making a transportable master. It's even better if you
can take care of some of these issues in the mix {see sidebar).
Because our ears’ response gets iffy in the bass range, it can
really help to have some visual feedback as to wnat's going on in
the bass range. No matter how good an engineer you are, it's really
hard to quantify a 1.5dB peak at 72Hz solely by listening. | find a
good spectrum analyzer that can display an average response is

SPOR Bl INTO THE MIX

rapidly above 5kHz, so really. what we want is a
"sensation” of brightness. You're not going to get
the huge peaks causec by notes piling on one
another, because there just isr’t that muct energy
up there. A little bit of a bocst in the "air” range
above 10kHz will do wenders for making a mix
transportable, as the tweeters ooen up a kit more.
As a bonus, mest playback systems have a treble
control that can be trimmed or boosted according
to the listener's preferences, based on their
acoustics and how shot their hearing is from going
to too many cancerts without hearing protection.

BASS 1S THE PLACE
Perhaps the most cruc.al frequency range for mak-
ing a mix transportable is the bass range; there are
several reasons for this

Speakers tend to have the hardest time main-
tainirg a flat response below abiout 80Hz. Here we're
up against the laws of physics, as bass frequencies

Ideally, your mixes should already be pretty close to perfect before they
get to the mastering engineer; and there are some steps you can take while
recording and mixing to make the master more transportable.

Instruments with lots of low frequency content, like kick drum and bass,
will not translate well over systems with poor low frequency response.
To allow them to be heard on bass-shy systems, use midrange EQ to bring
out pick noise in the case of bass, or the “thwack” of a beater with acoustic
kick. With electronic kicks, there are a variety of ways to accentuate a “click”
at the beginning of a note. Psycho-acoustically, your brain will tend to
“fill in” the sub-harmonics.

Speaking of sub-harmonics, some sub-harmonic, sinewave-type
basses (as often used in drum 'n’ bass) will never make it through small
speakers. Try using a waveform with more harmonics, and close down a
lowpass filter to get a bassier tone — but that still has some harmonics
present.

Finally, although it's been said a million times before, let me be
number 1,000,001: acoustical treatment. You can neither record nor mix
sounds properly in a room where the acoustics are adding the equivalent
of a random EQ with insanely steep peaks and notches. Although a
mastering engineer will try to deal with this, it ain’t easy.
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SPEAKERS MEET MASTERING

extremely helpful. Why average? Because there will always be nat-
ural response peaks and dips. What we're looking for is a pattern
of build-ups and anomalies that, if played back through a system
with a peak or dip at that same frequency, will exaggerate the
problem even more.

My favorite tool these days for fixing this type of problem is the
Har-Bal EQ/mastering program. It provides a very unambiguous
look at the bass end, and you can use a simple "pencil” tool to
draw out peaks and dips, thus smoothing out the low end (Figure
2). Since doing this, my mastering clients have all — without any
prompting — commented that the mixes are more transportable.
Granted there are more factors than just bass response that contribute
to making a mix transportable, but bass is an important factor.

OTHER TOOLS

Another great mastering tool that helps compensate for speaker
anomalies is a good multiband compressor (Figure 3). Some subtle
midrange compression can bring down peaks and raise valleys that

IN SEARCH OF...
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might otherwise be emphasized or de-emphasized by a speaker.
In the high end, you can add no significant compression, but just
boost the overall level a bit. Meanwhile, in the 300-400Hz range,
you can lower the level a bit (without compression} te "tighten up”
the sound a bit, as that's often where you'll find a bit of "mud.”
Meanwhile, adding compression in the bass range helps even
out the response.

Eventually, through proper use of equalization and dynamics con-
trol, it's possible to create a master that keeps unwanted peaks and
dips under control. And when you've accomplished that, you're in
good shape.

As a final reality check, it is worth playing your master over vary-
ing systems just to make sure you've come as close as possible to
the ideal. If your mix sounds a little fatter than usual on systems that
normally sound a bit on the thin side, thinner than usual on systems
that normally sound annoyingly muddy, and perfect on really good
systems, great. No matter what speakers the recording plays
back over, you've probably done about as good a job as you can do.

-.-.THE PERFECT SPEAKER

Cookie Marenco digs down and dirty into a search for a sound [and a speaker]

that makes perfect sonic sense.

When | first thought of writing this
article, the plan was to compare,
contrast, and evaluate the differ-
ences between a whole gang load
of speakers. | found this to be
nearly impossible, though, without
having endless hours to record
basics, or mix, or master, or casu-
ally listen and use each set in each
application. | mean 've been doing
that for more than 15 years and find
it an ever-evolving process, at best.

But speakers deserve a solid
treatment sitting, as they do, at
the end of a long journey that starts
with a mic. They let us move
through history, raising folks from the dead so we can hear them
as they were: Speakers bring a moment in time to life and reduce
global distance to a breath.

Flash forward to now.

My world is a control room where | spend my time looking for
the "perfect” mix: some chimera that rests on our ability to con-
trol the listening environment. After unmentionable years in my own
studio, mixing in hundreds of rooms, from the top facilities to the

EQ MAY 2008 www.eqmag.com

worst garage, you'd think it would
be easy . . . but you have good
days. And bac months.

And traveling frora control room
to control room as an independent
engineer, you might be carrying
your speakers, amps, and cable to
minimize the unknown factor of
unknown rooms. Os, you've got a
back pocket full of CDs that let
you learn something about the
speakers you're provided; and
you spend time moving them
around (to the endless dismay of
your client), testing left is really
left and making sure tweeters
aren’t blown, etc.

You learn how to make your environment as consistent as
possible while dealing with the inexperience most artists have
toward critical listening. Without meaning harm, an artist will ask for
things that might not be what they really want in three months. A
career as a producer or mix engineer is going to be built around how
the musical content is received outside the control raom. It's your
promotional tool without the benefit of your anecdotal tales of the

photo: Dave Stephensen
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-~ THE PERFECT SPEAKER

studio and how horrible the environment was to work in. So getting
it right the first time has everything to do with getting it right the first
time . . . something you'll never do with substandard speakers.

| never really thought of myself as a speaker whore, but
apparently | have so many pairs it's now officially embarrassing. So,
1'm going to focus on the how, when, and what of speakers, big
and small, in my own control room at OTR Studios [and a few of
my other listening environments].

THE OFFRANDES, JEAN MARIE REYNAUD
SPEAKER DESIGN

For many years, | only listened in the control room and checked mixes
where and when | could, mostly because there wasn't enough time

for casual listening. | used to joke about friends playing my “audio-
phile” CDs on their $40,000 speakers knowing they were mixed
on NS10s. During my days in A&R at Windham Hill, the speakers
| had never worked on the right side. And, yes, the irony was lost
on no one. It seemed my car speakers never worked on the right
in those days, either, curiously enough.

Butin 2002, | met Jean Claude Reynaud, an engineer/producer
from France whose father, Jean Marie Reynaud, built audiophile

speakers for more than 35 years. As my production partner, Jean Claude
taught me about speaker characteristics in ways | never considered,
as well as listening from the consumer’s point of view. He brought
a pair of Offrandes with him, which we paired with Nelson Pass amps.

Jean Claude’s style was that of listening to one kind of speaker
both in the studio and in the home. | was an NS10 w th 300 watts
kinda girl. It took me awhile to get used to the audiophile speakers,
but the incredible life-like clarity of the Offrandes was amazing, and
shocking as well. The mid range provided reality where most
speakers fell short. It was the first time the power of mid-range hit
me, and it's not something to be gotten rid of: a great mid-range
is the beauty of sound.

But as | started listening to all my previous productions on the
Offrandes, | heard every nuance of reverbs tails, imaging issues,
and the slightest bit of over compression. At first, | was horrified
by every mix | had made, when in actuality, they haen’t changed
and were as good as ever. | had never heard them like this before.
Listening to popular CDs on this system showed their faults as well.
However, listening to a great recording was an awesome experi-
ence that you wanted more of . . . like a kid with candy.

Re-listening to recorded music over these speakers also made
me appreciate the audiophile listener in a new way. They loved sound
and music, and this needed to be honored and addressed. Those
were the people buying my recordings. After 20 years of engineering
records, | became an audiophile.

For the first time, | attended CES and checked out all the new
speaker designs and thought it was curious that more engineers
didn't attend. After all, this is where our music ends up getting played.
These were the people most appreciating our work. 1t seemed irre-
sponsible to not pay attention to consumer electronic equipment.
We ought to know how they're building these things, whether in
cars, AV, home theatres, or iPods.

So, at the moment, my home system is a 5.1 set of Offrandes
where | listen casually and critically to CDs, surround and vinyl. My
iPod is on continual shuffle of all my albums for when the need for
miscellaneous sound outweighs the desire to locate the CD in
the case.

WHAT IS FLAT RESPONSE?

“A hypothetical speaker response where all frequencies
come out at exactly the same level from every angle.
Phase accuracy should be included, | suppose. Flat
response is theoretically AND practically impossible.
However, we have more speakers today that approach
a flat response than ever before.”

—Dave Derr, Empirical Labs

“This has become an oxymoron. Flat response is an
even frequency response . . . period. So many manu-
facturers claim flat response. | also honestly believe most
strive for flat response as well, however. | also know there
are popular speaker brands that tune by ear, no real
science. Flat response also changes with listening posi-
tion given room issues, and air absorption at very high
frequencies (with distance).”

—John Johnsen, NHT and NHT Pro Audio

‘What is a 'flat response’? Answer: A very silly term!
Loudspeaker measurements look at the frequency
response of a loudspeaker; however, what we hear is the
response of the loudspeaker in the room. A ‘linear
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response’ includes the interaction of the loudspeaker with
other loudspeakers and the acoustical environment
The idea is that there are no notes either missing or
jumping out! The response of the speaker is LINEAR.”
—Sam Berkow, SIA Acoustics

“Flat response is ‘no surprises.” Speakers that will yield
a result that translates well to other environments, and
are fun to listen to and non-fatiguing.”

—David Glasser, how Mastering

“It doesn't matter. It's never flat once it leaves the speaker.”
—Leslie Ann Jones, Skywalker Sound

“Flat response: get the jack out and change the tire.
Flat audio playback response is something achieved
via a total-system approach, with room acoustics being
the most important element in this system. Build or
modify the listening room for minimal modes and optimal
RT60. Looking at the frequency response chart of a loud-
speaker is OK, but really telis you nothing about how the
speaker sounds. I've heard ‘flat measuring’ speakers

that sound just awful. When shopping for loudspeakers,
use reference music that you know intimately — then
select the loudspeakers that give you the most realistic
presentation of your reference program. Don't forget to
audition spatial imaging. Match the loudspeakers to a fine
amplifier and line-signal path. Don't rush this decision.
We spent three years searching for fullrange listening
room speakers.”

—John La Grou, Millennia Music & Media
Systems

“’Flat’ to me means that mixes will transfer to other
audio reproduction systems without adding anomalies
from the original mixing environment. | say this (and
walk around the controversy) because & is very hard to
gain consensus on what ‘flat’ actually means.

| find this topic really fascinating because you hear
from people that constantly compare high end, low end,
crossover frequencies, SPL, mid-range reproduction,
phase coherency, etc,, etc., and rarely do they discuss
how their mixes translate to other environments!”
—Mike Newman, Cerwin Vega

photas: Gus Skinnas
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--THE PERFECT SPEAKER

TANNOY LITTLE REDS

At this point, I've adopted the habit of using the Tannoy Little
Reds to cut basic tracks and listen on when | do overdubs in my
control room. | really don't like them that much, but they're good
enough and the artists seem to enjoy them. The Tanroys are big
enough to not sit in a near-field position and aim slightly over my
head when I'm at the console. | can play them louder than the other
speakers and my ears aren't in the direct line of fire.

When cutting basics, the band is often listening to music in head-
phones at loud volumes. When they enter the control room, there
isn't time for the ears to relax. The artist often requests volume lev-
els that might kill a cow. Along those lines, overdubbing guitar or
bass in the control room can have the same consequence. These
folks are used to playing on stage in front of huge speakers . . . out-
side of setting up that situation {which sometimes happens), I'll put
them in front of the Tannoys and run for cover, taking the remote
with me.

These speakers have long been discontinued. | have been
offered three times their retail price several times. Apparently, these
were the choice monitors of many heavy metal engineers in the
‘80s. In my second control room, which was four times :arger than
the first, they have become tolerable to cut tracks on, though
still they're not my favorites.

THE DIFFERENCE

AURATONES, NS10s,

MEYER 833s, & RESISTING PUBLIC
PRESSURE TO DIS THEM AlLL

Typically, | start a mix on the HorrorTones (Auratones} for a number
of reasons.

Reason 1: It's hard to get the artist out of the room and you run
the risk of tiring their ears if you start on the higher end systems.
Eventually, they get bored while you‘'re on the Auratones and
leave while you're working. That's the good news.

Reason 2: In the beginning of the mix, | prefer to be the one set-
ting up the patches and cross patches on the board. While | might
be patching a series of compressors and efx, I’'m listening to the
general balance of the instruments and making casual adjust-
ments. | don't really want to be listening critically at this point and
prefer to save my ears. The Auratones are pretty perfect for this.

Reason 3: When | go under the headphonas (Beyerdynamics
DT250) to fine tune the placement for the steree image, the
Auratones are less likely to interfere with my judgment and the
artist can enter the control room, listen, and | don‘t worry they are
ruining their ears. | could, and do, turn off the speakers, but it can
be deadly boring in the control room for the others.

At low volumes, the Auratones show off distortion and intonation
issues better than most of the high-end speakers. While you can‘t
really judge bass response, the theory that “if it sounds good on
the small speakers, it'll translate better in the final mix” still holds
up for me. | will spend 50% of the time on the small speakersIt's
probably the best $60 |'ve ever spent.

Now's the time for adjusting the reverbs and ¢reating the
environment for the song to live in. | go first to the N$10s and ref-
erence at as low a volume as | can so that the room Bas no effect
in the mix.

| know NS10s get a bad rap. | also know that | have three pairs
of them. The popularity of NS10s cries for spending some time on
them, if only to cart with you to some remote location you don't want
to bring your $6,000 speakers. It's a myth that they sound the

BETWEEN MONITORS AND SPEAKERS?

“The spelling? There is no difference. It's like the gov-
ernment giving the name IED (improvised explosive
device) for home-made bombs. Maybe it seems more
legitimate or technical, but it's the same friggin’ thing!
| hate creating and using fancy terms.”

—Dave Derr, Empirical Labs

“None except in application. We consider monitors

as speakers for active or attentive listeners in the
near field.”
—John Johnsen, NHT and NHT Pro Audio

“Monitors are designed to accurately present the signal
driving them (over their operational frequency range).
General-purpose loudspeakers (for playback systems)
can add a color to the sound — via frequency response
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or distortion components: that alter or color the sound.
This may or may not be desirable, but monitors should
strive for accuracy rather than added tonal balance.”

—Sam Berkow, SIA Acoustics

“Aren’t monitors what you hook up to your computer
and mouse around on?

For me, the room and ancillary equipment (console,
amps) are part of the monitor system. For the speakers to
sound right, the room has to be right: the right amount of bass
trapping, diffusion, absorption, equipment placement.”
—David Glasser, Airshow Mastering

“1 think of monitors as being more of a reference.
Speakers are just, well, speakers.”
—Leslie Ann Jones, Skywalker Sound

“One works for the CIA and reads my email. The other
passes sound.”

—John La Grou, Millennia Music &
Media Systems

“A good monitor should allow for accurate transfers of
audio reproduction to other 