
"DO IT BETTER ISSUE" TONS Of RECORDING TIPS 

Make Better 
Recordings 

NOW! 

uJu.mv.eqrnag.com 

Believe t enj,rJ:;? 
udio-Technica 

_ 
Mackie HR626 

Engineering 
HOT TRACKS 
Hitmakers Reveal Their 
roduction Techniques 
Mark Owen on Beating the @#$% Out of Tape 
Bob Clearmountain Details his Mixing Strategies 

John Boylan on Recording Boston's Classic Debut 

Jerry Harrison Remixes the Talking Heads 

ND MORE! 

NO LIE! 
Get Analog Sound From Your DAW 

NEW COLUMNS! 

The Rock Files Att " 
In the Studio Trenches 
21st Century Recording 
Guitar Trax 

117n‘: vut 
• 

• 

•• •• 

ttee 

,CNAP 
rusFless 

U.S. $5.99 CAN $799 

o 65 01 
1 0 

08> 

A MUSIC PLAYER PUBLICATION 



new! 
1111112)e Sere.-

"' 

:: record 
:: arrange 
:: edit 
:: process 
:: mix 

OCLPHA LAMBDA QmEGA 
DESKTOP RECORDING STUDIO DESKTOP RECORDING STUDIO DESKTOP RECORDING STUDIO 

You don't follow the crowd, you play to them 
You don't dream of being in a recording studio 
you travel with one. Our Alpha, Lambda an 
Omega Desktop Recording Studiccs are complet 
computer recording solutions with multi-inpu 
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the truth is in the details 

Which are exactly what our fontily of monitoring products 

delivers in spades- thedetails.A11 are equipped with-our 

reference 24/192 DACs and our impeccable analog circuitry, 

making them the ideal transparent link between your mix 

and monitors. They have the power to reveal even the finest 

sonic details, which will empower your ability to hear and 

manipulate subtle, yet critical elements in your work. 

m906 Our flagship - a full featured 5.1 surround monitor 

controller designed for integration into the world's most 

esteemed surround production facilities. From HD 

broadcast and film production to the finest recording 

and mastering studios, the m906 is now the standard 

for critical surround monitoring. 

m90/I The stereo version of the m906 - this is the 

ultimate high fidelty monitor controller for any 

audio production environment. With multiple 

speaker set outputs, complete I/O level callibra-

tion and reference headphone outputs, the 

m904 is at home anywhere transparent stereo 

monitoring is required. 

m902 The crossover smash hit headphone 

amplifier! Celebrated by audio engineers and 

audiophiles alike, the m902 is the perfect 

hybrid of a high performance headphone 

amplifier, reference DAC and stereo moni-

tor controller. With a sound field so bal-

anced and articulated, the music comes 

alive with clarity, nuance and detail. 

Grace Design strives to further the art 

by helping you become more engaged 

with the creation and presentation 

of great music. Our new monitor 

controllers provide all the necessary 

details to make that happen. 
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for all the facts, visit www.gracedesign.com or call 303.443,7454 
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FIREWIRE UPGRADE 

AVAILABLE 

Eventide's signature 5.1 reverbs and effects require sheer processing power for dense reverbs and complex algorithms — the kind that can crush 

mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz 

Eventide H8000FW Ultra-Harmonizer® effects processor. 

Built on a foundation of nearly sixteen hundred preset-algorithms, it encapsulates the last 30 years of digital effects processing. And with over eighty 
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If. for example,a complex algorithm gets a little too big for its britches, 

Monolithic Tandem TM runs it on two DSP chips. With that kind of parallel processing power, your creativity is unrestrained. 

Despite all that brain and brawn, the H8000FW is remarkably friendly and easy-to-use, optimized for flexibility and control Virtual racks have been 

crafted which give you up to five stereo effects processor s combined in one preset-algorithm. Search functionality helps you sort presets for easy 
retrieval. 

The H80001-W courbiries the advantages of the H8000A with the H8000 and adds seamless FireWire connectivity with your computer. 

So, crank up an Eventide H8000FW Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined. 

• 8 channels of 24- bit AES/EBU, ADAT and FireWire I/O 
• MIDI, BPM and Tap Tempo synchronization 
• Up to 96kH7 sampling frequency 
• PC and OS X graphic editor/development tools included 
• 4 channels of pristine analog I/O; s/n > I 10dB 

For more information call (20 I) 641-1200, email audio@eventide.com or visit www.eventide.com 
Eventide and Harmonizer are registered trademarks Monolithic Tandem, and VISIG are trademarks of Eventide Inc ©2006 Eventide Inc All other trademarks are the property .f their respective owners 
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k Box 
DIGITAL IS NOT A MINDSET 
Some people just seem to love putting the world into neat lit-

tle boxes: File-sharing kills music or file-sharing promotes 

music. Red states or blue states. Deal . . . or no deal. But 

while computers seem to thrive in a world where everything is 

either an unambiguous one or zero, I don't think that applies to 

our primarily analog reality. For example, if an election is " too 

close to call," shouldn't we really be talking about a " purple" 

state? And file-sharing might go both ways: kill some CD 

sales, but boost sales of other CDs. 

Maybe it's just me, but it seems some of our music and 

recording world reflects this push to simplify everything down 

to a minimal set of options. Take overcompressed masters, 

which have basically two levels of dynamic range — extremely 

loud, and off. Or the premise that you have to use either hard-

ware processors or software plug- ins, or commit to Mac or 

Windows. That if you love tubes, then modeling is by nature a 

pale imitation of the " real thing," and if you're into modeling, 

then tubes are obsolete. And don't get me started on analog 

vs. digital. ... 

So it's great when people break out of those molds, and send 

signals out from their software host into hardware processors, 

then back in again. Or use a tube guitar preamp to go through a 

modeled cabinet, or send a modeled preamp through a physical 

cabinet . . . or feed a Minimoog into a Marshall stack. And 

although I'm not convinced that analog summing boxes sound 

"better" than digital summing, I have no problem accepting that 

they sound different because they mix some analog in with digi-

tal technology. 

This world is a complex one, and few real-world problems 

yield to simple, jingoistic solutions; similarly, music stubbornly 

resists attempts to fit in little boxes. So when you record music, 

don't believe the hype that one size fits all: Do everything you 

can to create a rich, nuanced, analog-style experience — even if 

every piece of gear you use is all about ones and zeroes. 
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WELCOME TO DIGITAL RECORDING. 
IT REALLY IS THIS EASY. 
Alesis continues to push the boundaries of recording technology 

with the all-new MultiMix FireWire Mixer Series. These plug & play 

8. 12, and 16 channel mixers bring the analog and digital worlds 

together, giving you the quality and flexibility you would expect from 

Alesis. With ultra-fast FireWire computer connectivity, the MultiMix 

Series mixers provide instantaneous multi-channel audio recording 

direct to your computer without the hassle of connecting and routing 

additional devices. Compact and affordable, the powerful MultiMix 

series offers the ease-of-use and affordability you need for great 

recordings, live or in your home studio. 

> MuItiMix 8 FireWire Ce > MultiMix 12 FireWire 

THE REVOLUTION IS CALLING. 

• 8, 12, and 16 channel mixer options. You decide. 

• Record 24-bit/48kHz multi-channel audio direct to your 

computer via FireWire 

• Enjoy transparent recording of your music with 

incredibly clean, high-quality mic preamps 

• Spice up your mix with 99 built-in effects and a 3-band 

EQ per channel 

• Cubase LE recording and editing software included. 

Mix, edit and enhance your recordings with EQ, 

dynamics and other software plug-in effects 

• Mac and PC compatible 

MultiMix 16 FireWire "Ce 
z 

www.alesis.com/multimix ALEsis 



TUNE IN, TURN ON, PUNCH OUT BV 
THE EQ STRFF 

The FRESH Rpproach„,,,,,aa„, 
DJ Fresh has production abilities that have been cemented for desires. For example, the Blue 1.5 ( used to create the guitar sound 

a long while in the global drum ' n' bass community, but for the last 

couple of years, he has been forging a solo path— resulting in the 

recent release Escape From Planet Monday. 

Gnarly basslines and machine gun beats have long been Fresh's 

signature, but Escape is all about a broadening range. Featuring 

collaborations with the Pet Shop Boys' Neil Tennant and DJ Shadow, 

Escape draws from an interesting drum ' n' bass palette but pro-

vides songs that are much more multi-faceted than anything he's 

previously created. 

Assembled in Fresh's closet-sized home studio, the album's live ele-

ments (saxophone, flutes, vocals) were recorded in far away locales 

(New Zealand, for example) and sent back to him via the Internet. Using 

Native Instruments' Kontakt to construct a preset with all the beats 

cut and assigned on keys, Fresh later mixed MIDI files sent by DJ 

Shadow with live cuts to thicken his patented sound — a trick he had 

originally discovered while producing the Pet Shop Boys. 

"I'll use CMT Bitcrusher or TC Electronic Powercore Assimilator 

to make a live sound fit," he says. " You can take a horn sound you got 

off a record, create a horn sound with a synth, then use Assimilator 

to match the EQ of the one you are playing with the one off the record." 

For Escape, Fresh toggled between an Apple Macintosh G5 and 

a prototype custom-built Carillon dual 3.6 Intel Zion PC, which he 

matched with numerous plug- ins; each with a particular quality he 

on " Pink Panther") for " its capabilities with editing synth parameters 

and automating them with a modulation matrix that allows assig-

nation of anything you need," Spectrasonics Atmosphere for " pads 

and strings," z3ta for " arpeggiated old-school, to blaring bleed, 

synth sounds" ( used on " Funk Academy" and "Throw"), Sony Oxford's 

EQ for " its warm thickness," and Glitch, which Fresh refers to as an 

"Aphex Twin" plug-in (" It automatically turns whatever you put 

through it into crazy syncopated stutters, time- stretches, and filters 

you can create your own pattern with.") For compression and limit-

ing, he likes Waves' transparent, neutral characteristic, which 

"doesn't add color to what's already there." 

"On that tip, I also used Melodyne on a couple of tracks," says Fresh. 

"You can get a certain kind of pitch correction with Melodyne that's 

like an effect. If you overuse it, it's got an interesting effect. You get 

different effects from using Antares Auto-Tune 4 to do a similar 

thing to correct the pitch of a vocal. Kontakt also has a feature that 

lets you take out all the harmonic information for a sample then play 

the notes back in yourself. You can use a vocoder to do a similar thing." 

Fresh used these on the Neil Tennant-vocalized " Throw" where he 

put it through Melodyne, Auto-Tune, Kontakt, then vocodes it in 

different combinations to get over-the-top vocal pitching effects. 

The vocoder is also used on " Funk Academy," where Fresh tries a new 

way he's found for getting around the vocoder distorting the words 

to the point of incomprehension. 

"If you put the vocal through Kontakt, it ends up semi-compressing 

it as part of that process," he explains. " It takes away all of the 

pitch information, which makes the vocoding process work a lot 

better. You can really hear the syllables." 

Escape was sequenced using Steinberg Nuendo 3, which Fresh finds 

has a good mix of Apple Logic's MIDI and Pro Tools' audio. " You can 

change a piece of audio by selecting it in the arrangement page 

and transposing without having to load up plug-ins or a separate pitch-

shifting window," he explains. " It will show you the division of the 

bars at the tempo of the track along the piece of audio as a grid. You 

can move the bars in order to time stretch that section of the audio 

independently from the piece of audio as a whole, move it along until 

it fits onto the grid." 

Part of the reason why the end result comes across as so organic 

is due to Fresh's preliminary compositional approach. "I decided 

what I wanted to encompass sound-wise on the album and set 

about casually trying to make tracks that 

fit each of those descriptions. From the 

underground drum ' n' bass point of view, 

it would have been much easier not to 

have done that. But then it would have lost 

the important thing, which was to get an 

album that flows from start to finish " 



RUSTY 
ANDERSON 
ON GUITAR 

MIKING 
by J.J. Blair 

If you've been unable to avoid the deluge of 

Paul McCartney in the media for the last 

few years, you've probably noticed one Rusty 

Anderson — Paul's lead guitarist — who is 

also one of the most in-demand session 

players of the last 15 years. Anderson 

recently added " producer" to his Greden-

tials, so EQ thought it a great idea to catch 

up with him and quickly discuss a few of his 

favorite guitar miking tactics. 

EO: Share with us a typical miking configu-

ration that you find yourself using regularly. 

Rusty Anderson: Well, I really like putting 

a large diaphragm condenser where the 

cone meets the center diaphragm. . . . 

EO: On-axis? Off-axis? 

RA: Concerning axis: I was once told that 

sometimes you don't really want to have a mic 

that's exactly on-axis, so there's two parallel 

planes. I don't know if that makes sense.... 

EO: Well, the reason for putting a mic off-axis 

is to get off-axis rejection of the higher fre-

quencies, meaning, the further you turn it 

from parallel, the fewer high frequencies 

you are going to get. And so sometimes, if 

you have the mic directly facing a speaker, 

the more you are going to pick up those 

high frequencies, which is something that is 

usually desirable. 

RA: At times, I like miking on-axis because 

of that — on-axis, right on the edge. Like a 

SM57, people always like 57s, but I don't 

think a 57 will work without a Royer or a 414, 

which are both really good for picking up the 

low end. But you have to make sure that the 

phase is correct. In a way, probably the 

a close mic and a far mic, put the far mic 

really far away — turn it backwards facing the 

wall, maybe flip it out of phase. 

no-brainer thing to do is pair a 414, or any 

large diaphragm condenser, with a lower 

level guitar sound. Too much volume will 

kinda freak out mics; and the lower the 

amp volume, the more you can open up 

the mic pres. 

EO: Which is why I don't like to record 4x12s 

as much, and when I do record them, I tend 

to put the mics a couple of feet off the cab-

inet — it's a different sound. You get the 

room and you don't get that " immediacy" 

when you do that, although you certainly 

can close-mic them, but you might as well 

use a smaller amp if you are just miking 

one speaker.... 

RA: I've heard a lot of great recordings that 

have ambient-miked guitars. But I've never 

been really able to really pull it off, which is 

weird. You know what the trick is? With 

ambient-miking, you just have to spend a lot 

of time really listening. The most successful 

ambient miking I've done is when I've taken 

EO: What I do sometimes is put a mic or two 

directly on the speaker and then put a ribbon 

a few feet back. I'll have my second engineer 

move the ribbon mic back and forth slowly, 

so you can hear the phasing build up con-

structive interference on certain frequen-

cies. You hear "oh, now it's building up at 

100Hz" or " now it's building up at 300Hz," 

and it sounds phased slightly, but you can 

really fatten guitars up that way. 

RA: You can get kind of a quirky sound 

doing that, not unlike some REM records that 

have these nice ambient guitar sounds, 

which are really cool because they add per-

sonality. But a lot of times, I just don't even 

care to mess with ambient miking. I'll just go 

in, close mic the cabinet, and be done with 

it. Most of my favorite pop recordings of 

guitar are close-miked, so if I'm trying to 

recreate some of those tones I don't par-

ticularly feel the need to even mess 

around with ambient miking. 

Jean Claude Reynaud: Sound engineer and producer. 

JIVIR employee, fast driver, cognac drinker. 

EU: Do you have some whacky effect you use behind closed doors? 

JCR: A broken Roland SRE-555 echo. The reverb is so weird. I find myself using it on guitars and even backing vocals. 

Ea: Do you remember any particular effect on a recording you've heard that changed your life? 

JCR: Maybe when I heard the first gated ieverb from an SPX, I was sure that I would quit my job soon, it sounded so bad. . . 

EU: What's your favorite hangout after a mix? 

JCR: Is this a question to know if sound engineers are really alcoholics? — Cookie Marenco 

www.eqmag.com AUGUST 2006 EQ 



Today the big pre sound 

(some call it " iron") is very 

popular with many engineers 

in the context of rock/pop 

music. I've found myself per-

plexed in recent times by 

many people on forums mak-

ing claims that " the Avalon 

737 or Focusrite ISA (220, 

430 & 428) pres are bor-

ing." This is funny, as 

when the 737 came out 

the reviews were glowing. 

Why the sudden change? 

Well if you have someone 

sing through a 737, and 

then into a pre like the 

Great River or Portico, there 

is a huge difference — with 

many people preferring the 

bigger, fuller sound of the 

Great River/Portico. These 

newer pres are giving us the 

full, big sound up front 

while in the past, with many 

pres, you would need to add 

EQ and compression to get 

similar results. 

For anecdotal purposes: I 

recently recorded a song for a 

client that has a several vocal 

parts. I found myself using 

my Neve Portico on the main 

vocal track, and my Langevin 

DVC on the alto, tenor, and 

soprano tracks. The reason? If 

I used the Portico on the 

background vocals, the tracks 

sounded too big, and they 

competed too much with the 

lead track. In order to allow 

the lead vocal track front 

standing, it was important to 

use different mic pres. 

Using a 737 or ISA starts 

you in the middle of the tone 

scale. Both pres are not very 

clean, or very tube-y. The ISA 

is center right — going more 

towards a cleaner sound, but 

having a touch of smooth-

ness. The 737 is center left — 

having a smoother sound over 

the ISA, but not as warm as a 

Manley or Vipre. By not hav-

ing a huge sound up front, 

you are allowed the opportu-

nity to mold the sound more 

with EQ and compression. If 

you have a bass guitar, for 

instance, you could run it 

through an Avalon 2022 for a 

clean sound and then use an 

1176 compressor to add the 

right amount of punch to the 

track. If you used a fuller, big-

ger pre, you may need less 

compression and EQ to get 

the punch you want. Of 

course, a 737 or ISA pre will 

not get you the same sound 

as a Great River or Portico, 

but they can deliver a full 

sound when paired with good 

EQ and compression. In fact 

it may offer more flexibility, 

since your staring out with a 

more even-sounding pre that 

you can later build on. 

George Massenburg has 

fantastic-sounding clean pres 

that many love. His feeling is 

that it's best to get the sound 

right, and accurate, from the 

source — flavor can later be 

added with EQ and compres-

sion.This is sound logic, and 

it's coming from one of the 

more successful engineers out 

there. On the flip side, if you 

know your pres, and know you 

can get your desired sound 

quickly with the bigger or more 

colored pres, it's going to 

make your life easier. Many 

times you could use a big 

sounding pre, touch it up with 

a little compressor to even out 

the peaks, and a touch of EQ 

to add some sparkle and you'e 

done. I know I have done this 

many times and have obtained 

great results in terms of work-

flow. However, with recording 

an orchestra, or many live per-

formances, it may be better to 

go with a more general sound-

ing pre, as you will have that 

flexibility to alter the sound 

later on. With a pre that has a 

very strong character, you may 

find yourself painted into a cor-

ner, so to speak. 

The point is, both schools 

of thought should be 

weighed when approaching a 

project. Your warm tube pre, 

or big pre, may be the best 

route to take for certain 

applications. However you 

just might find that so-called 

"boring" pres may just be 

the ticket to the right sound, 

by allowing you space to cus-

tomize and spice things up 

with the right ingredients 

later down the line. — Glenn 

Bucci/Revelation Sound 

CHARLAT 
Until recently, the UK's own Charlatans had worked separately, employ-

ing a bi-continental recording strategy. But with Simpatico, their ninth 

album proper, the group decided to merge at Big Mushroom, their 

Cheshire, England-based joint studio, to flesh out an album that, 

according to keyboardist Tony Rogers, is " more of a unit" — something 

he attributes largely to the coalescing into a single studio environment. 

For pre-production work, Rogers, bassist Martin Blunt, and drum-

mer Jon Brookes assembled preliminary ideas at Rogers' home stu-

dio (the appropriately dubbed " Little Mushroom"), while singer Tim 

Burgess and guitarist Mark Collins opted to work primarily in Palm 

8 EQ AUGUST 2006 www.eqmag.com 
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Punch In 
CHARLATANS 
Springs; coming together later with producer 

Jim Lowe at SARM's Hook End Manor Studios. 

With the intention of producing an album 

that amply conveyed the band's more organ-

ic sentiments, the Charlatans decided on track-

ing with 16-track, two-inch tape, a move that 

has helped convey their newly-arisen ska fas-

cination, an element that can be attributed to 

many hours being spent spinning the leg-

endary Trojan box sets and yielding to a notice-

able affinity for the Clash — influences that have 

strongly affected better than half of the album, 

particularly on Burgess' vocalizations. " We've 

all been ska fans for a long time', confesses 

Rogers. " I'm surprised it's taken until now 

to crop up on our records." But the 

Charlatans are no pretenders to the throne, 

for Simpatico offers much in the way of 

genuine ska sounds, as Rogers assures." The 

instruments we recorded with are some of 

the same instruments used by the seminal 

ska bands of the ' 60s." 

But for all the vintage equipment and 

Hammond organs present on the album, 

Charlatans didn't abandon technology in the 

whole. Big Mushroom's 24-track Pro Tools 

rig was certainly not neglected during their 

sessions, and Apple's Logic Pro was liberally 

employed as a primary writing tool. Pulling 

authentic vintage sounds from the software 

samplers and virtual instruments, Logic helped 

the band not only pen a large portion of 

Simpatico, but also sped up the process of 

recording — which is evidenced on tracks 

such as " The Architect," where Rogers, for 

the first time, played a Theremin to give the 

song an underlying spooky vibe. Using Logic, 

Rogers says, " I played it [the Theremin] in, 

cut off the rough edges, smoothed the sound 

up, and then added a few effects." Easy as pie, 

and incredibly effective to boot. 

This new way of working, namely using 

Logic, has in certain ways steered the 

Charlatans towards more of electronic-based 

methods of writing and recording. On the 

"Road to Paradise," for example, the band 

started with a percussion loop and worked 

their way backwards — incorporating the gui-

tar, organ, drums, and bass lines afterwards. 

"[We] normally come up with a melody," says 

Rogers on the subject of the Charlatans writ-

ing process, " but using Logic really did help. 

It wasn't just about a melody and a hook. 

Logic advanced that song to get somewhere 

it would have never been before." But it's 

not a substitution for the real deal, by any 

means, Rogers concludes. " If you can use 

technology as a tool, but not let it show up as 

the most important thing, then that's what's 

really great."—Lily Moo yen 

Five Quick :41611.. MdM AMML Hoard ilige 

ECL: How do you pick the band that you want to work 

with? What's your first step? 

HB: I usually look for two things: " Star quality" and 

vocals. As long as the songs are mostly there, I can deal 

with them — but the thing that I cannot fix is the " star." 

ECL: How much time do you spend on a rough mix? 

HB: Tons. I do most of the rough mixes in the box — 

which I consider the most important part of the record. I sometimes 

spend days working on them. 

ECL: You work a lot with Pro Tools. When using it, are you making 

verses and choruses to put together, or are you taking the tradi-

tional approach? 

HB: It varies. Sometimes it's very traditional — I use it like a tape 

machine. But then some songs have to be moved around a lot. 

Most people don't understand why their mixes don't sound good, 

why things don't match up when they come back to record at 

another time, why things are out of phase. Pro Tools is a very 

deceiving piece of equipment; unless you really understand what's 

going on there, in a very fundamental way, you're screwed. 

ECL: When you're producing, how much psychology are you using 

to get the take you need? 

HB: A lot. For example, people always ask what was going 

on during that vocal performance on Hoobastank's " The 

Reason." Honestly, the Lakers were in the playoffs, and Doug 

is a huge sports fan. Every time we would stop the tape I 

would tell him the score. That's what we were talking about; 

we weren't talking about the song at all. In some ways, that's 

the thing to do. When you're so focused on the song, you can make 

it melodramatic. It's not like " The Reason," all this kind of like goopy 

stuff where if he starts overstating it, it sounds really bad. I use this 

a lot on my singers: " hey, just sound bored." Sometimes that will 

keep the edge off of the vocals. 

ECL: How do you get that perfect take? 

HB: You have to let it come to you. You've got to be open to let it 

hit you. Sitting there trying to change things constantly sort of 

defeats the purpose. Look, you need to put in the work, but there's 

some magic that has to happen in the studio. Sometimes people lis-

ten to " Helena" from My Chemical Romance or the Rejects' " Move 

Along" and ask me " how did you do it?" I don't really know — I just 

do it. —Jeff Anderson 

Ken Walden: President/Founder of Secrets of the Pros 

ECL: Do you have some whacky effect you use behind closed doors? 

KW: Nope. Lots of plug-ins — which are as good as any box I've heard. 

ECL: Do you remember any particular effect on a recording you've heard that changed your life? 

KW: Sound Toys and Eventide gear — like being in a dream. 

Ea: What's your favorite hangout after a mix? 

KW: Bed. I'm wiped out after a real mix session. — Cookie Marenco 
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STEV LBINI: R RECORD RETROS CT 
If you hate most producers, talk to Steve Albini. For over 20 

years, he's been the most famous " anti- producer" in the 

business, making an art out of leaving art alone. And of the 

over 1500 records he's recorded, one of his most famous 

accomplishments was the second record for an up-and-

coming band called Pd. Harvey. EQ took some time out of 

Albini's busy day to hear him reminisce about the water-

shed record Rid of Me. 

So Rid of Me, recorded over 10 years ago, is still consid-

ered one of the best records you've recorded.You're known as a 

very hands-off engineer, but your approach also gives records a 

certain sound. How much credit does your recording deserve for 

a record's acclaim? 

Steve The lion's 

share of the responsibility of how 

a record comes out is in the hands 

of the band. If you're working on a 

record in a technical capacity you 

can screw the pooch; but you can't 

elevate something that's not 

already really good. It's a case 

where you can f.S& up a record 

real bad, or you can avoid f•58aing 

up a record. You can't take a récord 

that's not great and make it great. 

Well, conversely, when it 

comes to complaints about a 

record, what role do you accept? 

Rid of Me has been criticized for 

the vocals being too quiet.... 

Si_ When they make their own 

record they can make the vocals as loud as they want. I 

don't really remember having a conversation on it; the 

vocals ended up where they did on any given song because 

when we were listening to it that's where they settled— 

everybody thought it sounded good there. I don't remember 

there being a conscious decision about the vocals being 

loud or quiet. Every time you play a tape, you pull the faders 

up and it sounds a little different every time, and at some 

point along the process someone said, " yeah it sounds good 

that way." 

You recorded the album at Pachyderm Studios, where you 

also did Silkworm, Failure, and Nirvana. Why that particular 

facility? 

SA.. It was a lice studio for a long-term project because it's a 

residential studio, There's a nice house you can live in while 

you're there. It's a comfortable environment and it's also rela-

tively secluded. In order for anybody to go on a bender, or have 

a drug binge, or go way late at a night club, they'd have to make 

a concerted effort; you'd have to work pretty hard to get in any 

serious trouble. 

You try to record bands as live as possible. For the setup of 

PJ Harvey, where Polly sings and plays guitar, did you go the 

extra mile and record vocals live as well? 

Occasionally I'll do that, but not on that record. It's rare, 

but it does happen. I've done records where every stitch of 

music was tracked live, but not for a rock band where you have 

vocals that are fairly " important." 

The drums have an attack that really drives the record, 

especially the snare. Did you try anything different for the 

setup? 

It was the normal set 

up for me— a kit in the big 

room with the amps hived 

off in the isolation rooms 

on the side. 

EC1 So, when you go back 

and listen to records you've 

done in the past.... 

I have to admit that I 

don't listen to records that 

I've done very much.You 

end up spending an awful 

lot of time on a record 

while working on it. It 

might be the case where 

you've heard all you need to 

hear. There's also something 

vaguely narcissistic about listening to records you've worked on. 

Rid of Me has been shown to be a very polarizing record. 

People either love it or hate it in comparison to PJ Harvey's later 

material 

Those records are way more important to Polly than any-

one else. Other people can pass judgment, but that's all for 

their amusement; Polly has to wake up every morning being 

Polly. She has to be comfortable with the way her records 

came out, and I don't really concern myself too much with 

what other people's opinions of her records are. It's trivially 

simple for somebody to say " I used to like the first couple 

of records, but I haven't really liked the last couple" or " I 

didn't really like her when she was a tuck musician, but 

now I really think she's gotten somewhere." I think all that 

sort of critical monologue you hear from everybody is totally 

meaningless. You like the records? Terrific. You don't like them? 

I suggest you don't buy them. Anything beyond that is nonsense. 

—Shane Mehling 
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Adam Lamas entering mix-land. 

unch 
SESSION FILE: Adam Lasus 
Clap Your Hands Say Yeah funded their CD and distributed it 
themselves ... and now it's Number One on the CMJ New Music 
Charts. Here's the story on the producer behind it. 

by Jeff Touzeau 

Adam " Red" Lasus was one of the many pioneers during 

the " first wave" of indie music, producing and engineer-

ing bands such as Julianne Hatfield, Chris Harford, 

Versus, Madder Rose, Helium, and Yo La Tengo during 

the early ' 90s. Originally from Philadelphia, he built his 

first facility, Studio Red, around the block from the 

Khyber Pass, a club where most of the country's hardest 

working indie acts would ultimately pass through. Lasus 

frequently hung out 

there, befriending 

interesting groups he 

would lure into his stu-

dio, or " musicians play-

ground" as he calls it. 

Since closing Studio 

Red, he moved on to 

become the owner and 

resident producer of 

Brooklyn's Fireproof 

Recording, originally 

the borough's oldest 

hook and ladder com-

pany. [Editor's Note: 

He has since relocated 

Fireproof to Los 

Angeles.] EO caught 

up with Adam just as 

one of the newest 

records he 

produced/mixed, Clap 

Your Hands Say Yeah 

(the debut album by the group of the same name, with 

additional engineering by Keith DeSouza) began to catch 

fire. The album was funded and distributed solely by the 

group, and to date has sold over 60,000 copies — and in 

the process, skyrocketed to Number One on the CMJ 

New Music Charts. 

YOU GOTTA BE ABLE TO SWITCH GEARS... 

Lasus is quick to point out that " indie rock" took him by 

surprise, and when he began he wasn't looking to fit into 

or work in this rapidly emerging, if elusive, genre. 

Instead, during the ' 80s, Lasus was focused on groups 

like Echo and the Bunnymen, The Cure, and Velvet 

Underground, eventually gravitating towards The Beatles 

and The Stones. As a result, his productions became 

largely oriented toward guitar and drums rather than, say, 

big keyboards and samples. 

GO OUTSIDE YOUR "COMFORT ZONE" 

Although indie rock represents most of his work, Lasus 

frequently draws techniques and ideas from altogether 

different genres. " I did a record with a buddy of mine, 

Matt Keating, and he was kind of in a Motown kick and 

wanted to have a horn player come in. So we listened to 

Marvin Gaye, What's Going On, and if you listen, they 

have the little bongo going on all the way through the 

track that gives it this really cool little groove. So when 

we went to do the basics, we thought ' Let's play real 

sparse and leave room for all these horns, cool piano 

licks, and other hooks.' We were able to build up that 

great vibe, definitely Motown-y flavored," he recalls. 

Lasus believes that cross-genre sampling is also a 

healthy thing: "One of my favorite examples is Beck, 

who samples Dylan, The Beatles, The Stones, Devo; then 

he'll do a riff on top of it. I don't do that because I don't 

work with samplers, but why not try to build your pro-

duction by emulating these other productions?The end 

result might be something totally different and better 

than what you anticipated." 

"CLEAN" IS NOT ALWAYS "GOOD" 

Lasus offers this advice to producers working in any 

genre: Be careful of making things too clean. " This hap-

pened on the Clap Your Hands Say Yeah record. 1 put up a 

$1,000 mic, and the band came in and said 'The vocals 

sound way too good — way too clean.' So I broke out my 

mini Marshall amp and a $2.50 Radio Shack mic, the 

cheapest one available to us, and ran the vocals through 

it ( Figure 1). Similar techniques were used on Beastie 

Boys records and on Beck records to different dogrees. 

Some mic it up with a cheap mic, others with a high 

end mic." [Editor's Note: Another easy way to get a 

cheap mic sound is to use a headphone "in reverse," with 

the earcup acting as a mic. This technique is used a lot 

by DJs.I 

Lasus also notes that one can go direct out through 

the headphone jack, and that the tone controls on the 

amp enable a gritty or clean sound, depending on prefer-

ence. " I love using this cheap combination of the Radio 

Shack mic and the mini Marshall amp — it breaks up the 

artist mentality of ' I'm looking at a $ 1,000 microphone.— 

RE-AMPING: NOT JUST FOR GUITARS 

He also uses the mini-Marshall amp as a re-amp — in 

other words, to take the output of a track and re-process 

it to get more of the sound he wants. " If I'm getting that 

boomy proximity effect on an expensive tube mic, I'll use 

the headphone amp as a send, and run the vocal into the 

mini-Marshall, then mic it up as a re-amp. It works per-

fectly as a re-amp on anything: snare drums, bass, 

vocals. You can create a whole bus of this thing if you 

want. 1 use it all the time." 

NEW TONES THROUGH "TENOR" GUITAR 

One of Lasus' favorite tricks for recording acoustic guitars 
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The new vintage. 

SPUTNIK 
Hand-Assembled Condenser Tube Microphone 

Like you, we've been inspired by classic vintage tube mics such as the C12 and the U47. But 

while every microphone lends different qualities to a recording, some are ideal for vocals and 

others for instruments. So we consulted with top studio engineers to create a fresh take on 

venerable design principles and bridge that gap. The new Sputnik large diaphragm tube 

condenser boasts a unique voice delivering bath air and full body in a single microphone, 

making it perfect for recording both vocals and instruments. Some say its signature sound 

comes from the combination of a 3-micron evaporated gold diaphragm, solid brass 

construction, and hand-picked military-spec 6205M pentode vacuum tube. Others say it 

owes to boutique sensibilities like a custom-designed capsule and hand assembly in a 

limited production run. We prefer to think of it simply as the place where science meets 

magic. Hear the unique qualities of the Sputnik for yourself at your M-Audio dealer. 
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> coveted classic transparent sound 
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Punch In 
SESSION FILE: 

Fig. 1. Sometimes good things do indeed come in small padcages. 

was borrowed from his alt-country counterparts. " I use 

what is called a Nashville tuning, and it turns the guitar 

into almost a tenor guitar. It sounds like you're playing 

with a capo on the 12th fret. I took a reissue Martin 

small body guitar, like the Nick Drake 00-15 size, stripped 

off all the regular strings, and put all the light gauge 

strings from a 12-string guitar on it. You put this on 

somebody's chorus, and you get this gorgeous texture, 

kind of like a banjo sound." 

We've all been trained to hear a guitar a certain way, 

and Lasus says this technique breaks up the preconcep-

tions we've all built up over time. The technique even 

works on the cheap $100 guitars, which project the higher 

frequency range just fine. Intonation challenges are not 

much of an issue because the high gauge strings bring 

less tension on the neck anyway. [Editor's Note: You may 

need to make some bridge adjustments to correct the 

intonation for lighter gauge strings.] "This tuning also 

changes how you can mic up the instrument," claims 

Lasus. " You don't get those booming tones, so you can 

place the mic as close as 3" away from the body without 

any problems." 

"PLUG-OUTS" SOMETIMES BEAT " PLUG-INS" 

Fireproof has an extensive collection of effect and 

processor pedals (Figure 2). While these gadgets were 

originally designed mostly for guitar, they get serious 

mileage in Lasus' shop during both the recording and 

mixing phases. Where other people might reach for plug-

ins during a tracking or mix session, Lasus finds that the 

right effect pedal can lead to a more genuine or desirable 

result. " I often run vocals through a Electro-Harmonix Big 

Muff or a Rat pedal, or a Boss Delay. A Boss Delay pedal, 

for example, might sound better than your rack delay. It's 

only low-fi and has 8- or 12-bit resolution, so it sounds a 

little more old school. Sure, you can use a plug-in to get 

phase and flange, but why not use a real MXR Phase 90, 

or a real Electro-Harmonix Electric Mistress?" 

He also uses pedals on the aux channels during his 

mixes. " Let's say you have an organ, and it's not quite 

Fig. 2. Plug-Ins from the late 20th Century. 

Fig. 3.There's nothing like an old Echoplex ... and nothing quite 
like maintaining one, either, 

stereo enough. Run it through a stereo flange pedal in 

the mix! If a bass isn't thick enough, I'll often run it 

through a Big Muff as an aux, return it on a channel, and 

just put about 20% of the Big Muff in there for some 

more bottom or some fuzz." He also uses tape delays 

(Figure 3) instead of digital rack delays, something he 

borrowed from the famous Johnny Cash productions. 

ANTICIPATE YOUR CLIENT'S NEEDS 

The bottom line for Lasus is finding the comfort zone for 

his clients. " 1 once had an artist called Amy Ray come in, 

and she brought Joan Jett in to play guitar. Jett came in 

and I pulled out my SG Jr., with a single P-90 in it, and 

plugged it into my cheapest, dirtiest little Ampeg Rocket 

amp. She turned it all the way up, and she was like, ' Okay, 

that's my sound. Let's gor Then ten minutes later, we 

were done. The SG Jr. was just right for her, because she 

has smaller hands than some other people and this guitar 

had a slim neck. If I had pulled out a regular Les Paul or a 

Jazzmaster, it might have been a different story. So you 

always have to be sensitive to those things!' 

Jeff Touzeau is a renaissance man of sorts — author, pro-

ducer, owner of Hummingbird Sound and frequent EQ 

contributor. His brand new coffee table book Making 

Tracks is currently available at many fine establishments. 

Do yourself a favor and check it out. 
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YAMAHA 
• 2 Mic/line combo inputs with independently 

sw itchable phantom power 

• 2 TRS insert jacks for connecting your 

favorite external effects 

• Pro-quality recording with up to 24-bit/192k Hz resolution 

• 4-in/S-out multi-channel audio via FireWire 

• SP/DIF digital I/0 and MIDI I/0 

• Compatible with Ac-3 and DTS surround playback systems 

• Complete music production software bundle including: 

Cubase LE, Groove Agent SE, HALion SE, 

Arnplitube LE and T Racks Ea 

Cubase LE 

Mie preamps with individual Built-in 4-in 6-out 
switchable phantom power and inserts FireWire audio plus MIDI 

The Yamaha G046 is a mobile FireWire audio interface, featuring high 

quality built- In Mit preamps and a complete computer software package 

for professional quality recording. The G046 can be carried and used 

virtually anywhere in a wide variety of applications— including full music 

production in a home studio, mobile recording of bancl rehearsals or live 

concerts and even field recording in remote places. Professional features 

like independently selectable phantom power. channel inserts for con-

necting external effects and AC3 and DTS surround playback compatibility 

set it apart from other FireWire interfaces. The G046 comes with all the 

software you need, including a full suite of VST instruments and effects 

so you re ready to start making music right out of the box. 

A suite of VST software synths VST effects pack with Amplitube'" 
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www.mpsn.com www.yamahasynth.com www.yamaha.com 2006 Yamaha Corporation of America. All rights reserved. 
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TECH BENCH 
Disaster Prevention 
by Jeff Andersen and John Klemme 

It's 2 A.M. and you've just finished capturing that perfect 

vocal take when the unthinkable happens — your hard 

drive crashes and all of your files are suddenly lost. 

From the project studio to the most professional of 

facilities, its never a question of " if" your hard drive will 

fail, but " when." So here are a few solutions to keeping 

your studio up and running in the face of 

impending doom. 

To begin, the general rule of thumb is: If 

you don't feel comfortable losing it, you 

should be making a backup copy of it, so 

the key is to be regular in your data back-

ups. For the professional studio running 

several servers and/or NAS (network 

attached storage) environments, daily incre-

mental backups are considered policy. And 

that's a policy you would do well to adopt. 

There are many regularly employed 

methods of data backup — from making 

CD or DV D copies of your computer files 

to using backup software — that provide 

hands-free and time-saving methods for 

data recovery. No matter the method you 

choose, the simple fact that you have 

taken the time to create a backup is 

what's of most importance. What follows 

are some of the most popular means of 

backing up your data. 

CD/DVD BACKUP 

You can always burn a backup copy of your most recent 

session to give to the band — but what about yesterday's 

vocal tracks, last week's overdubs, and all of last month's 

sessions? For some home studios this might take a few min-

utes each week — drop in a DVD-R, write your main drive to 

disk, and you're good to go. You'll be able to easily reference 

your last backup disk and not be at a complete loss. For 

many mid-size and professional studios this process alone 

isn't enough, and often just the beginning of a well-thought-

out contingency plan. Remember, a DVD will hold 4.7GB. 

Three years ago this may have sounded like a ton of space 

but for recording formats at 96K and higher, 4.7GB will some-

times not even hold one session — so strategize accordingly. 

EXTERNAL HARD DRIVES ( DIRECT ATTACHED STORAGE) 

With the quickly dropping costs, and higher storage capaci-

ties, of external hard drives it's become very convenient to 

backup your main hard drive. You can pick up a USB or 

FireWire hard drive with hundreds of GB of storage at any 

computer store that will easily hold hundreds of sessions, 

as well as all the other data important to maintaining your 

studio business — finance records, receipts, and even all 

of your email. Remember to choose a hard drive that 

allows you room to grow. If you have 40GB of data to back-

up today, you might have 60GB by the end of the year, so 

buying a larger capacity drive will give you more flexibility 

as your studio grows. 

NAS ( NETWORK ATTACHED STORAGE) 

In many home and professional recording studios, there 

are often multiple computer systems in one studio, or a 

combination of studios, all networked together. Using a 

NAS device for your data backup means you no longer 

have to mirror a Direct Attached Storage device (external 

hard drive) on multiple computers — thus saving time 

while still ensuring proper backup and data recovery in 

the event of equipment failure. For many studios there 

may not be a need to backup all of the data on the main 

computer systems. Studio A may require 50GB of data 

backup, while Studio B might only have 10GB of data. If 

this is the case (as it often is) then a NAS backup storage 

device is certainly the route to take. 

COMPUTER BACKUP SOFTWARE 

One of the most important and critical aspects of data 

backup is the software you choose. More often than 

not, this single element of your disaster recovery plan 

can mean the difference between hours versus days 

of time spent recovering your crashed hard drive. With 

the proper software you'll not only be able to retrieve 

your music (and other important files) but recover a 

complete operating system, some applications, and 

user settings that will save you hours of time. Easy-to-

use backup software, such as the award winning EMC 

Dantz Retrospect, allows you to configure incremental 

or continuous data backup automatically, or by the 

click of a button. Keep in mind that no matter the cal-

iber or size of your studio, what is important is that 

you have a plan to create a fast, secure method of 

data recovery. 

DISASTER READY " BLACK BOXES FOR YOUR DATA" 

Every airplane has a " black box," so why not have one for 

your computer? Using ingenious, yet simple, technology, 

the company ioSafe is making fire- and waterproof 

Disaster Ready Hard Drives. From a high security rack-

mount version to a more economical Mini-USB or NAS 

version, each Disaster Ready Drive comes with a data 

recovery guarantee — making the price tags (starting at 

under $5001 more appealing, and allowing even the 

smallest of home studios affordable, plug-and-play solu-

tions for disaster-ready data protection. 

When it's all said and done, data backup is just as 

important to your studio as your console, outboard gear, 

and microphones. The time you spend creating and imple-

menting a backup copy and plan to recover it quickly 

comes at a great discount compared to the price you 

might pay if all of your data goes crashing away. So figure 

out which method best suits your needs and get to back-

ing up your data. You'll thank yourself one day. 
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In a world filled with suppliers Sweetwater's staff 

always stands out. Although I am a small customer I 

always feel they CARE about my business. 
Jack Dastoli 

A GREAT MIX OF GEAR 
With today's gear choices, finding the perfect setup 

can be overwhelming. Analog or digital, hardware or 

software, Sweetwater will launch your creativity by 

finding the gear that's right for you. 

THE BEST PRICES and FAST, FREE SHIPPING 
Shop around, you'll find the best prices are at 

Sweetwater. On top of that, we give you the best FREE 

shipping deal you'll ever find — and nobody ships 

faster than we do! After all, it's easier to make music 

when you're not waiting for a delivery truck. 

UNPARALLELED TECH SUPPORT 

Having a problem? Online or on the phone, our 

tech support is unmatched. Hardware, software, 

or repairs, we can get you back doing what you 

do best — making music. 

Inn 11111111 11111111II I, 

lb & lief, let.* 

1111 111 

1-800-222-4700 
www.sweetwatencom 
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E-mu Ships Emulator X2 Software 

Sampler and Proteus X2 Software 

Sound Module Upgrades 

E-mus new software instruments are 

available to all existing Emulator X, 

Proteus X, Digital Audio Systems 

and Xboard owners. The Emulator X2 

includes SynthSwipe, a sampling 

tool that automatically samples any 

hardware or software MIDI instru-

ment, then creates a playable preset. 

www.emu.com 

Eventide Announces H8000FW 

Upgrade Program for H8000, 

H8000A, and Orville Owners 

Users have the opportunity to 

upgrade to the H8000FVV Ultra-

Harmonizer effects processor at a 

reduced price. 

www.eventide.com 

Digidesign Ships Intel-Based Mac-

Compatible Pro Tools LE and Pro 

Tools M-Powered 7.1.1 Software 

These new versions of Pro Tools 

software are compatible with Apple's 

new Intel-based iMac, MacBook 

Pro, and Mac Mini computers. 

www.digidesign.com  

McDSP Announces Plans For Intel-

Based Macintosh Support 

Upgrades to Intel-based compatible 

versions will be free to all registered 
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users of McDSP software. 

vvww.mcdso.com  

URS Announces the Classic 

Console Strip Plug- In 

URS has combined their Classic 

Compressor and Classic Console 

Equalizer into a highly efficient chan-

nel strip plug-in featuring a com-

pact screen design. 

www.ursolugins.com  

Audio Ease Releases Altiverb for 

Windows XP 

Audio Ease has released their Altiverb 

reverb plug-in for Windows-RTAS 

and Windows VST.The new version 

is available as a free download for all 

Altiverb 5 owners. 

wvwv.audioease.com  

Buzz Audio Introduces the Elixir 

True Class A Preamplifier 

The API 500VPR Series format-com-

patible Elixir features a trans-

formerless mic input using Buzz 

Audio's True Class A Amplifier tech-

nology, coupled with a Swedish 

Lundahl output transformer. 

www.buzzaudio.com 

Universal Audio Releases Neve 

Plug- Ins 

Version 4.3 software for the UAD-1 

DSP Card & Powered Rug-Ins system 

includes a 14-day fully functional 

demo of the Neve 1073 and 1073SE. 

UA will also release plug-in versions 

of the Neve 33609 bus compressor 

and 1081 EQ. 

wwvv.uaudio.com 

M-Audio Announces Wireless 

Controller Line 

The MidAir line of wireless USB 

MIDI controllers and, interfaces, 

including the MidAir 25 and MidAir 

37 controllers, feature wireless 

technology from Frontier Design 

Group. MidAir products are 

designed to meet the needs of 

performers who desire more free-

dom of movement, as well as stu-

dio musicians wanting to eliminate 

long cable runs and clutter. 

www.m-audio.com  

Disc Makers Introduces Smudge-

Proof Inkjet-Printable CD-R Media 

Disc Makers Ultra 1-lydroShield'm 

inkjet printable CD-Rs deliver instant-

dry, water-resistant, affordable on-

disc printing. 

www.discmakers.com  

MPCSounds Releases " Vinyl 

Scratchez" Sample Library for 

Akai MPC Samplers 

This library turns the Akai MPC 

drum machine into a classic hip-hop 

turntable featuring up to 1,536 

vinyl kick and cymbal scratches 

performed by professional DJs. 

www.mocsounds.com  

Free Upgrade for Ableton Live 

Lite M-Audio and Digidesign Users 

Live Lite 5 Enhanced Edition offers 

Plug-in Delay Compensation, MIDI 

remote control, ReWire support, 

high-def recording and rendering 

(up to 32-bit), Mackie Control 

support, track freeze, and the 

"Complex" warp mode for on-the-

fly time stretching. 

www.ableton.com  

Virtuasonic Releases Synesthesia 

Impulse Response Library 

Synesthesia, an unusual collection 

of more than 1,000 impulse 

response files, transforms nearly 

any standard convolution reverb 

program into a general-purpose 

spectral processor. 

www.virtuasonic.com  

Wusik Releases Wusikstation 

V2.2.6 Full and Demo Versions 

Update includes a number of 

bug fixes and enhancements, 

including the ability to insert 

more instances. 

www.wusik.com  
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include numerous enhancements 

and optimizations. 

www.motu.com 

Wave Arts Introduces Power Suite 

5 Mastering, Mixing, and Sound 

Design Plug-Ins 

This cross-platform suite (with 

Macintel compatibility) includes a 

flexible 10- band EQ, Reverb, 

Loudness Maximizer, Multi-Band 

Compressor with Six Bands, and 

3D Panoramic Signal Processor. 

www.wavearts.com  

Free Mackie C4 Commander MIDI 

Controller Software Now Online 

Mackie C4 Commander software 

brings the world of the Mackie Control 

C4 rotary control surface to your Mac 

or PC, allowing control of vintage MIDI 

hardware from the convenience of 

your mix position. C4 Commander 

comes preloaded with over 180 MIDI 

hardware devices; custom layouts are 

easily constructed. 

www.mackie.com  

McDSP Announces Plans For Intel-

Based Macintosh Support 

Upgrades to Intel-based compati-

ble versions will be free to all reg-

istered users of McDSP software. 

www.mcdso.com  

MOTU Ships Ethno Instrument 

1.0, Symphonic Instrument 1.1.2 

Universal Binary Versions 

These Universal Binary updates 

Manic Media Productions 

Launches STONA Audio Analysis 

Software 

The STONA software tool is aimed 

for the professional audio engi-

neering world for use in mastering, 

and as a tool for setting up room 

acoustics. 

www.manic.co.uk 

GIK Acoustics IntroducesTri-Trap 

Acoustic Panels 

The Tri-Trap has been designed to 

absorb more low end, but also does 

an excellent job of absorbing the 

high end as well. 

www.gikacoustics.com  

Audiofile Engineering Introduces 

Spectre 1.0.0 Audio Analyzer 

The Spectre audio analysis tool not 

only analyzes inputs from your audio 

hardware, but can also receive input 

from network sources by using 

Apple's AUNetSend/AUNetReceive 

Audio Unit pair. 

www.audiofile-engineering com 

MusicLab Ships MIDloverLAN 

CP 3.0 

MIDloverLAN CP 3 is completely 

free of IP addressing, doesn't use 

TCP/IP networking protocol, and 

offers extremely low latency. 

www musiclab.corn 

Blue Cat's Music Software Releases 

Three Triple EQ Plug-Ins 

Blue Cat's Music Software a Thou! 

a set of three VST and DirectX plug-

ins: Triple Ea, Stereo Triple EQ and 

Widening Triple EQ, available as a 

bundle or separately. 

Mtplisoftware bluecatonline.org 

'ionic Studio Releases New Driver 

rvith EQ for Series 300 Hardware 

Hum wg in the + DSP environment 

of the Series 300 hardware, the 

new Sonic EQ carefully recreates 

the minimal phase equalizer that 

first appeared in the original Sonic 

System. 

www.sonicstudio.com 

Access Music Announces Virus 

TI Operating System 1.1 Public 

Beta 

The new software suite updates 

the Virus firmware, plug-ins, and 

drivers, and contains several tutori-

als on how to use the Virus TI in 

conjunction with Ableton Live, Apple 

Logic and Steinberg Cubase. 

www.access-music.de  

otiumFX Releases Sonitex STX-

1260 VST Plug-In Effect 

Sonitex includes stages to emulate 

the mixing stage, overall distortion, 

vinyl pressing and playback, vinyl 

noise, frequency fidelity, and finally 

the resolution and characteristics 

in the digital sampling. 

www.otiumfx.com  

digitalmusician.net Releases 

Version 1.5 of Its Online Music 

Collaboration Platform 

Version 1.5 enhances the user expe-

rience by featuring a project area 

with file upload and chat, as well as 

the option to allow Cubase and 

Nuendo users to take advantage of 

automatic latency compensation for 

live input recording. 

www.digitalmusician.net  

Music Unfolding Releases M3 

Audio Unit Plugin Distortion Effect 

M3 is an Audio Unit plugin distortion 

effect with two wave shapers, two 

parametric EQs, a delay and an 

envelope/MIDI controlled formant 

wah section. 

www.musicunfolding.com  

Toolbox material is provided courtesy 

of Harmony Central, Inc., and is 

used with the express written per-

mission of the publisher. 
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Ever listen to a tune, scratch your head, and think to yourself " How 

the hell did they do that?" Yeah, we have too. But hey, we're EQ — 

so we go out and find the answers. 

We collected a " who's who" of music production specialists, then 

paired them with a " who's who" of recording journalists. Result: The 

tips, tricks, tools, and tactics they use in their trade — which is, of 

course, PRODUCING GREAT MUSIC. We dig hard and we dig 

deep, so just sit back, relax, and learn from the hit- makers themselves. 

HOW THE HEL 

BOB CLEARMOUNTAIN 

The Mixmaster That's Not an 

Appliance 

community. How does he do it? Read 

on, as he shares his top-shelf tech-

niques for successful mixing. 

For 30 years, Bob Clearmountain has 

been a cornerstone of the recording 

industry. It's undeniable: The man is 

the scary kind of prolific, with credits 

from the Stones to Springsteen. He's a 

mixing engineer's mixing engineer, 

whose approach to the console has 

elicited praise from at areas of the 

Ea: When you begin a mix, how do 

you approach it? Do you build from the 

vocal or start with the rhythm? 

Bob Clearmountaln: I start 

by putting all the faders up, a sort of 

very quick rough mix. Usually I'm unfa-

miliar with the recording so, while 

watching the channel meters, I'll solo 

each instrument briefly to find out its 

contribution to the overall picture. I'll 

play it through once with the vocals up 

to have an idea of where the lyrics are 

going, and get a picture of what the 

mood should be. I'll play the tune 

down several times, sometimes 

rewinding over certain sections where 

instruments or vocals are entering, 

until I have a good idea of what each 

instrument or vocal sounds like so I 
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can quickly identify them later in the 

mix. While I'm doing this, I'm also try-

ing to put the elements in a perspec-

tive that makes sense with respect to 

panning and levels. I'll then begin to 

EQ instruments that don't seem to be 

sitting properly after adjusting levels 

and panning. 

ECL: What happens next? 

BC: It varies; I might work on the 

drums and bass a bit to get a good 

basic rhythm thing happening, or I 

might find an appropriate lead vocal 

effect (or lack of it), or perhaps 

experiment with how the various 

instruments play off each other in 

the stereo picture. I might patch in 

an outboard compressor or FO on an 

insert if an instrument or vocal 

needs it, and maybe try some delays 

or reverbs to see what might add to 

the vibe. 

ECL: When do you engage the mix 

automation? 

BC: Once everything is sitting pretty 

good, I'll play it down working on a 

dynamic manual mix — sort of a 

rehearsal before firing up the mix 

automation. I'll then turn on the com-

puter and usually do a pass riding the 

lead vocal, maybe pushing drum fills, or 

riding various instruments that need to 

be featured for various parts of the tune. 
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HOW THE HELL THEY DID IT I 
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EC1: Do you ever do a 5.1 surround mix 

after you do the stereo mix? 

BC: I always do a 5.1 surround mix 

simultaneously along with every stereo 

mix. Once the stereo mix is sounding 

decent, I'll start assigning surround chan-

nels (on the multi-track routing matrix and 

aux. 4 for the LFE) while still listening to 

the stereo mix. Then I'll switch the 

monitors over to listen to the 5.1, possibly 

changing some channel assignments if 

they don't sound right, and trimming the 

post-fader sends to the surround buses 

with the small fader. 

After all that, it's just refining both the 

stereo and 5.1 mixes (which are essentially 

the same) and incorporating the producer 

and/or artist's comments. Both the stereo 

and surround mixes get printed to eight 

channels on a second Pro Tools HD rig via 

an Apogee Rosetta 200 at 88.2kHz. 

EQ: So you never just fold down your 

surround mix for the stereo? 

BC: Absolutely not. I don't even know 

why that function exists on some desks. It 

can't work, as the panning is often quite 

different, and usually there are more 

effects like reverb and ambience in the 

rear channels — the stereo would end up 

with too much of that stuff. 

EC!: I'm assuming that you're working 

with Pro Tools. How much do you use the 

DAW? Is it used as a tape machine, or are 

you doing some processing in the box? 

BC: I mainly use it as a tape machine. 

It sounds quite good, as the rig is run-

ning with all Apogee AD and DA-16X 

converter interfaces. Occasionally, I'll 

KARL RICHARDSON "Stayin' Alive" Through Impossible Drum Sessions 

use an automated EQ plug-in if I'm run-

ning out of channels on the " mixing 

table" to double-patch, and an instru-

ment needs an EQ change along the 

way. If vocals need tuning, I'll use the 

automated " Pitch" plug-in that comes 

with Pro Tools to tune by ear, as I don't 

trust, or like, the sound of any of the 

automatic tuning plug-ins. Plus it's a 

whole lot faster than the " graphic 

mode" some of them offer, and I can 

easily go back and adjust any bit I may 

have missed later by trimming the 

aUtomation. I also occasionally have to 

resort to submixing elements, like 

maybe backing vocals or strings, when 

producers come down with the 

wretched-excess disease that makes it 

impossible to bring all the separate 

tracks up on my 72-input mixing table. 

EQ: I see you have an SSL 4000G+ in 

your studio. How often do you use the 

onboard gates and compressors in your 

mixes? 

BC: A fair amount. I do a tricky patch 

that turns the equalizer and the compres-

sor, in fast limit mode, on one channel 

The sessions for what would 

become the soundtrack to the 

film " Saturday Night Fever" 

seemed to have clouds over 

them from the beginning. 

Co-producers Karl Richardson 

and Alby Galuten had to 

rework the grounding system 

at Le Château Studios, in the 

north of France, before they 

could even get started.The 

console buzzed and hissed, 

and dropouts in the fader 

paths had to be marked so 

you could push through them 

quickly and hope no one 

noticed.Then the schedule for 

the film's release meant the 

album had to be finished 

sooner than expected. In the 

midst of this, drummer 

Dennis Bryon's father passed 

away, necessitating his son's 

absence for the funeral. In 

this pre-drum machine milieu, 

how did they get a killer 

drum track without a 

drummer? 

The two producers 

played around with the 

rhythm generator on a 

Hammond organ, but it just 

wasn't the same as the " real 

thing." Then they got one of 

those ideas that goes down 

in history. Richardson 

remembers, " We thought, 

why not take the drum 

sounds from the ' Night 

Fever,' which we had already 

recorded with Dennis, and 

use them?" 

Richardson and Galuten 

spent hours looking for the 

perfect two bars of drum 

tracks for " Night Fever," then 

copied them onto a piece of 

half- inch tape on an MCI four-

track deck — kick, snare and 

left- right overhead tracks. 

Then it got really interesting. 

As Richardson recalls, " The 

tape was about 22 feet long — 

we were running at 30 ips — 

and I took a bunch of empty 

tape box hubs and gaffer-

taped them to the top of 

microphone stands.This set 

up a tape path equal to the 

length of the tape around the 

room between the four-track 

deck and the [MCI] 24-track 

deck, using the tape guides from 

a 2-track deck as tension arms. 

"This was kluge city," 

Richardson continues. "Total 

Rube Goldberg. The drum 

tracks that were getting to 

the 24-track machine were 

third generation by now, and 

the tape heads were pretty 

badly worn to start with, 

[because] the studio had had 

no maintenance. So I was 

tweaking the tracks, which 

already had Dolby A encod-

ing, with even more high-

end EQ from the old API 550-

type console to get some 

brightness out of them. But 

we got about seven minutes' 

worth of pretty good-sound-

ing drum tracks that were 

the right tempo and groove 

for the song." 

Barry Gibb did the pilot 

vocal while his brother, the 

late Maurice Gibb, played 

bass directly into the console. 

Upon his return, Dennis 

Bryon overdubbed tom fills, 

cymbal crashes and high-hat 

parts It may have indeed 

been kluge city, but it was 

good enough to earn a 

Grammy nomination the fol-

lowing year, for the track 

would become the ulti-

mate anthem of the Disco 

era. —Dan Daley 
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Input channels can magnify the signal by more 

than 1000:1. There's no " Undo" after this point. 

Coloration or distortion become part of the signal. 

Lost information can never be recovered. 

Data compression algorithms can't distinguish 

signal from noise, so preserving absolute signal 

integrity through the recording and production 

process is critical to communicating your 

intention and individuality. 

Millennia's unique designs avoid circuit- induced 

artifacts, giving you total control. 

Amplify the original sonic information with an 

absolute minimum of alteration, or apply tonal 

shading so natural and transluscent that it seems 

to become an integral element of the source itself. 

Make every take count. 



It's impossible to know just 
where a particular instru-
ment is going to sit in the 
mix before I've finished 
recording a song, so I like to 
keep my options open. 

into an automated de-esser for the lead 

vocal on an adjacent channel. The gates 

are handy in "expand" mode for getting rid 

of unwanted noise, or reducing hi-hat 

bleed in the snare mic. 

EU: How much compression do you use 

during your mix? 

BC: Also a fair amount, but it really 

depends on the recording. 

Ea: Do you rely heavily on room tones? 

BC: Sometimes. It sure helps to have a 

nice stereo pair of drum room mics for 

the rear surround channels, even if 

they're not used in the stereo mix. 

EU: Do you ever use a 2-bus compres-

sor for your mix? 

BC: Always, as well as a six-channel com-

pressor that's slaved off the stereo compres-

sor for the surround. It's actually a little mod 

we did on my SSL using its " patchable VCAs." 

EU: If you're producing the track, do you 

record with effects? 

BC: Rarely. I prefer to leave the effects for 

the mix — especially delays and reverbs. 

It's impossible to know just where a partic-

ular instrument is going to sit in the mix 

MARK OWEN I he Young Dog Telling the Old Tricks 

before I've finished recording a song, so I 

like to keep my options open. Often I'll 

want to add a cascading delay to a guitar in 

the surround mix that bounces around the 

room, which is tough to do if there's already 

a delay recorded along with the guitar on 

the same track. It's also a lot harder to 

punch in when you have to worry about 

matching an existing delay. —Jett Anderson 

MATT BAYLES 

Teaching the Behemoth 

Heavy metal has found new saviors in 

Mastodon, and heavy engineering has 

found a new face with Matt Bayles. While 

he's had his hands in projects with Pearl 

Jam and Soundgarden, for years he's culti-

vated his underground status with records 

by Botch, Isis, and Norma Jean. But with 

Mastodon's soaring popularity, Bayles' 

crystal-clear recording and crushing pro-

duction is finally garnering the recognition 

it deserves. So how did he create an instant 

classic with Leviathan, which started the 

shift of both he, and Mastodon, to the 

forefront of heavy music? 

Ea: Before Leviathan you recorded their 

Having worked on projects 

from The Pink Spiders to Ric 

Ocasek, Mark Owen has 

become one of New York's 

quickest- rising, in- demand 

engineers, helping forge the 

sought-after " New York 

sound." So how did he get 

to be so hot, so fast? While 

finishing up a mix for the 

band Acquiesce, Mark 

shared some of the coolest 

tricks he used on this highly 

anticipated release. 

According to Owen, the 

majority of the recording 

was done at Electric Lady's 

studios A and B. It's interest-

ing to hear how they cut the 

record: 2- inch on a Studer A 

800 at 15 ips, with Scotch 

250 tape calibrated to CCIR 

+4 ( the European standard 

for calibration). But why the 

European standards? " CCIR 

doesn't emphasize the bot-

tom end like AES does. By 

using the 2- inch machines, I 

was able to hit the tape 

hard — not just let the 

meter hit zero, I mean I was 

able to whack the f es- out 
of everything. 

"I'm a firm believer in 

cutting the band as a 

whole," Owen adds when 

asked about tracking the 

rhythm section, which was 

done together in one room. 

"The players have to be able 

to communicate and feed off 

of each other. Electric Lady 

has these gobos that weigh 

tons, which sound just 

won't get through. If you 

take the time to set them up 

properly, you can get away 

with overdubbing any of the 

tracks after the fact." 

Most of the tracks were 

run through eight Neve 

1081s, six API 512 preamps 

or six API 560 graphics, then 

all through two customized 

Dangerous Music eight-

channel mixers. " For a 

majority of my sessions, I 

have my assistant set up 

two mixes at all times — 

one recall file for the SSL, 

and then a DAW session file 

set up through the 

Dangerous 2- bus and master 

section. I'm a huge fan of 

that gear; it gives me such 

consistency no matter 

where I'm working." 

But how the hell did he 

cut it? 

Drums were cut using a 

rather standard model: A 

Sennhesier 421 and a 

Neumann U47 for the kick, a 

Neumann KM86 ( top) and an 

AKG 414 ( bottom) for the 

snare, Sony C- 37s for the 

toms, AKG C-28s on the 

overheads, and a stereo pair 

of U47s for the room. "I 

almost never mic the hi- hat — 

it's usually the track that is 

never being used in my 

mixes," Owen says. " I 

process all of my drum 

tones to tape, using some 

various Ms and a dbx 160 

compressor with a couple 

dBs of reduction on the 

kick drum, so that when the 

guy pushes on the chorus I 

can control him. Using the 

tape machine, I beat the 

crap out of everything but 

111111111111t 
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HOW THE HELL THEY DID IT I 

previous record, Remission. What did you 

take away from those sessions that 

helped you prepare for Leviathan? 

Matt Bayles: Remission was made 

under unique circumstances, because we 

went to Atlanta, and the day we arrived the 

tape machine broke and we got delayed — 

it became a bit of a cltisterf8@$. We were 

working on an Ampex MM1200, which is a 

slow, punching tape machine. I pride 

myself on being able to work with anything 

I'm given, but in this case it wasn't possi-

ble. We had to scramble for an overdub 

studio that was in our budget, and then we 

had to mix at a third studio when this was 

all supposed to be done at the original stu-

dio. The bass gear we had wasn't very 

good so what I took away more from that 

than anything, from a recording standpoint, 

was we needed to improve the bass 

sounds. Coming into Leviathan, I wanted 

us to finally capture kick ass bass tones, so 

I got a chance to remedy that. 

Ea: Mastodon is the most " metal" band 

you've ever recorded, but you have a very 

polished sound as well How do you bal-

ance the two? 

MB: I can't relate to what anyone else 

would do, but I just try to get people to play 

their parts right, and make sure I get the 

best sounds with the gear they bring to the 

table. In the case of Mastodon, it's 

MarshaIls, not Mesas, for example. It's their 

identity as a band, and my job is to make 

sure they play it right, and make it sound 

good without having to alter it too much. 

Ea: To what extent was Leviathan done 

with Pro Tools? 

MB: Only the vocal overdubs — basically 

everything was done to tape. Eventually 

we just ran out of tracks, so we synchro-

nized Pro Tools to tape. The drums, bass, 

and guitar were all done on, and stayed 

on, tape. I never dumped them and mixed 

them out of Pro Tools. 

Ea: Was that your decision? 

MB: Pro Tools is, in a lot of ways, a bud-

getary concern, as tape has gotten so 

expensive. At the time I thought, " Brann's 

such a phenomenal drummer, I don't have 

to lean on [editing with) Pro Tools." They're 

all great musicians, so I didn't really have 

a concern about making a performance 

If you lean on compressors 
with distorted guitars, you'sir-, 
el""e 4. fee  " r lett g it right« 

the kick to get a nice, natural 

compression." 

The bass was tracked 

using an Ampeg V4 instead 

of going the DI route. " It has 

a great way of breaking up, 

adds more mid- range, and is 

a lot quicker than an SVT," 

Owen states. " I just miked it 

with a U47 and compressed 

with the dbx 165, one of the 

best compressors ever 

made. It's a versatile sound, 

and it just makes the whole 

track work 

"Guitar sounds should 

be pretty straightforward, in 

this case," Owen tells us. 

"We used my old Vox AC30, 

which was made pre- 1964, 

and is better than the 

import/export stuff. I put up 

a 50-watt Marshall that we 

ran with a Variac [a device 

that varies the AC power 

supply voltage —Ed.] to run 

the tubes at a lower voltage. 

The Variac makes the tubes 

break up more and give a 

unique sound — pretty 

much nicking the Van Halen 

sound. I compressed it with 

an 1176, and just equalized 

with a Pultec MEG." 

On to the subject of 

vocals, which Owen consid-

ers the paramount feature of 

the recording, he shares this 

strategy: " I always set up 

four or five mics and record 

a chorus through each. It's 

usually pretty easy to hear 

which one is best when you 

can A/I3 them with the 

press of a button. We were 

using Telefunken V72s for 

each vocal mic — which 

give the sound a certain 

edge and rasp — but ended 

up using an original C12 

and compressing with a dbx 

165 or a Fairchild 660, 

depending on the song," 

Owen concludes. 

"I also added in a lot of 

ARP and Moog sounds, 

mainly to make a more 

noticeable difference 

between parts. It's really all 

about 'the part,' so I spent a 

lot of time at SIR Studios in 

pre- production working out 

different parts, and even 

changing tones between the 

parts, and capturing each 

rehearsal on DATs, which I 

later went back and listened 

to in order to strategize 

about how to approach the 

upcoming sessions. Now 

that we're in the mixing 

phase, I find that I'm replac-

ing some of the pre- planned 

guitar parts, even lead gui-

tar parts, with the ARP 

sounds, and I'm hitting an 

old Allan Smart compressor 

pretty hard on the stereo 

bus as I mix down. We've 

been doing so much. For 

example, we've also been 

using the Simmons V Drum 

triggers to generate noise to 

add to the drum tones. It 

gives an ' airy' feel. You know 

when you mic the bottom 

on a tom? It kind of gives the 

same sound — it's like an 

extra tone that I can add in 

for beef. Also, for the drum 

sub mix, I used the Daking 

92579 to provide a smashed 

stereo track of drums. I find 

it has a way of thickening 

the kit's overall sound. 

"And on top of that," 

Owen says with a grin, 

"I've got my hands on an 

old MCI JH 110 that I've 

been using to make natural 

tape delays." 

It's the real-deal-Holyfield, 

all of it, and you cannot beat 

that. —Jeff Anderson 
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out of a band that doesn't have the skill, 

and they wanted to use tape as well. 

Ea: Brann is a very complex drummer. 

Do you find it difficult to capture his 

approach clearly without over-producing? 

MB: In comparison to other drummers: 

No. He plays a lot of notes, but he's got 

good dynamic control. Dealing with tape, 

you have to rely on the automation and 

the quality of the automation when you're 

mixing to be able to mute out the unwanted 

noise from the toms and the hi-hats from 

the snare. A lot of times, drummers hit 

the crap out of their cymbals, but their 

toms don't sing well. There's always that 

challenge when someone plays a lot of 

notes; it's just my job to figure it out. 

ECI.: What was your approach toward 

compression for this record? 

MB: When you have distorted guitars, 

they're naturally compressed. The tube cir-

cuitry in the amplifier compresses them to 

start with, so if you lean on compressors 

with distorted guitars, you're not recording 

it right — you're just not thinking. I didn't 

really compress the drums much at all. I 

touched it a bit for the room mics, but I 

think it was easier to make the mics suit 

the song on an individual basis. Mastodon 

has up-tempo stuff and down-tempo stuff, 

and if I committed to one sound then I'd 

lose the use of the room mics. The bass 

was compressed as well as vocals, and 

while I'm mixing, the actual mix will get 

compressed; the kick and snare, the over-

heads got touched a little. That's it. 

Ea: Where/how did you record the 

guitars? 

MB: At Litho, with an API console and 

NEVE BCM-10 Sidecar. Brent wanted to 

record two different amps with two differ-

ent cabinets. For that record it was 57s 

and 421s. I tend to lean on 421s. The 57s 

tended to be a little buzzy, which doesn't 

work for them. 

EO.: What about the vocals? Did you 

encourage more singing? 

MB: I wasn't going to shy away from It 

Brent would go down that road and have 

second thoughts — I told him to trust his 

initial instinct. Sometimes he would react 

against the " pretty part" intensely, and I 

would encourage him not to overcompen-

sate, but focus on making sure the vocals 

fit the part. 

ECL: And the studios at which Leviathan 

was recorded? 

MB: We did the drums at Robert Lang, 

where the last Nirvana sessions were. It's 

got a pretty intense, quirky vibe. We went 

to Litho for the rest. 

ECL: How much of a " producer" did you 

play during recording? 

MB: Even though this is my second 

record with them, there was still some 

wariness of how much input I should 

have, I could sense that. We made some 

arrangement changes in mixing that I sug-

gested, but primarily up to that point it 

was just making sure they played every-

thing well. I know when to push, and 

when not to. — Shane Mehling 

THOM RUSSO 

Track Of All Trades 

Looking over Thom Russo's discography, 

the first word that comes to mind is 

"diversity." Splitting his time between 

engineering, mixing, and mastering, 

Russo is truly a recording artisan. Having 

worked on hundreds of award-winning 

projects ( including Michael Jackson, 

Destiny's Child, Sum 41, and Johnny 

Cash), Russo, who is putting the finishing 

touches on the new Mana album, chatted 

with E0 at the Hit Factory in Miami. How 

does he maintain his sanity when working 

on such diverse projects? We started by 

asking about the juicy details on the 

album that he's immersed himself in for 

the last four months — from the first kick 

all the way to the mastering sessions. 

ECL: Tell me about the drum tracking. Did 

you use all acoustic drums? 

Thom Russo: Definitely. I'm a 

pretty straight-ahead guy. Everything was 

close miked. I'm one that likes to go for 

the particular one-mic, mono thing, along 

with all of the direct mics. 

ECL: You're talking about a room mic to 

compress, for mixing? 

TR: Exactly. Sometimes I also do just a 

compression channel. You take a send off 

the desk and go to, like, a Fairchild 660, 

which I did on this record. Send a little bit of 

the kick and the snare, a little bit of every-

thing, depending on the tune. Returning 

that channel, and adding in the hyper com-

pression to the mix, gives it a really cool, and 

really aggressive, sound. This project was 

cool because we cut the drums to a Studer 

16-track 2' recorder with Pro Tools at —18dB 

and the tape at +6dB. The levels in Pro 

Tools were pretty healthy from the 2' tape. 

ECL: How did you make that submix? 

TR: You can take it off of an aux send or 

a console bus. 

Ea: Did you do it while they were cut-

ting or after? 

TR: Most of the time it's something you 

do after the fact, but I've been doing it 

while cutting lately. You just have to be 

careful with phase relationships. That's 

always the case, especially with drums. 

o'm one trdiat isimes tu 9oup itpr 
the particular one-mic, mono 
thing, along with all of the 
direct mics.. 
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I'm a big fan of behind the 
kit miking. There are a lot es' 
nice, rich 200Hz things than. 
happen. 

Besides the regular big stereo room 

mics, I had a couple mono mics set up. 

One was an Altec " saltshaker" that was 

right in front of the kick in the bottom 

position, and a Neumann 67 behind the 

kit. I'm a big fan of behind the kit miking. 

There are a lot of nice, rich 200Hz things 

that happen. 

ECL: What were you using on the snare? 

TR: We used three mics. This is getting 

pretty popular: Use a 57 and a KM84 

taped together, and then a 57 on the bottom. 

After I tried it, I got it. It's a good combination. 

EO.: For bass, were you using an amp or 

a direct box? 

TR: I always do both, to explore all vari-

ables. We had around 16 different basses, 

and we always tried at least four per song. 

For the most part, I was able to get away 

with the 8x10 Ampeg set up and just 

changing my DO settings. We used a 

Neumann FET 47 and the Blue Kick Ball, 

which was killer for the cabinets. 

ECL: And the guitars? 

TR: We split the signal off to five differ-

ent amps that were heavily goboed. 

Ea: So when it's all said and done, how 

many guitar tracks do you use on the aver-

age song? 

TR: It sounds excessive, but I think we 

had 55 guitars! Inside the live room, the 

casings were stacked up; it went all 

around the wall. Ridiculous! I always print 

a DI from a guitar, so that I can re-amp it if 

Face it, if you don't have 
perspective, you don't h. 
anything. 

HARVEY GOLDBERG Wailing Kazoos 

I need to. That can really be a lifesaver dur-

ing the last stage of the mixing process. 

EO.: How do you get ready for the mix? 

Do you do automation in the box? 

TR: I'm sort of mixing from day one. I 

would say that 50% of the projects I'm 

doing are things that I'm doing all " in the 

box," due to budget constraints. When I'm 

mixing on an SSL, in this case, I will start the 

mix from scratch. But I'm always making 

rough mixes. You need them for reference, in 

case you're wondering, " How did the drums 

sound when I first started tracking?" 

ECL: As you're tracking and mixing, how 

do you keep fresh ears on this project? 

TR: I don't know if you necessarily keep 

fresh ears. I think that you keep perspec-

tive, which is one of the most important 

things in recording. Because, face it, if 

you don't have perspective, you don't have 

anything. — Jeff Anderson 

JERRY HARRISON/ ERIC " ET" 

THORNGREN 

Surrounding Heads 

The market for 5.1 surround sound 

remixes of classic albums is expanding. 

However, a lifetime of listening to music 

through two speakers ( in stereo or 

mono) can make this conversion process 

more difficult than it initially seems. 

One such project that worked well — as 

The saxophone was still a 

mainstay instrument on pop 

records in the 1970s. As a 

staff engineer at Media 

Sound in New York at the 

time, Harvey Goldberg 

recorded plenty of them. But 

late one night in 1974, he was 

working on a low-budget 

record for the De-Lite label 

(for which Goldberg also 

mixed Kool & The Gang 

records) with an artist named 

Jimmy Angel. The track 

begged for a baritone sax.The 

trouble was, there was no 

money in the budget for a sax 

player, and they weren't 

going to get De-Lite to open 

the purse strings wider at 

that time of night. 

"These were the days 

before samplers, even before 

synthesizers," Goldberg 

reminds us. " The only way to 

get a sax sound was with a 

saxophone and a sax player." 

So how could he possibly 

get a great sax solo without 

a sax? 

Believe it: Goldberg asked 

another staff engineer, 

Michael Barbiero — who 

would also go on to create hit 

mixes for Guns ' n' Roses and 

Blues Traveler — to grab a toy 

kazoo and step out into the 

studio. Goldberg set up a 

Neumann U87 FET micro-

phone and brought it up on 

the Spectrasonic console. He 

bussed it to a track on the 

Ampex 16-track deck, and 

then set the deck's variable 

speed control to its highest 

speed. Barbiero approximated 

a sax solo — difficult enough 

on a kazoo, and even harder 

when the pitch and speed 

were up so high. 

When they had something 

they thought would work, 

Goldberg returned the multi-

track to its normal 15-ips 

setting and played it back. 

"The kazoo was now a lot 

lower-sounding against the 

track at normal speed," he 

recalls. " The really hard part 

was getting the phrasing 

right at that tempo. A kazoo 

warbles a little, and when 

you slow it down like that it 

warbles a whole lot. I put an 

Eventide flanger on the 

track and added some 

reverb. I had to really dress it 

up, but it worked. Now, 

instead of sounding like a 

messed-up kazoo, it sounded 

like a messed-up baritone 

sax." —Dan Daley 
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the prizes from the 2006 Surround 

Music Awards can attest — is Jerry 

Harrison and Eric " ET" Thorngren's 

Talking Heads Brick, an eight-disk, dual-

sided 5.1 remix of all of the pop icon's 

studio discography. We met up with 

Harrison and Thorngren at their Sausalito 

Sound studio in Sausalito, CA, to dis-

cuss how the hell they were able to 

remix material never intended for sur-

round into true 5.1. 

ECL: I would imagine those classic 

Talking Heads' albums weren't exactly 

"5.1-friendly". . . . 

Jerry Harrison: We went back to 

the original master tapes. A lot of them 

had to be baked in ovens. The glue that 

holds the metal oxide on the tape gets 

brittle, so if you took one of these reels to 

a tape player the metal would shred off. 

We put the tapes in special ovens at 

around 120 degrees Fahrenheit for ten 

hours or so, to warm up the glue and 

make it stick again, but not enough to 

cause damage. 

We then transferred everything to 

Pro Tools at 192kHz/24-bit. A lot of our 

favorite plug-ins for Pro Tools HD, like 

all the Waves stuff, are not available at 

192. So we did a test of the difference 

between doing it at 96kHz versus 

192kHz, and it was very little. You could 

make it out most in the stereo mix on 

something like a solo piano or certain 

vocals where you could really hear the 

higher harmonics, the air. But rock mix-

ing is not usually about air. It's about 

solidity. With air, we're not talking 

about silence, but rather about the air 

»lulu:4a ful %Feu . iie imsii. . ese 

»nalog compressors, we go 
»ut of the board and then 
.r.ome back in to use them. 

Get TranzPorted! 

Share stories, get stuff. 

wwvv.wires-suck.com 

ri=?Firgizi 1=1 C1 11-T iv 
Wireless DAW Controller 

I ( 
-,-piprrIzt="Defr 

Cf. 2-way RF for wireless, through-the-wall communication with your DAW 

e• Remote control of transport, mutes, solos, punches, markers, loops and more 

Easy setup, fast access to your most often-used functions 

(4. Onboard metering timp display, track info, footswitch jack 

Mac OS X • Windows XP • Windows 2K • Pro Tools • Digital Performer • SONAR • Cubase • Nuendo 

Logic • SAWStudio • iTunes • ACID • FL Studio • Reason • Tracktion • HD24 • Metro • MANY MORE! 

• 

eat,/ 

444 

• 

ridy,„iftelk 

!ea 
FRONTIER 
011081"1111114111%j ERSOIUGNP 

www.frontierdesign.com 
www.wires-suck.com 

wwwegrnag.com AUGUST 2006 EG 



HOW THE HELL THEY DID IT I 

That was a weirdo product 
with a piece of plastic that 
was like a loop that you 
would move, and LEDs would 
show you your position on 

volume, or fader_ 

around the sound of something like a 

cymbal or a cello. But anyway, it just 

wasn't apparent enough that it made 

sense to use 192. 

Our system over here has 72 outputs 

and 48 inputs. Because we have all of 

these analog compressors, we go out of 

the board and then come back in to use 

them. We also have an old BM system, so 

we go analog to the old system (there's a 

Lexicon reverb that we really like), and 

then come back in digital — we're not 

working only with plug-ins. We find it luxu-

rious to do that. 

Eric Thorngren: We used a 

tape simulator from a GSP. When 

we're doing stereo, we'll bring in a 

two-track ATR. We'll set it up where 

we're going straight out into Pro Tools 

using an analog tape simulator plug-in, 

which is eminently adjustable. And 

then we'll go out through the 1/2" and 

come out of that off the repro head, 

then into two tracks on Pro Tools. 

When we've A/B'ed them, the emula-

tor that we've used going into our 

mixdown system seems to be better 

than our analog. 

JH: One thing about high-quality analog 

is that even with changing digital formats, 

you can always go back to that analog. 

Ea: But of course, it all ends up being in 

digital format, anyway. 

JH: That's another very real issue. 

Instead of mixing it down to either two 

channels or five channels on the comput-

er, we go out through 48 channels of ana-

log summing on our Dangerous two-bus 

LT equipment. 

Ea: What challenges did you encounter 

during the conversion? 

JH: One of the things we didn't have, 

when we put it all up on the big console, 

was the ability to have all the mutes avail-

able. The original console automations on 

most of these records didn't exist any-

more. I mean, I haven't heard of any studios 

that have the Allison Research equipment. 

That was a weirdo product with a piece of 
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I was working with a 
on making 5.1 mixes... TI. 
members all wanted to 
their own speaker — "I 

/OP 

plastic that was like a loop that you would 

move, and LEDs would show you your 

position on the volume or fader. The idea 

was that it was a VCA automation that 

didn't have a moving fader, so that it could 

show you the actual space of it. But the 

problem was that if you didn't wet your 

finger, sometimes it wouldn't move. It 

was bizarre. 

Anyway, a lot of this was sort of foren-

sic mixing — you'd have to put it up and 

listen very carefully, particularly on 

Remain in Light, where we played contin-

uously on every track. We made that 

album by creating complex muting. 

ET: The whole track was six minutes, 

and they'd turn it on for one point — 

that was the style when automation 

came in. People said, " Hey, I don't have 

to stop playing. I'll just play right 

through the whole track, and you just 

turn me on when you need me." So 

everyone would play all the time, and 

you'd have to come up with a mute 

structure for the mix. 

So when we came back, we were lis-

tening to two tracks, and on there are 24 

tracks of these parts, we had to figure out 

who comes on where. A lot of them are 

really close, and the tracks would be 

labeled " pop it 1," " 2," and " 3." 

JH: For a lot of these things too, we 

couldn't find the track sheets. 

ET: That was good, too (laughs)! I don't 

know if you're familiar with the olden days 

of recording, but when you had only 24 

tracks, the guitar player took his solo, 

before that there might have been a tam-

bourine part, and in the vamp, you might 

have something else to build it up. 

JH: That was very common; that's why 

mixing boards got so big, because you 

would end up patching that same channel 

into three or four other ones. So a lot of 

the work on remixing the first two records 

was figuring out what was on where. 

We didn't want to start over; we 

wanted to maintain the feel that the origi-

nals had, but create it in the space of 5.1. 

There were times when we extended the 

mix a little longer. These were originally on 

vinyl, so things had to be faded out to fit 

the LP Obviously, we didn't have that con-

straint. We wanted it to sound like the way 

you'd remember the original album ... but 

more. We didn't want it to sound like a 

dance mix. 

ET: You had to go back into the mind of 

the record then, because we didn't want 

to mess with somebody's hopes and 

dreams and memories. I would think 

about what kind of equipment we had 

back then. On the records that I worked 

on with Talking Heads originally, I could 

remember. Otherwise, I relied on Jerry's 

input. All of that helped us zone in how 

figuring out how they got this flange, 

that delay.... 

JH: On the first couple of records, Tina 

Weymouth was using a Hofner bass, and 

playing high notes. So we put that an 

octave lower. And we thought, " Wow, man! 

It's got some balls now! It's totally great!" 

So we sent it off to Chris Frantz and Tina, 

and we got this note: " ET, Jerry — I 

thought of the bass more as a low gui-

tar than a bass. Please maintain that 

sound." And we thought it sounded 

really good. . . . 

Talking Heads: 77 was recorded on a 

16-track, and some of the songs were 

only eight tracks. We still found a way to 

have it sound great in surround. 

ET: That was very hard. For example, 

we're sitting here, talking to each other, 

but my voice isn't coming out of the mid-

dle of your head. All the sound in this 

room is a result of delays, a result of how 

the room is constructed. Surround is more 

of a psycho-acoustic feeling rather than, 

"that sound is over there." 

JH: As we got into percussion and dou-

bled vocals, we were able to play with the 

stereo field. I think we built on that in sur-

round — to make it dance around. But we 

never wanted to stick, like, the kick over 

here, and the bass guitar way over there. 

We wanted to keep that stereo energy. 

We did a study on a lot of the surround 

sound re-mixes that had been done. The 

ones we liked had the qualities we've 

been talking about. The ones we didn't 

had elements like trying to make you feel 

like you were playing in the band. We gen-

erally found that distracting. Although, 

conceptually, it sounds cool having the 

feeling of actually being there, and hearing 

the horn player behind you and to your 

right, on a riser. But having been in the 

band, a lot of times it's too loud, of 

course, but also it doesn't necessarily 

sound as good as it does out front, where 

everything congeals together. And then 

there were other remixes where too much 

of the stuff was in the rear, and the front 

seemed too empty. You put it on stereo, 

and there it is; you put it on surround, 

and, where's " there"? 

EO.: What were 5.1 remixes that you 

liked? 

JH: I liked Dark Side of the Moon a lot. 

It maintained respect for the original 

record, and had a sense of a lot happening 

in front of you, with judicious and cool 

things happening behind you. 

One of the reactions to The Brick is, 

"Wow, I'm hearing stuff I never heard 

before." It was always there in stereo, but 

now there's more clarity. Sometimes 

that's a problem when something was 

recorded or played poorly. Sometimes 

putting music in surround can make ele-

ments sound naked. 

ET: Back in the day, little noises like gui-

tar scrapes and the drummer dropping his 

lighter ... you would never hear any of 

that. But when you spread it out, you start 

hearing all these things that got covered 

up in the stereo. We had to pay close 

attention to that. 

When you actually come to "a mix," 

it's all about feeling. And when a mix is 

right, it could be one guitar 5/10ths of a 

dB louder and wham! It locks. When we 

sat down to mix in 5.1, at first it sounds 

"Wow!" — it sounds better than stereo 

because everything is bigger. But it's not 

32 EQ AUGUST 2006 www.eqmag.com 



t e 
l e 

4,1 4/1111, 
&eke, 

46e', 

eia 
Sub Gees Ge 
30°/a Of 
Ne\N 1nstturnt 

nent 

and equipree 
1nstitance Poees 

108000VIVALDI 
www.clarioninsicom 

qek' 



HOW THE HELL THEY DID IT I 
• 

necessarily the mix. It was about getting it 

working like it did. After everything is 

placed where it should be, and not inter-

fering with the feeling, the whole thing 

has to gel as a mix. And that's where we 

went the extra step. 

JH: It's an evolving format. People still 

don't get it. I was working with a band on 

making 5.1 mixes. The members all 

wanted to have their own speaker — " I 

want that one!" 

Now I know why the early Beatles 

mixes sound the way they do, where the 

bass and drums are on one side, and the 

vocals and guitars are on the other. Try 

turning off each side. It's a different 

record! So it was important for us to get 

a really easy system, one that was easy 

to solo or turn off speakers. The biggest 

issues in surround are " What's in the 

rear?" " What's in the center?" and 

"How do I not cloud up the sound 

effects?" It might sound good in the 

room you mix it in, but people at home 

will probably be listening to it with 

smaller satellites, where more is being 

put in the sub. You have to be careful that 

there's no cancellation between some-

thing you put there, and what someone's 

AV amplifier puts there. 

EŒ: So what speakers did you use for 

this project? 

JH: We have two sets of surround 

speakers: A Blue Sky SAT 6.5 system, and 

a system with a Meyer subwoofer and 

NS-10Ms with vintage Hafler 220 amps. 

My philosophy was " Now that we've been 

mixing our albums for 20 years with NS-

10s, why change now?" 

For one thing, powered speakers are 

really convenient when you have to have 

six speakers. A lot of studios use Genelec 

systems, but Genelecs have a very differ-

ent sound. We find that if you put some-

thing on Genelecs, it already sounds 

••• • 

Boston's first monster hit set 

the template for the concept 

of home studios. However, 

not everyone could have 

what the band's resident 

genius Tom Sholz managed 

to get into his basement. The 

M.I.T. graduate and former 

Polaroid research engineer-

turned- rocker had a Dan 

Flickinger console and a 

Scully 12-track deck, which 

formed the technical founda-

tion for the band's demos 

and, ultimately, its epony-

mous first album. Scholz and 

vocalist Brad Delp were the 

core of the band. John 

Boylan, fresh off successes 

with Linda Ronstadt, Brewer you had to pay a featherbed 

great. So you can accidentally leave it 

alone. You have to be careful with moni-

tors that good. 

ET: And then you go someplace else, 

and your mix sounds completely different. 

JH: Part of what was good about mixing 

with two sets of speakers was how ET 

was working with the Blue Skys, and 

how when we shifted to the NS-10s it 

sounded so different. The job was to 

make the mix sound the same on both 

sets. — Roberto Martinelli 

KEN ANDREWS 

Masterful Mixing In The Shrinking 

Studio 

With a firm grip on the modern rock 

sound, Ken Andrews, the man behind acts 

such as Failure, Pete Yorn, and Tenacious 

D, shares his views on the modern record-

ing studio. But the real question is how 

& Shipley and Pure Prairie 

League, was called in by Epic 

Records to manage what 

was becomin9 a frenetic 

exercise in record produc-

tion. So how did the team 

manage to create what was, 

at that time, the biggest-sell-

ing debut album in history? 

"Tom was recording at 

night and still going to his 

day job at Polaroid," Boylan 

recalls. " I came to Boston 

and helped him record the 

drums in his basement to the 

12-track deck. Then I left 

while he did his guitar tracks 

till midnight every night." 

Boylan returned with a 

remote truck that fed a snake 

through the basement win-

dow to transfer tracks to a 

24-track deck. " That was 

weird, too, because 

Columbia Records, which 

owned Epic, had a rule that 

you could not record within 

250 miles of New York and 

not use Columbia Studios," 

Boylan recalls. " If you did, 

union engineer just to 

hang around. We got around 

that by me paying for the 

remote truck, then selling the 

master back to Columbia as 

an independent production." 

That kind of Byzantine 

environment set the stage 

for the final mix at Westlake 

Studios on Wilshire Blvd. in 

Los Angeles. The API console 

was automated, which 

would have been very useful 

given how Sholz had hidden 

dozens of separate bits 

within the densely packed 

guitar tracks. However, the 

Allison automation system 

demanded two non-adjacent 

tracks to record the binary 

automation information, and 

given the heavy guitar tracks 

and the fact that Delp did all 

the vocals, overdubbing and 

doubling himself, which also 

ate into tracks, there was 

simply no room. 

So it was all hands on 

deck: Boylan positioned him-

self on the right-hand side of 

the console to mix the 

drums, engineer Warren 

Dewey was on the left mix-

ing vocals, Scholz was in the 

center handling the guitar 

tracks and assistant Steve 

Hodge was tape op. 

"It was a busy mix, to say 

the least," recalls Boylan. "At 

first it was like we were com-

peting with each other — 

Tom would push the guitars 

up and Warren would try to 

keep the vocals on top of 

them and I was trying to 

keep a pulse going. We final-

ly had to come to a meeting 

of the minds to keep the 

record from pinning the 

meters halfway through." 

Another complication 

was the decision to fade the 

entire song in. " It was one 

more critical move to add to 

the mix," says Boylan. " But it 

had an interesting byproduct: 

it caused radio stations to 

boost the volume of the 

record, which effectively 

inoculated it against broad-

cast compression. It was 

radio- proof." —Dan Daley 
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the hell did he, with o smaller setup than 

usual, produce some of the most smokin' 

albums of the past decade? 

ECL: Do you have a studio that you work 

out of, or do you have your own, or do you 

go from place to place? 

Ken Andrews: I've always had 

my own little overdub studio, where I 

had a Pro Tools rig, to edit and prepare 

the mix for the mix-down studio. Then 

this whole summing box thing hap-

pened — I got a Dangerous 2-bus. For 

lower budget projects, I started mixing 

on a hybrid system set up at my place 

and I was impressed with the results. I 

then took copies of some of my bigger 

mixes and, during down time, I mixed 

the same sessions down with my sum-

ming gear that I had previously mixed at 

some of the bigger studios. In ways, I 

liked it better; there was a different 

tonality to it. 

EU: So, the future of the large recording 

studio.... 

KA: As an engineer, I feel the quality is 

there in a smaller setup. I would say 

about a third of the projects that I'm 

mixing can't afford the larger studios. 

Even on the bigger mixes, I try to 

explain the situation the best I can, in 

the most neutral way to everyone 

involved. I'm like, " I'll mix it wherever 

you want." The difference between mix-

ing in my (smaller) studio or at a large 

studio is way less than, say, mixing on a 

different mixer. There is only a very sub 

tie difference, and if you mixed it at my 

place, I think you would walk away 

happy. It's weird — I love being at large 

facilities but, when it comes to mixing, 

it's getting harder for those places to 

Offer something you can't do in a smaller 

facility. I still go to those big places for 

tracking; you have to have a great room 

to record rhythm tracks: but even then I 

end up cutting ovdrdubs at my piece. 

Ea: Have you always done work in 

smaller studios when it was possible? 

KA: I'm definitely one of those guys 

that has been a part of it. The first record 

that I produced all the way, Failure's 

Fantastic Planet, used a Mackie 32 x 8 

and three ADATS. One of my buddies — 

an analog " grunge" guy from Seattle — 

wouldn't believe mo for over a month that 

the recording was done on ADATS. 

Eli: So did you mix it on a million dollar 

SSL and record down to a 1/2 Studer 

deck? 

KA: I mixed it on the Mackie! I did rent 

a bunch of good outboard gear for the 

mix, and for the final mix I rented a 1/2' 

machine. At that time, mastering engi-

neers were still iffy about accepting DATs, 

so it had to be on analog. 

EU: Tell me about your studio now. 

KA: I've got Pro Tools HD 3 wired to the 

Dangerous 2 bus ... a couple dbx 160 

XTs for kick and snare, a couple 

Distressors, then the output of the whole 

2-bus thing goes to an Allan Smart com-

pressor. I also have a Manley Master 

Passive, Manley Variable MU, and a Crane 

Song Harmonically Enhanced Digital 

Device. It's basically a high quality AD/DA 

ile uâuifererice betvveemi iiirèxîng 

in my (smaller) studio or at a 
large studio is way less than, 
say, mixing on a different mixer. 

Makajaa Says 

The studio had a pan' of R- 121's 
when we were tracking Yeah 
Yeah Yeah's in 2002, so I put 
them on the electric guitars and 
they stayed there for the whole 
record. Since then I always use 
them on guitar amps; they're full 
and detailed without accentuating 
the harsh stuff . I'll blend other 
mics to get some of that hyped 
attack when I want it, but the 
R-121 is usually the meat of the 
guitar sound. 

With The National, two 121's on 
the piano gave me the best piano 
sound that I've gotten. You can 
really hear it on " Daughters of 
the Soho Riots." I'm movi 
Royers around a lot no 
have gotten great resul 
about everything, inclu 
vocals and bass a 
capture sound in a 
right into the mix. 

Paul Mahajan 
(Engineer - Yeah Ye 
The National GMF 

urbarils 
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converter, but it also has a tape saturator 

built into it. When I was getting serious 

about my studio, I was just about to buy a 

1/2 two-track tape mixdown deck. Right 

before I bought it, someone told me 

about the HEDD and I got to try one out 

for a week. It basically does everything 

that I want a tape machine to do, but I can 

print the mix right back into Pro Tools — 

and it's a lot easier than having to deal 

with tapes. 

ECL: So that's how you're mixing down? 

The signal's going out and then back into 

Pro Tools? 

KA: Yes. I record the mix into the com-

puter, then export the mix files out at the 

rate that the mastering engineer wants. I 

make a copy of the playlist and add some 

maximizing to give to the clients for 

approval. 

ECt: How much compression are you 

using on the final mix? 

KA: I have two stereo bus compressors 

in my chain. Depending on the type of 

song, I may use one or the other, but in 

most cases I will use both to varying 

degrees. If it's an " aggressive rock" mix, I 

will be relying on the Alan Smart from 3 

to 6dB of gain reduction; then 1 to 2dB on 

the Manley. 

ECI: The Manley just adds color? 

KA: It's less about compression and 

more about the sound of going through 

that box. It seems to add more informa-

tion, more harmonics. It's also a nice, 

friendly way to control my level to the 

HEDD. The HEDD is adding the satura-

tion effect. I'm trying to do tiny amounts 

across all three, so that none of them 

are working very hard. It gives a nice, 

healthy level, but it still retains dynamics 

... so that it can be smashed by the 

mastering engineer. 

EC1: And the radio station! 

KA: Some artists are making the choice 

not to have their CDs so hot — to keep 

more of the dynamic range. I want the 

loudest part of my mixes to match every-

thing out there, but the quiet parts should 

still have dynamics. I'm totally over having 

the loudest disc. —Jeff Anderson 
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Revieus 

NATIVE INSTRUMENTS KORE: 
THE WORKFLOW MACHINE 
Kore is a new type of product — and EQ demystifies 
what it's all about 

By Craig Anderton 

A lot of people think that Native 

Instruments' Kore looks really interest-

ing, but have a hard time wrapping their 

head around the concept. Is it hard-

ware? Software? For the studio? For live 

performance? Does it work only with 

Native Instruments products? And most 

importantly, do I need this thing?!? 

A new type of product deserves a 

new type of review. We'll get heavily into 

the hands-on aspect of actually using 

Kore so you can decide whether it's for 

you or not; see the Expert Opinion side-

bar for additional information. 

THE VERY BASICS 

Kore is a package with Mac (Universal 

Binary)/Windows software and a USB 

2-based hardware controller. The controller 

has two main functions: An audio/MIDI 

computer interface, and a control surface 

dedicated to ergonomic control over the 

software — you don't have to rely on a 

mouse and keyboard, You're not obligated 

to use the Kore audio/MIDI interface, but 

the software won't run unless the con-

troller connects to your computer. 

THE "KORESOUND" 

Whether for studio or live, Kore's main 

element is the KoreSound — a " con-

tainer" for VST/AU plug-ins you can save 

and recall. A KoreSound can be as sim-

ple as a single instrument or effect 

containing one preset, to a complex 

combination of instruments, effects, 

mixing, and routing. ( For example, two 

layered synths split with a third bass 

synth, each going through a different 

plug-in, and mixed so that the synths 

pan hard left and right while the bass 

--la inn 
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Fig. 1: Kore inserted as a plug-in within Cubase SX.This " KoreSound" combines three instruments 
and several effects, including NI's Guitar Rig. Note the browser/database at the bottom, which 
found this and several other possible sounds that fit the attributes " guitar/synthetic/distorted." 

synth goes in the center). Furthermore, all 

these plug- ins' programmable parame-

ters are accessible through a hardware, 

hands-on interface that's also mirrored in 

the Kore software, should you favor 

mousing around. 

The KoreSound is not tied to any par-

ticular host or program other than Kore. 

You could use a KoreSound with Logic 

Audio on a Mac, then load that same 

KoreSound into Ableton Live or Sonar 

running on Windows. As long as the 

same VST plug-ins are installed on both 

Kore-friendly platforms, the KoreSound 

is transportable. Also, Kore itself 

includes many effects you can load into 

a KoreSound. This increases transporta-

bility, as you can be sure any Kore sys-

tem has these effects. 

FINDING SOUNDS 

Kore is designed to work with a large 

number of plug-ins and possible sounds 

So, another Kore function is to stream-

line the process of finding sounds. It's a 

selling point for instruments to have Iota 

of presets, but learning them so you 
know which one to load for a particular 

musical situation can take forever. Kore 

"tags" presets with attributes, then 

assembles these in a database. All pre-

sets included in NI's Komplete 3 and 

Komplete Sound 2 have been tagged 

(you can download these for any of the 

bundled products from the NI web site). 

Plug-ins from other companies including 

Arturia, Korg, GForce, Spectrasonics, 

etc. are supported in the controller 

pages, which we'll cover in a bit. 

(However, you'll need to add tags to 

these program's presets yourself.) 

For example, suppose you like warm, 

synthesized string sounds with an analog 

character. You really like NI's Pro53, and 

you want to use that. You basically 

select the desired attributes (" warm," 

"string: " analog"), then Kore displays 

all sounds meeting those criteria and the 

instruments to which they belong. If 
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Fig. 2: Kore's hardware controller is sleek and compact. 

there's a suitable sound generated by 

the Pro53, start loading. 

You can also add tags to your presets; 

the documentation spells out the inten-

tion of various attributes in detail so you 

can maintain consistency between your 

presets and already-tagged presets. 

(Note: If you have existing versions of NI 

plug-ins, they're updated automatically to 

be " Kore-friendly" when you install Kore.) 

IN THE STUDIO 

Kore inserts into your host like any other 

plug-in ( Fig. 1). Each instance is basically 

Kore: Conclusions 

a KoreSound, and you can insert as 

many instances as your computer can 

handle — a KoreSound " container" by 

itself doesn't take up a lot of resources, 

but as expected, packing it with soft 

synths and effects does. 

The working dynamic goes some-

thing like this: You want to add a bass 

track while using a sequencing program, 

so you insert an instance of Kore. You're 

now at the Sound Level. You use the 

browser to find KoreSounds that match 

your needs (acoustic bass, synth bass, 

whatever), then load it. Once it's loaded, 

if you want to tweak it, you . . . well, 

that's next. 

MEET THE HARDWARE 

The controller ( Fig. 2) is a relatively com-

pact, metal box housing 8 programming 

switches, 8 touch-sensitive knobs, data 

wheel, navigation controls, and a display 

(it also contains the audio and MIDI inter-

face, but we'll stick to the programming 

aspect for now). The controller serves up 

a series of pages for whatever plug-in 

you've selected; you change parameters 

using the knobs and switches. 

Wherever possible, NI shoots for con-

sistency. For example, the same knob 

that controls filter cutoff in their FM7 

controls filter cutoff in the Pro53, and is 

located on the same page. 

Manufacturers who support Kore also try 

to follow this protocol, although given 

the great differences among synths, not 

all controls have a one-to-one correspon-

dence among various products. 

I've also loaded synths that do not yet 

support Kore, such as Cakewalk's 

Dimension Pro. In this case, automatable 

parameters are mapped across the con-

troller pages. At first, it seems easier just 

to grab a control with a mouse. But with 

Dimension Pro, there are four different 

programmable "elements." Suppose you 

want to tweak the Bit Reduction parame-

ter on the four elements. Kore happens 

to display these on the same page, so 

Kore is extremely useful, but it does 

take some time to make Kore work 

the way you want. The optimum 

scenario is a user who uses only 

supported instruments, and doesn't 

have many custom presets. This per-

son can dive into Kore right away and 

make full use of it. If you want to 

make your existing presets Kore-

friendly, expect to take some time 

tagging them to integrate with the 

Kore database. Then again, once 

they're tagged, you don't have to it 

again. It's like ripping your CDs to 

an iPod: It's a hassle, but worth it 

when your CD collection fits in the 

palm of your hand. This helps under-

score that Kore shifts your thinking 

away from " plug-ins" to "sounds." 

Like any instrument, the con-

troller has a learning curve — you 

need to become familiar with it before 

you can really make it fly. When you 

start working with Kore, force yourself 

to forget you have a mouse and key-

board, and use the controller as much 

as possible. After a period of acclima-

tization, you'll find that most of what 

you need to do can be done faster with 

the controller than without it. 

As to the program itself, while the 

initial impression may be daunting, its 

not terribly complex to learn. Try 

using it for recording first, before 

tackling the standalone, live perfor-

mance mode. This avoids having to 

deal with the " performance" layer. 

Once you understand the Kore way 

of life, the live aspect will be a snap 

to assimilate. 

Ultimately, Kore is about man-

aging workflow, and its value is in 

direct proportion to your workflow's 

complexity. If you record mostly elec-

tric or acoustic instruments and have 

a few favorite soft synths with a few 

favorite presets, Kore is probably 

not for you. But if you swap projects 

among different platforms and hosts, 

have a lot of soft synths (think: film 

scoring) and plug-in effects, and 

work under tight deadlines, once 

Kore's set up for your environment it 

will change how you work for the 

better ( and faster). 

In between those two extremes, 

you have to balance cost and bene-

fits. If you see a complex workflow in 

your future, it might be worth get-

ting Kore now so you can start the 

process of tagging presets and cre-

ating your own favorite KoreSounds, 

while using the existing KoreSounds 

to speed up your workflow. You 

may resent buying a controller with 

a built-in audio/MIDI interface if 

you already have one, but that's 

not what costs the bucks — it's 

the case, the tooling, the hard-

ware, the software, and the sexy 

touch- sensitive buttons. If NI 

eliminated the interface aspects, I 

doubt the price would go down much. 

Besides, the controller is so much 

more than just a big dongle — once 

learned, it's a major reason why Kore 

can speed up workflow. 

So this section ends not with a 

bang, but with a whimper. How much 

you like Kore depends entirely on 

your situation. But at least now, you 

hopefully know enough about Kore 

to be able to judge whether it will 

rock your world or not. 
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you can tweak them with four knobs in real 

time. Without the controller, you would 

need to adjust one element, click over to 

the next one, adjust that one, click over to 

the next one . . . you get the idea. 

The other big advantage is having a tac-

tile controller for doing automation moves. 

The only real drawback is you can't tweak 

parameters simultaneously on different 

NATIVE INSTRUMENTS KDRE 

pages. There's logic to how the parameters 

are grouped on the various pages, but that 

logic can't cover all situations. Therefore, 

you can add User Pages that group any 

controls (from plug-ins, the mixing environ-

ment, etc.) into individual pages. These are 

particularly useful for live performance. 

However, I still tend to think of the Kore 

controller as a programming/tweaking tool, 

Y 

"My K+H 0300Ds have been my 
primary monitors for the past three 
years. They allow me to accurately 
hear the inner details of my mix, 
which is especially vital when I'm 
working on densely-layered film 
scores. When something is wrong 
in the mix, I hear it. When the mix 
is right, the sound from the K+H 

ni r i bi and im ressive." 

A Master Mixer 
• eserves Master 

monrtors 

asey Stone —Music Scoring Mixer: 
The Sentinel, The Pink Panther, Fantastic 
Four, Superman Returns, Under the Tuscan 

d many more. 
• 

A Sennheiser Company 
One Enterprise Drive, Old Lyme, CT 06371 USA 

Tel: 860-434-9190 • Fax: 860-434-1759 • www.klein-hummelcorn 
Latin America: Tel: +52 55 5638 1020 • Fax: + 52 55 5639 9482 

Canada: lel: 514-426-3013 • Fax: 514-426-3953 

K I H 
Klein + Hummel 

because for " live performance" moves, I 

find I really need 16 faders — so I'm not 

about to throw away my Peavey PC-1600x. 

Then again, I can plug it into the Kore con-

troller's MIDI input. 

LIVE PERFORMANCE 

For live performance, Kore becomes a 

standalone program that adds an additional 

"performance mixer" layer. This consists 

of " performance channels" that hosts 

groups of KoreSounds, and offers a com-

plete mixing/processing environment — 

think Steinberg's V-Stack on steroids. 

For live use you can save perfor-

mencos end whon you change from one 

preset within the performance to another, 

parameters can crossfade smoothly to 

"morph" from one sound to another. (You 

can also switch between Performances, 

but note that you might call up an instru-

ment that needs to load lots of samples, 

and this may take some time. As a result, 

it's best to load as much as you need 

within a single Performance, and just 

switch between presets.) 

ESPRIT DE KORE . 

Yes, it really is for the studio and for live per-

formance, and is indeed part software and 

part hardware. Kore gets high marks for orig-

inal thinking, and works as claimed. I would 

have preferred pages with 16 parameters 

and 16 controls, along with a bigger LCD ... 

although eight parameters is convenient if 

you don't want to have to think about too 

much at once. For additional opinions about 

Kore, check out the sidebar 

Product type: Software workflo,.v 

manager wth hardware controller. 

Target market: Musicians or engi-

neers who neea to manage a significant 

amount of plug-in instruments, effects, and 
pre,9mtF, either in the studio or onstage. 

Strengths: Can greatly simplify corn-

piex workflows. Makes tweaking parame-

ters easier. Innovative. Designed fui 

cross-platform and cross-host operation. 

Sleek hardware controller. Priced reason-

ably, considering what it does. 

Limitations: For Those with simple 

workflows, Kore is a solution in search of 

a problem. Requires using VST plug-ins to 

obtain maximum compatibility benefits 

(but does accept Alis). Takes time to set 

un the ideal Kore environment. 

Price: $559 list 

Contact: vvwvv.native-instruments.com 
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Now, the only reason to sound out of tune is because you want to! 
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Software- Based Strobe Tuner 
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Add the power of a Strobe Tuner to your DAW or live sound rig by 

adding StroboSoftr" to your arsenal of tools. StroboSoft is the world's 

first strobe tuner designed for your Mac or PC. With its accuracy of 

0.1 cent, built-in Sweetened Tunings'", integrated Buzz Feiten Tuning 

System® presets, and over 50 preset alternate tunings, StroboSoft is a 

must for your studio sessions and essential for accurate sample tuning. 

You can also load it in a laptop and take it to the next live show as well 

as use it for all your guitar set-ups. Get in tune now... 
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StroboSoftTM Suite 

Includes Tuning and 

Intonation DVD 

Available at your favorite retailer or 

at www.StroboSoft.com 

$149.99 MSRP 
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Reviews 

MRCKIE IHRS2B MriNITORS 
Bliss and the vertical position 

By Roy Stein and Tony Gross 

These two-way, THX-approved, 

active reference monitors set high 

expectations from the get-go: 

Thoy're packaged with an 

ergonomic methodology normally 

reserved for 6th century T'ang 

Dynasty vases. After carefully slic-

ing off the packing tape and open-

ing the shipping carton's heavy 

cardboard flaps . . . handles 

appear! Yes, handles are included to 

gently lift these 31 lb. beauties from 

their slumber. How I wished my posh-

posh European studio monitors had 

been packaged similarly; it would have 

saved one of the corners from being 

dented when I excitingly removed them 

from their packaging. 

signed calibration certificate included 

with each speaker. 

SPECS-LAND 

Once you glide the HR626's out of the 

box, you'll likely be very impressed with 

their looks. The front panels are stealth, 

sleek, and make an immediate visual 

statement that features two 6.7' die 

cast aluminum frame woofers and a 1' 

viscous edge-damped aluminum alloy 

dome tweeter. On the rear panel are 

three, three-way switches for acoustic 

optimization that compensate for listen-

ing environment placement, a three-way 

power mode switch, input sensitivity 

control, and AC voltage selector. 

Also on the rear: Three very conve-

nient, side-mounted sets of input jacks 

(XLR, phone or RCA) accept either bal-

anced or unbalanced signals. There's 

also a power cord receptacle for 

accepting one of the two included 

standard power cables (US and conti-

nental European). 

In addition, these monitors boast a 

rear-mounted 6' x 9' passive radiator 

slightly hidden under the power amp 

control section. The two-woofer monitor 

is based upon the design principles of 

Joe D'Appolito, which supposedly result 

in an extended low frequency response 

and more phase coherency than tradi-

tionally designed boxes of the same 

size. The frequency response, + 1.5dB 

from 42Hz-20kHz, is confirmed by a 

FIRST LISTEN 

So far, so very, very good. Our first lis-

tening test was in GFI Studio's sweet-

sounding "A" room. The HR626's were 

initially parked horizontally on the con-

sole meter bridge about 3' apart and 3' 

from the mix position, with the rear con-

trols set to the defaults. After about 30 

seconds of listening to one of my 

favorite reference discs (Nirvana's 

"Nevermind"), it seemed the overall 

sound lacked a bit of luster — small, and 

not well-defined. The HR626s were 

okay .... but where was the " wow!"? 

We checked the effect of the rear 

speaker switches; not surprisingly, the 

default positions sounded best. I then 

placed the HR626s horizontally on sand-

filled, decoupled, speaker stands elevated 

42" from the floor, behind a vintage 

MCI636 console and spaced both further 

away and further apart. It still wasn't as 

detailed as one would expect from moni-

tors in this price range labeled " High 

Resolution." Hmm I just couldn't 

shake the intuitive sense that these mon-

itors were better that what I was hearing. 

THE "DOH!" MOMENT 

So I tried something obscenely simple, 

and turned them to a vertical position. 

The difference was overwhelming: Far 

more detail, and extremely well-

defined imaging. 

With our juices now flowing, we did 

a tracking session with a female vocal-

ist. The resulting speaker audition was 

clear, detailed, and the vocal was easy 

to place in the mix. A previously-tracked 

Gibson J100 acoustic guitar was 

equally detailed. In short, a long 

session monitoring through the 

HR626's was a pleasant, non-fatigu-

ing experience. 

As context matters immensely, 

we then tested the HR626s in GFI's 

Studio B, which was built to emulate 

most real-world listening rooms. Still 

trying to make these speakers sound 

great horizontally, we placed them 

on the desk, flanking the sides of a 

Mackie d8b. Again, they sounded a bit 

dull and not as open as expected. 

Moving them off the desk and placing 

them further apart was an improvement, 

but as soon as we went vertical with the 

monitors, the " wow!" factor kicked in 

again. The difference between horizontal 

and vertical placement was astounding, 

as surprising the second time around as 

the first. 

The HR626s have now risen to our 

expectations. You can hear the subtlety 

in different reverb algorithms and the 

definition between close knit timbres; 

placing the vocals in the mix is easy. 

And, our findings were consistent 

between two totally different listening 

environments — not an easy accom-

plishment for most monitors. 

Bottom line: These are darn good 

speakers, but experiment with the moni-

tor's settings and most importantly, 

their positioning. The Mackie HR626's 

monitors are very capable of translating 

your mixes to the outside world with 

clarity and definition. They're a good buy 

for the buck and, oh yeah, did I mention . 

they look mahvelous, too. 

Product type: Active, two-way monitor 

speakers 

Target market: Higher-end project and 

home studios 

Strengths: Consistent operation in dif-

ferent listening environments. Excellent 

detail and imaging. Impressive looks and 

good value. 
4 11111 Limitations: Vertical placement seems. 

preferable to horizontal. 

Price: $839.99 list 

Contact: www,mackie.com 
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Virtual Voices, Real Results 
H A R IVI 0 N 

Natural, intelligent vocal harmony for ProTools HD and PowerCore 
If you've dreamed of producing a hit song, you've surely thought about great harmonies. Now think 

about arranging and stacking the perfect harmony parts long after the singer has done the main 

work and gone home. How about adding that one last high harmony part... during mixing! Maybe 

you could quadruple each of the three parts your singer did in three quick passes through the 

plug-in. These are your options with Harmony4. With a choice of MIDI controlled and automatic 

control methods, anyone can take advantage of this new way of working regardless of instrument 

skills. The sonic difference lies in TC-Helicon's research and implementation of humanization 

features, the accuracy and speed of the patent-pending pitch detection and other great algorithms 

you'll discover when you use Harmony4 on your next song. 

Features: 

▪ Creates convincing virtual harmony tracks from a single vocal 

▪ Latest generation harmony technology with robust input pitch detection and smooth harmony sound 

b. Produces rich vocal harmony and memorable special effects 

• Individual voice control of humanization features and more 

▪ Harmony voices can sound like clones of the lead singer or 4 different singers 

IC ELECTRONIC INC. USA C., (818) 665 4900 • INFO@TCELECTRONIC.COM TCHELICON Find out more at www.tc-helicon.com/harmony4 
VOC•l 1,<N•OL0411.• 
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MILLENNIA MEDIR 
TWIN DIRECT TU-1 
When you send your signal into your 
recorder, send it first class 

by Mitch Gallagher 

Millennia refers to the Twin Direct TD-1 

as a " Half-Rack Recording System," and 

a " collection of core Millennia products 

designed into a sophisticated recording 

channel + direct box." I prefer to think of 

it as the ultimate device for getting sig-

nal into your recorder — here's a short 

list of what the TD-1 does: 

• Solid-state mic/line pre ( using the 

same circuit as Millennia's HV3 

preamp) 

• Solid-state instrument DI with three 

selectable input impedances 

• Tube instrument DI with three selec-

table input impedances 

II Guitar amplifier Speaker Soak DI 

• Dual-band fully parametric equalizer 

(using a circuit similar to the solid-

state part of Millennia's high-end 

NSEQ equalizer) 

II Dual-output re-amp interface 

In other words, the TD-1 covers a lot of 

ground (for the full set of specs, a block 

diagram, and the manual, go to www  

mil-media.com/docs/oroducts/td1.shtml). 

The heavy-duty steel chassis is a 

half-rack wide, and two rack spaces tall. 

Options include a padded gig bag, and 

kits for rack mounting a single TD-1 or 

two units side-by-side. The stock TD-1 

comes gloss black, but a platinum-crackle 

finish is also available. 

In some ways the TD-1 is a scaled-

down version of Millennia's ultra-flexible 

Origin SIT-1 channel strip (reviewed Oct. 

'021— it has two-band EQ versus the 

four-band in the SIT-i, no VU meter, no 

compressor, no tube mic pre, and so on. 

In other ways, it takes the " input strip" 

concept in a different direction than the 

SIT-i, with headphone out, re-amping, 

enhanced DI capabilities, and more. If 

you want a tonally flexible, highly capa-

ble mic channel strip with EQ and com-

pression, the Origin SIT-1 is your box. 

For a great mic pre with EQ and tons of 

The TD-1 isn't just cute, it sounds great. 

electric guitar and bass recording power, 

the TD-1 is the way to go. 

APPLYING THE TO-1 

As a mic pre, the TD-1 has the top-of-

its-class, clean-but-big Millennia solid-

state sound. I A/B'd the TD-1 against my 

HV3; the tone and response are identi-

cal. The headphone out is handy for mic 

placement, and quick checks (although I 

wish it had a real level control knob 

rather than a volume trim pot). I'd also 

appreciate a way to mix a stereo signal 

back into the headphones for latency-

free monitoring when overdubbing to a 

DAW, although how Millennia could 

cram anything more into the box is any-

one's guess. ... 

As a direct box, Millennia's Twin 

Topology can switch between solid-

state and tube circuits. The solid-state 

path is clean, smooth, and transparent; 

dropping into tube mode adds girth and 

chewy-ness, and rounds out the tone's 

top and bottom — the direct signal 

gets bigger, which can help with single-

coil pickups. The three input impedance 

settings for the direct input allow 

more tonal flexibility with acoustic and 

passive pickups. 

The instrument direct in jack also 

serves as a " Speaker Soak" input, allow-

ing you to feed the speaker level output 

from a guitar amp direct into the TD- 1. 

Note the TD-1 has no speaker simulation, 

so the sound is that of the amp itself. I 

preferred using it for clean tones, as 

amp-direct distorted tones sound like 

you'd expect: fizzy, anemic, and direct 

sounding. However there's another 

option: With modeled guitar processing 

plug-ins, you can record the Speaker 

Soaked guitar amp tone, then send the 

resulting track through a speaker modeler. 

Native Instruments' Guitar Rig 2 worked 

great for this — you can call up just cabi-

nets (no amp or distortion) and run the 

direct amped guitar through it. This is 

ideal for those who find the distortion in 

modeler plug-ins unconvincing, but need 

the options offered by different cabinets, 

mics, and processors. 

When re-amping, you have the 

choice of using either Strat- or Les 

Paul-flavored outputs — the TD- 1's re-

amp outs are driven using transformers 

to emulate (but of course, not dupli-

cate) the output of a single-coil or hum-

bucker pickup. 

The TD-1's two-band equalizer is fully 

parametric, and offers wonderfully clean, 

smooth, musical tone adjustment. The 

EQ can be switched on for any of the 

signal paths, including the direct instru-

ment in and re-amp out, in addition to 

the line and mic ins. Thus, you can use 

its EQ both during tracking and mix-

down. The two bands can overlap, and 

each has an " x10" switch for increasing 

its range. 

THE BOTTOM LINE 

If you're looking for an incredibly flexible 

input device that can also provide useful 

functions during mixdown, the TD-1 may 

be your Holy Grail. Furthermore, the 

$1,675 price is an amazing deal when 

you consider how much it includes. 

Highly recommended — actually, I rec-

ommend that you get two, so you can 

track and EC) stereo sources! 

Price: $1,675 

Contact: www.mil-media.com 
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SEE IT FROM THE OTHER SIDE 
training for a career in the audio industry 

Over 45 Campuses Worldwide 

Official Neve Training 

SSL Approved Training 

Individual Studio Time 

Full and Part Time Classes 

OPEN HOUSE: 
LA, Miami, Nashville: August 5th 

New York City: August 6th 

New York City • 212-944-9121 
1293 Broadway, 9th Floor, New York, NY 10001 

Los Angeles • 323-466-6323 
6565 Sunset Blvd., Suite 100, Los Angeles, CA 90028 

Miami • 305-944-7494 
16051 W. Dixie Hwy, Suite 200, North Miami Beach, FL 33160 

Nashville • 615-244-5848 
7 Music Circle North, Nashville, TN 37203 

#"sr iTurE 

877- 27- AUDIO • WWW.SALEDU 
Nashville offers federal financial aid for those who qualify 

New York City and Nashville Accredited by The Accrediting Commission of Career 

Schools and Colleges of Technology 



Reviews 

RUDIO-TECHNICR ATI+08$0 
Marrying a vintage tube tone with flexibility, 
versatility, and affordability — A-T presents the 
4060, and EQ gives you the lowdown on it. 
by J.J. Blair 

Editor's Note: The AT4060, as many of 

you may remember, was previously 

reviewed in the September '05 issue of 

EQ. The review was inaccurate due to 

improper usage. Somehow the ground lift 

switch, a feature for use in situations 

where hum compensation is necessary, 

was inadvertently engaged. Use of the 

switch under normal operating conditions 

will cause the microphone to be noisy — 

hence the reviewer's statement regarding 

a "pretty atrocious noise floor" in the 

September '05 review — well. . . we fig-

ured it worth another listen. With the orig-

inal mic in hand (set to the correct default 

this time), J.J. Blair re tackled the review, 

and here is what he had to say about it: 

The Audio-Technica AT4060 

($1,495/street price $ 1,099) is a fixed 

cardioid, dual diaphragm tube condenser 

mic. It uses a 6922 vacuum tube, and 

unlike some similarly priced mics, it has 

a transformer. (For the record, I'm not a 

fan of transformerless mics.)The mic 

comes in a matte black finish, with a car-

rying case, a velvet cover, a cable, a 

shockmount, and a PSU. 

The mic is solidly built, and the con-

struction is very sound. The capsule 

mount is a design I've never seen 

before, and is apparently a patented A-T 

technology. Surrounding the capsule is a 

metal ring with a fine mesh on one side 

and holes that run all the way through, 

sort of like an exaggerated capsule back-

plate. This is apparently an A-T solution 

for acoustically controlling the frequency 

response inside the mic. Typically in 

mics, grill shape and the size of the grill 

mesh, not to mention the shape of the 

capsule mount, have been the ways in 

which frequency response is controlled 

acoustically. A-T seems to have a fresh 

idea here of how to further control the 

acoustics within the mic's basket grill, so 

that they do not need to electronically 

alter the frequency response once the 

capsule passes signal. 

The rest of the package is well 

designed, also. The shock mount is inge-

nious and solid. The PSU comes with 

rack ears, should you choose to rack 

mount it. It is also switchable between 

110v and 220v, and has the aforemen-

tioned ground switch (just in case you 

forgot about it). 

The mic utilizes an externally polar-

ized backplate, with a dual diaphragm 

capsule and a fixed cardioid pattern. The 

inability to change the pattern response 

of the mic limits its uses somewhat, and 

it also limits the user's ability to alter the 

frequency response of the mic through 

changing the pattern. However, it keeps 

the price down, and makes the mic 

affordable to the people who can't spend 

thousands, yet want a good tube mic. 

The frequency response of the mic, 

while not flat, doesn't have the extreme 

peaks and valleys of some of the other 

mics I've encountered that are offered by 

other companies. The graph indicates a 

rise in response from about 20Hz to 

200Hz, with the peak at 200Hz. Also, from 

2kHz to what seems to be a standard roll 

off for tube mics at 12kHz, with the most 

prominence in the 6-10kHz range. 

The mic had a pleasant tone on 

vocals both male and female. I recorded 

these vocalists using an Inward 

Connections Vac Rac tube pre, through 

an Apogee AD16X, to Pro Tools HD at 

96kHz. I found that there was a great 

deal of proximity effect with this mic — 

it definitely likes to have a singer right 

up on it. I also found, though particularly 

with the male vocalists, that the mic 

sounded better the louder you sang; it 

seemed best suited for aggressive 

singing. Oddly enough, when I intro-

duced a compressor into the scenario (a 

Urei 1176LN at 12:1 with fast attack and 

release) I liked the sound less. 

Generally, vocals tend to sound better 

with this type of compression, but it just 

made them sound woof ier and less 

defined. In my opinion, compression 

definitely brought out all the wrong fre-

quencies of this mic on vocals. 

On an acoustic guitar, the mic has a 

pleasant and warm sound. It doesn't 

sparkle like a C12, but I definitely pre-

ferred it over the U87 that we compared 

it to. Because of the proximity effect 

and fairly uniform off-axis rejection, 

you'll definitely need to fish around for the 

sweet spot on any particular guitar — 

but this is hardly unusual for any LDC 

mic on acoustic. 

I tried the mic with my 1958 Les Paul 

Custom through my 1952 Fender Deluxe 
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amp, overdriven to a classic, crunchy rock 

tone. The presence peak was a little higher 

and wider than how I generally like my elec-

tric guitars to sound, but the mic's headroom 

amply handled the amp's sound without dis-

torting. It had a good punchy sound, though I 

had to move the mic a little further from the 

speaker's center, and more towards the 

cone, than what I usually do. Because of the 

brightness of the mic, it didn't respond too 

well to me trying to EQ some high end in 

with a Daking 52270, in other words it got a 

little too brittle for my taste. But with a bright 

mic like this, you might find EQ unnecessary. 

In most cases, I would figure that a good 

choice of preamp and mic placement would 

better suit the sound than merely trying to 

EQ this mic for electrics. 

With proximity effect being an issue, I 

didn't care much for the mic trying to capture 

a mono piano sound from outside the lid of 

my Yamaha C7. However, when I placed 

the 4060 over the strings, it sounded 

warm and crisp. With that in mind, I 

would definitely need a pair or even 

three in this application. Furthermore, 

the close miking on the piano struck me 

as being very usable for A/B positioning, 

or even for using three of them near the 

piano hammers. 

At AES, somebody commented to me 

how much they liked these mics on drum 

overheads, so I thought I'd give that a 

shot as woll. In a mono overhead configu-

ration, I actually found that tho cymbals 

were a little too " splishy" sounding, and 

the snare didn't have enough meat --

especially compared to the Neumann U87 

we A/B'd against it. It did a nice job han-

dling the transients, but didn't strike me 

as the killer mic for this application. 

In general though, the AT4060 is a really 

good mic. It's not going to make anybody 

throw away their Neumann U47s, but I 

don't think it's intended to. For anybody 

who wants to have a very solidly built tube 

mic that is affordable enough that you could 

get a pair of them for less than the price of 

a single U87, the AT4060 is definitely 

worth considering. A-T's philosophy of not 

electronically coloring the sound made 

this mic much more pleasing to my ear 

than some of the Chinese tube mies I 

have heard, which seemed to have been 

obviously EQ'd by the mic's internal pre 

amp. This mic is made in Japan, which 

has been making quality condenser mies 

for decades, such as the Sony brand. The 

packaging is well thought out and all the 

accessories are well designed and built, 

and look like they will definitely prove 

durable, which I can't even say for some 

of the recent European mies. If you are 

looking to get into a tube mic with some 

warmth and a little more sparkle than you 

might be getting from any of your current 

solid-state mies, or you want to upgrade 

from some of the cheaper tube mies 

without breaking the bank, you should defi-

nitely check out the AT4060. 

J.J. Blair is a Grammy winning producer 

and engineer, based in Los Angeles. He 

works from his personal studio, Fox Force 

Five Recorders, and co-moderates the EQ 

magazine online forum, "Use Your Ears:' 

He'd love for you to pay him a visit there. 

got meek? 

Joemeek is back! Five stunning new designs 
with all the features you need, 

at prices that are easy on your wallet. 
Get Meek at your local dealer! 

Got Mics? 

Large & small 
diaphragm condenser 
rneekrophones for all of 
yourrecording needs! 

Joemeeke is a registered trademark of PMI Audio Group 02005, 2006 PMI Audio Group 
PMI Audio Group 1845 W 169th ST Gardena, CA 90247 V: 877.563.6335 E: inforigjoerneek.corn Web: vivnv.loemeek.com 
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Sounds 

BIG FISH AUDIO 
Nu Jazz Funk 

Contact: Big Fish Audio, 

wwvv.bigfishaudio.com  

Format: 1 DVD-ROM with REX2 and 

WAV loops, WAV one-shots, 24-

bit/44.1 kHz 

Price: $169.95 

Yeah, it has WAV files and hits, but the 

Big Deal is that this collection features 

REX2 loops optimized for Propellerhead's 

Reason and Spectrasonics' Stylus RMX. 

For the REX format files ( but not the 

WAVs), the elements of the various 

loops are isolated and sliced individually. 

This does three groovy things: The slic-

ing quality is great because it's not nec-

essary to slice complex loops, it's easy 

to mix and match individual parts, and 

with Stylus RMX, the loops work fine 

with the SAGE Converter (although the 

conversion process takes a while) so you 

can load up different patterns into the 

different tracks and create great rhythms. 

The loops are mostly drums and per-

cussion of the syncopated, almost 

Brazilian-like Nu Jazz persuasion, but 

there are a lot of instruments folded in 

as well (Rhodes, Moog Bass, strings, 

etc.). It's 4GB worth o' stuff: almost 

3,000 drum, music, and FX Refill-friendly 

samples, 2,838 REX2 files, and 566 WAV 

format drums and music loops. It takes 

a long time to explore everything, but 

don't worry — pretty much everything 

works as expected, so feel free to mix 

'n' match. 

The package includes 50MB of demo 

files; I've spliced pieces of some of them 

together at www.eamag.com as they give 

a realistic idea of what to expect. Good 

stuff, with good stretching too. — Craig 

Anderton 

ti,R LOOP LIBRARY SPECIALLY FORMATTED FOR RNA AND REASON 
mum.. nm•subor....., rpm' 

NUJAZZFUNK 
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SUBMIT YOUR MUSIC VIDEO AT MVSPY COM FOR A CHANCE TO GET SEEN ON THE 

omcast ON-DEMAND NETWORK IN OVER NATIONWIDE 

MONTH THE WILL BE ADDED TO THE CHANNEL ALONG 

WITH ARTIST INFORMATION SUCH AS TOUR DATES, WEBSITE URL AND ALBUM INFO 

GET YOUR VIDEO ON TV IN OVER 9 MILLION HOMES 

is the quick and easy way to get your videos on TV. Visit MVspy.com to learn more. 

OFFICIAL RULES AND REGULATIONS. Entry To enter this contest, complete the entry form at wwycrny‘py corn Sponsors assume no responsIbillty tir erroneuttS entries. 
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hat the pros are 
ying about Gefell: 

I vino'« Eiluilteeeed 42 
ammy-nominated recordings 

d 8 Grammy winners. Artists ai-

de Alison Krauss, Bob Dylan, 

pt Arkin6, Bela Fleck lamps Tay-

,T-Bone Burnett, Mark O'Connor, 

1ph Stanley and Dolly Parton. 

s like having a 

cret weapon... 
Gefell mics are 

tremely clear 

d transparent. 
ey give me the 

finition that 
ny other mics 

not capture." 

an Silverman - Engineered 21 

ammy-nominated recordings. 

edits include Chaka Khan, Norah 

nes, Cheap Trick, The Kinks, Bebo 

Ides, Ricky Skaggs, Bill Monroe, 

t Garfunkel, Meatloaf, Keith Ri-

ards and The Producers. 

the ultimate compliment when a 
ger or musician 

ys they've never 
unded better. In 
rticular, the sound 

the UM900 is spar-
ng, enormous and 
citing. My Gefell 

crophones have 
rned this praise 
e and again." 

vid Rideau - Multi-platinum en-

neer/producer and three-time 

ammy nominee. Clients include 

ing, Jimmy Jam & Terry Lewis, 

C, Janet Jackson, Earth Wind 

d Fire, George Benson, Tom 

Ott, Al Jarreau and Kirk Franklin. 

e Gefell M930 is a wonderful 
unding mic that has given me 

eat results on acoustic piano, 

oustic guitars, 
rcussion and 

urn overheads. 

e low self noise 
o makes it a per-

t choice in situa-
ns where wide 
namic range is 

issue. I call it my 
gant workhorse!" 

ve Bottrill - Peter Gabriel, Deep 

rest, King Crimson, Robbie Rob-

son,Tool, Silverchair,Tony Childs, 

ni Mitchel, Trey Gunn, Youssou 

Dour, Kid Rock, Roger Eno and 

e "Philidelphia" soundtrack, 

r vocals, the Gefell UM900 is warm, 
en and very robust. The control al-

makes it flexible. 

works well on per-

ssion and acoustic 
struments, all the 

ile retaining the 
r and presence 

at one expects 

m a large dia• 

ragm microphone-

Get Rea 
Real History 

M930 matched stereo pair with 

SH93 X/Y bracket 

1 
Since 1928, Gefell has led the world in microphone technology, starting 

with the world's first condenser. In 1935, the remarkable M7 capsule 
was introduced. That led to the legendary sound of the U47, the U49 

and in 1957, the UM57 - the first 

ever multi-pattern microphone. 
Today, Gefell continues the 
tradition under the direction 

of Mr. Kühnast Jr. with the 

original M7 capsule featured 

in the UM75 and UM92.15 

tube microphones. 

Real Quality 
Georg Neumann with Chief Engineer 
Mr. Kühnost Sr. - circa 1933 

Quality comes with the desire to do it right. For over 75 

years, Gefell has built microphones by hand in order to 
achieve the highest standards possible. From the preci-

sion machining of raw 

metal stock to the 

hand-stretching of 

each diaphragm and 
individual testing of 

each microphone in 

an anechoic chamber, 
Gefell sets a standard 

that is simply higher 

than any other. 
2004 - Hand-drilling an M930 back plate 

Real Innovation 
Introducing the M930 - the most ad-

vanced condenser microphone made 
today. Compact for easy placement, the 

M930 features a full-size 1" diaphragm 
mounted on a triangulated pedestal to 

diffract body reflections away from the 
capsule and minimize acoustic field dis-

turbance. Inside, the M930's optical power 
isolation lowers self-noise to a mere 7dB 
while providing 80 Volts to the capsule for an 

unprecedented 142dB signal handling. The re-

sults are stunning: that 'big bold German sound' 
without compromising sensitivity, articulation or 
tonal structure. No other microphone comes close. 

Gefell is the Real Thing 

GOO 
the original hand-made German microphone 

IBUTED BY C TEC - CABLETEK LECTRONICS LTD. • 1638 KEBET WAY. PORT COQUITLAM BC V3C 5W9 TEL 604-942.1001 FAX: 604-942-1010 EMAIL: infoûgefell-mics.com ri 
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nni\e/ 
Rhythmicronics: Processed Percussion 

Contact: Sony, www.sonv.com/ 

mediasoftware  

Format: CD-ROM with 16-bit/44.1kHz 

Acidized WAV files 

Price: $39.95 

Think " percussion-collides-with-Native-

Instruments'-Reaktor-in-a-studio-with-

lots-of-signal-processors," and you get 

the idea. Or, think of Rhythmicronics as 

"percussion-meets-sound-design," as 

these are highly crafted and nuanced 

loops. 

There are 15 folders with 262 loops 

(461MB total) that have surprisingly 

descriptive names: Ethnotronic, Elektro, 

Glitched, Minimalism, Darkwave, etc. 

You'll also find 3.5MB of one-shots, and 

11.6MB of promotional loops from 

other Sony libraries. 

The audio example at www.eama_g.com 

gives a good idea of the CD's flavor, but 

what's not obvious is that the example 

was thrown together in about 30 min-

utes. As one DJ said to me, " Choose 

good loops, because then no matter 

what happens, you can only fall so far." 

These loops are sufficiently interesting 

that you can just sort of toss them 

together, and they land on their feet. 

I wouldn't choose Rhythmicronics as 

a complement to primarily acoustic 

music unless it had an experimental or 

world flavor. But these loops can add 

that same experimental flair to dance, 

hip-hop, and other more electronic 

genres by imparting variety, interest, 

and complexity to what might otherwise 

be static-sounding grooves. 

It's also worth noting that these are 

loops with " personalities." For most 

music, they're probably best used 

sparingly as ear candy. But because they 

are so carefully crafted and internally 

consistent, they can even slide into very 

sparse arrangements. 

In any event, one thing's for sure: 

This one gets copied over to my hard 

drive, because I'll be using it a lot in the 

future. — Craig Anderton 

r illbruck coustic 

The R ults 
Are Clear 

Capture precision sound tailored to your needs and 
budget. Since every recording environment is different, 
illbruck offers a range of innovative acoustic solutions 
—plus the expertise to maximize sound quality in your 
unique space. We feature SONEC products made 
with willtee a fire-resistant material that's easy to 
install and easy to move if you do. 

Make a sound decision and call us at 
1-800-662-0032 or visit 
wwvv. I Ibruck-acoustic . com/eq 

0 2008 Illbruck acoustic. lie. Al rights reserved. 

SONIC CIRCUS 
Serious Studio Infrastructure 

The most comprehensive selection of recording 
equipment in the world. 

www.soniecireus.com 

1-888-SC4-GEAR -4.,e SONIC 
CIRCUS 
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Session II 

ENTRY DEADLINE 

12.15.06 

ToZNTER 

egeK. 

SONGWRITING CONTEST 

Categories 
Rock World 

Gospel/Inspirational 

Hip-Hop Children's Electronic 

Pop Folk Rhythm & Blues 

Jazz Country Latin 

Awards and Prizes 
S20,000 for the MazeII Song of the Year 

$60,000 in EMI Music Publishing Contracts 

S120,000 in Project Studio Equipment 

12,000 Custom CDs Courtesy of Disc Makers 

Open to Songwriters and Bands 

- - 
your original song(s) fill out this application and....jue tAmiu‘-e. 

CHECK ONE. LI SESSION I I=1 SESSION II 

NAME 

ADDRESS 

CITY 

APT. 

STATE ZIP 

PHONE ( ) AGE 

EMAIL 

SONG TITLE 

CHECK ONE: D LYRICS INCLUDED CI INSTRUMENTAL COMPOSITION 

CIRCLE ONE (IF PAYING BY CREDIT CARD): VISA MASTERCARD 

CARD 0 

EXP SIGNATURE 

Make your check or money order for $30.00 per song payable to: 
John Lennon Songwriting Contest 

Check one category only 

rock world gospel/inspirational 

O children's 

rab jazz 

electronic pop folk 

country latin hip-hop 

Maul your entry to John Lennon Songwrrting Contest 

180 Brighten Road Suite # 131 

Clifton, NJ 07012 

Each entry must consist of: 
II Completed and signed entry form (or photocopy). 

All signatures must be original. 

• CD(s) or audio cassette(s) containing one song 

only, five (51 minutes or less in length. 

• Lyric sheet typed or printed legibly (please include 

English translation d applicable). Sheets not 

required for instrumental compositions. 

II Check or money order for S30.00 per song (U.S. 

currency only) payable to John Lennon Songwriting 

Contest. If paying by credit card, $30.00 per song 

will be charged to your account. 

Please read au rules carefully, and then site your name in the 

space provided. If entrant is under 18 years old, the signature of 

a parent or guardian is required. 

4 Each song subrnitted must be contestant's ongoal work Songs may not 
exceed five (5)rnonutes In length. Songs may have mulltple co•wnters, but 

please desgnate one name only on the application. Credadard may subs. 

as many songs in as many categories as harde wishes, but imok why roguing 
a separate cassette, CD, or Mm Me, hdry form. yrin sleek sad Pagano be.Ona 

deck « mom order ter muMple entritercattgories is pomaded. (Entrance 
fee is non-refundable JLSC h not responsible for late, lost damaged. 

misdirected. postage due stolen, or rnisappropnated entnes The JLSC 

is not responsible for faulty Me uploads accompanying online entnes 
2 The John La-non Songweng Canteen...au 2 separate Contests 
deng 2006 - Sesson I and Sessen II. Twelve ( 12)&8. Prk'e ertwo3 ronpo 

frwn each Seem, lc. Men each category) we rearm S5.030 In project 

stele egtçrnent frwn RolandrEdircl. AeSo-Technea and Beat Mare 
Gratas aid a $5C0 aft miff cafe horn MuswansFrred.com. The 12 Grand 

Pnze Winners sr 13.'1 Sesson vet go head-to-head n an crine vogig 

• 
Sponsored by: III maxell 

EDIROL— iGuitar audio-technica , Musician's Friend 

crimper,or to beame the tenon Awed Winne It tee reggae>. 

cadegcry. The 12 Lennon Awed Meters all retake a S5030 EMI Me. 
Realevng Contract and 1 .000 CDs rdull cola. premsen 6-panel Pepe.. wcrth 

S1.990 cane. or Deonakers. lhrly-sh (36) Fnerets horn ea. Searon wi 

naerre$1C0 grft certrf.t. hen Muracacfnend.com. One ( 1) Lerron Awed 

wneng song wit racer.. Apple Power Mac G5, Creme Copey and $20003 

for the -Song oft. Yee" courtesy of Maser 

3. Contest is open to amateur and professional songwrrters. Employees of 

JLSC. their famthes. subsidenes, and affiliates are not ehglble. 
4. Winners will be chosen by a select panel of ludoes comprIsed of noted 

songwrrters, producers, and music industry professionals Songs will 

be judged based on melody, composition and lyncs (when aPPlicahl. 
The quality of performance and production will not be considered Pnzes 

will be awarded Kandy to all authors of any song: drama, of tan,es is 

responsibility of winners Void where prohibited All federal, state and 

local laws and regulations apply. 

5. Coe (1) band vell te ...led by WARPED TOUR '07 atone:ea to tar and 
perform for one week On WARPED TOUR .07. Peterance all bnmieealend 

6. Wanner, isql be nested by marl aryl mtst sIgn and retwn an affidavit of 
elvabety/recorchognghts/publedy release wen 14 days of rotification date 

The enclave volt slate that vane,. song Is Dragnet wok and hershe holds 
all nets to song. Felure to egn and reten such affidavit wehn 14 days 

e prove+err of falq.naccurate ntenhaton thereon vell result n Immediate 
esqualification and an alternate wanner well be selected Affelaints of winners 
under 18 years of age at tune of award must be countersignhl by parent e 

legal guard. Midair,. subeect *oven... by .JLSC and rts agents Entry 

constrestes perriusaon to use earner's names, lekenesses. and veces for 
future ad...hang and publerly purposes wrtout  a:Memel compensator, 

7. CDs, cassettes, and lyncs will not be returned. 
8. Wham Announcamerilic Sessoon I announced on September 1. 2006, 

Session It announced on March 1. 2007. Announcements will be posted 

on ilsc com 
I have read and understand the rules of Me JONI Lennon Songnerling Contest and 
I accept Me terms and conch.. of parhcipation ( II entrant is under 18 years old, 

the egnature of a parent or quarden o required / 

Sognature Date 

—7) DISC MAKERS 

e sonicbids 
"Lennon" and "John Lennon" are trademarks of Yoko Ono Lennon. All artwork 0 Yoko Ono Lennon. Licensed exclusively through Bag One Arts, Inc. Design: Baree Fehrenbach 



CREATE FRT DIGITAL AUDIO 
WORKSTATION MIXES 
Put some analog 

By Ken Walden 

The main goal behind engineering is 

to make music sound great, and to 

communicate the artist's sonic vision. 

Judging by the people with whom I've 

worked, " tone" is of major impor-

tance to the majors. Carlos Santana 

won't record unless his tone is right: I 

heard him say it's like trying to walk 

in bad shoes. James Hetfield from 

Metallica once said " tone is every-

thing" as I showed him some of the 

newest plug-ins. 

So does the ultimate tone lie in ana-

log or digital? These days, fewer people 

are talking about analog vs. digital ... 

for all intents and purposes, digital has 

won. But recently, I had an interesting 

experience regarding this debate. 

I was hired recently by Neil Young's 

studio, Redwood Digital, to help transfer 

an old 16-track 2 tape (played off a won-

derfully maintained Studer machine — 

arguably the best tape machines made) 

through some very high-end digital con-

verters into ProTools for mixing. I've known 

Redwood Digital's engineer for years, 

and he knows I'm very comfortable with 

analog technology from my early days at 

the Plant Studios in Northern California. 

He asked me to manage the transfers, 

so I found myself in front of a wonderful 

old Neve console with a fantastic Neil 

Young recording coming down the 

channel strips ... a " best of the best" 

analog situation. 

Fig. 1: High-quality, third- party EQ plug- ins can make a huge sonic difference. 

pounds on your digital 

So how did it sound? Amazing, huge, 

warm, spacious — all of that. But before 

you stand up and proclaim " I knew ana-

log was better," note that this is the best 

analog money can buy, with material 

recorded by top engineers, and they 

have very talented techs keeping this 

gear running (which is no easy job). 

Compared with a $3-5k digital audio 

workstation system, does it sound bet-

ter? Yes. But how much of the difference 

really matters? I would confidently say 

not a whole lot, and you save hundreds 

of thousands of dollars by going the digi-

tal route. You'll also save hours when 

recalling mixes, and you can wave good-

bye to spending 45 minutes to calibrate 

your 24-track machine every time you 

throw on a new reel of tape. 

So let's talk about how to make the 

best of digital, and get that big analog 

sound in your digital world — and yes, 

there are ways. Digital is fantastic in 

many aspects; let's talk about ways to 

make it thump. 

CORPULENT BEGINNINGS 

The first step toward a fat mix starts 

with great tracks. Not only do you need 

the right mic, but a quality preamp is 

crucial. (Don't skimp on this; the preamp 

is crucial.) Next is someone who can 

really play or sing, and last is a high-

quality recording system, which is pretty 

easy to come by these days. I wanted to 

mention this first because too often 

mixes 

people don't take the time to get their 

tracks sounding good in the first place, 

because they believe they can edit them 

into something good later on ... it 

doesn't work that way. 

PUT ON THE POUNDS 

WITH FAT EO. 

Not all EQs are created equal — no 

way — and you owe it to yourself to try 

some third-party EQs when it's time for 

serious mixing. Talk to someone you 

trust about recommendations, or at least 

check out EQs from McDSP, URS, and 

Sony ( Figure 1). These are a few of the 

companies that make outstanding EQ 

plug-ins, and this alone can make a huge 

difference in a mix. When you hear a 

slammin' EQ, you will know it: Every 

twist of the virtual knob will offer new 

and exciting variations on a track. A 

good-sounding EQ makes life easy; just 

twist and smile. 

From there, use your ears to decide 

which type of EQ you like. I might like a 

Neve-esque EQ, whereas you might pre-

fer something similar to an API, or a 

transparent EQ ( Neve and API mixing 

consoles have a distinct tone). Also gear 

like SSL consoles, Pultec EQs, 

UreifTelektronics/Universal Audio com-

pressors, and the like are common in big 

studios. Use these toys, and you will 

understand very quickly why so many 

top engineers rely on them when creat-

ing hit tunes. 

EQ AUGUST 2006 www.eqmeg.com 



Professional CD le - 
manufacturing: 
Its Hot fast food. 

Your prized CD project can't be handled like a " drive through" operation. You need it 

crafted to your specifications, with unusual care, by real artists and real experts. 

That's an important difference that Oasis has strived to offer musicians on every project. 

No matter how large or how small. For fifteen years running. 

And when we've completed your project—when the pristine sound reproduction, 

printing, and other painstaking details are all in place—the benefits of being an Oasis 

client have really just begun. For example, it's a tremendous advantage to place your 

music in the prestigious OasisSampler radio promotion program—an exclusive and 

automatic benefit of working with Oasis. Your favorite track from your CD will be 

delivered directly to around 500 of the most relevant radio stations in your pinpointed 

musical genre—and to our private list of highly connected industry insiders, people who 

can make a real difference in your career. 

The feedback from these promotional endeavors has been remarkable. Our clients are 

repeatedly contacted by radio stations, booking agents, and industry insiders asking 

for more material, and some have landed extremely lucrative deals—like our client 

whose music was recently purchased for use and played under the credits on Deadwood, 

HBO's runaway hit series. 

But the Oasis Sampler is only one of a baker's dozen of interrelated Tools of 

Promotion (TOP). All of our TOP services are designed to help independent musicians 

jumpstart their careers. 

Ask your friends. Ask around. Or just pick up the phone and talk with 

one of our famously friendly Client Advisors. Call (888) 296-2747 or 

email advice@oasisCD.com and let us know how we can help. 

Sincerely, 

Micah Solomon, President and CEO 

.0A sig.] 
CD MANUFACTURING 

oasisCD.com 

(888) 296-2747 

info@oasisCD.com 

BBB 

Oasis is the only national disc 
manufacturing company certified 

by both The Better Business 
Bureau and BBBonline. 

• 

INCLUDED WITH YOUR CD or DVD PROJECT—THE OASIS TOPT" TOOLS OF PROMOTION: 

Your Music on an 

OasisSamplerTM 

Distributed to 

Radio Nationwide 

Galaris/Oasis CD-ROM 

with 14,000+ Music 
Industry Contacts 

Distribution for your CD/DVD: 

ITunes Music Store 

amazon .00m 

MIR MR" 

BORDE RS.com 
Waldenbooks:cons 

A Full Year of 

Electronic Press 
Kite Service and 
Exclusive Live 
Performance 

Opportunities: 

isonicbids 

SoundScane, 
Music-Career 
Software, Retail 
Cases, Barcodes 

FREE VVebsite 
with the features 

musicians need! 

1.• ' 

YOUR OWN WEBSITE 
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CREATE FRT DIGITAL AUDIO 
WORKSTATION MIXES 

", ME, Nome 

t t (11 111, erei, 

or-mau • an ""* 

Fig. 2: A high-pass filter passes frequencies 
above a particular cutoff frequency, which can 
help clean up muddy bass in your mix. 

Outstanding mixes often use a variety 

of EQs and compressors, which is why 

most " big" studios have outboard racks 

with this kind of equipment. Nowadays 

software companies have done outstand-

ing emulations of these classics, so it is 

relatively inexpensive to cover an entire 

mixer with a number of excellent EQs. 

Many of these plug-ins ( like those from 

McDSP and Sony) emulate several differ-

ent EQs in one plug-in, resulting in a set 

of very powerful mixing tools. 

CHUBBIFY THE LOW END 

First, less is indeed more: Roll off the low 

end on most of your tracks using a high 

pass filter ( Figure 2). This gives some 

space to the tracks that are supposed to 

be the main focus of your mix's low fre-

quency region (e.g., the kick and bass in 

the case of rock/pop/rap/R&B). If you 

push up the bass on all your tracks, your 

mixes will get muddy really fast. One of 

analog's great " features" is that it rolls 

off the bass at a higher frequency than 

digital, which helps tighten up the low 

end. SSL consoles don't pass much 

below 30Hz, and most mastering engi-

neers will roll off everything below 

30-38Hz anyway. 

Second, you need to hear the low end 

correctly, so you know what you're doing 

when tweaking your tasty EQ plug-ins. 

EXCEI " MIN tit=1 

E 

Fig. 3: Sony's Transient Modulator takes the 
sting out of excessively spiky attacks. 

Part of this requires a speaker system that 

can actually reproduce significant low 

end: Why do you think most major studios 

have big soffit-mounted speakers with 

two 15' drivers on each side? Please 

don't try to do all of your mixing on tiny 

speakers, then think you're going to be 

able to know what's happening in the 

bass; get a sub or multiple subs. Besides, 

it's a lot more fun to work when you can 

really hear and feel the bass. 

Third is the biggest problem by far: 

room design and proper bass trapping. 

The topic is way too deep to get into 

here, but suffice it to say that if you don't 

treat your room properly, you will be 

extremely lucky to get decent bass, or 

even a good mix in general, out of your 

studio. [Editor's Note: For more informa-

tion on room design, check out the 

author's instructional OVO titled Modern 

Recording and Mixing.) 

ADIPOSE ATTACK 

Another difference between analog tape 

and digital recording is how each technol-

ogy reproduces attack transients. Digital 

is very accurate, which is both good and 

bad. Analog is less accurate, and the good 

aspect here is that it will often smooth 

out nasty transients or spiky peaks in a 

signal, whereas digital reproduces those 

signals accurately. This can sound espe-

cially nasty on instruments like drums and 

acoustic guitars. If you have a track with a 

percussive edge to it and it sounds a bit 

annoying or " pingy" (you know, when you 

flinch a bit upon hearing the track) this 

could be the reason. 

Plug-ins to the rescue ... try the Sony 

Transient Modulator plug-in (Figure 3). This 

lets you adjust how much attack there is 

on your tracks, and is fantastic for getting 

rid of nasty percussive peaks. Just insert 

it in a track, then move the " ratio" slider. 
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Fig. 4: Can a digital sing the analogs7These plug-
ins can. 

Sony did a great job filling a gap in me 

plug-in world with this extremely powerful 

tool, it's a must-havo in my book. 

Tape saturation/analog omulation plug-

ins are another option. Two of my favo-

rites are McDSPs Analog Channel and 

Crane Song's Phoenix (Figure 4). These 

emulate that smoothness referred to 

earlier. Download the demos and check 

'em out . . but listen closely, this is a 

subtle effect. 

PLUMP UP YOUR 

SAMPLE RATE 

Working at 88.2kHz and 24-bit sounds 

better than lower sampling rates (44.1 

and 48kHz), and the mixes convert 

down to 44.1 kHz (for CDs) better than 

96kHz. This was confirmed unanimously 

by a half dozen top engineers during lis-

tening tests conducted at both 

Skywalker's scoring stage and Fantasy 

studios. I've also talked to Several 

Digidesign Product Specialists who 

conducted similar tests all over the 

vvorld, and reached the same conclu-

sion. In general 176.4kHz (or 192kHz) 

was found to be not beneficial enough 

to justify restricting the track count and 

power available for plug-ins. 

Ready to get fat? I hope this informa-

tion helps take your mixes to the next 

level. With the proper skills and some 

carefully selected plug-ins, you too can 

achieve analog-type sound quality in the 

digital world. 

Ken Walden is President and Founder of 

Secrets of the Pros, Inc., a company 

that produces training DVDs for the 

audio production industry 

(www.secretsoftheoros.com). He is also a 

producer, engineer, mixer, and 

songwriter. 

Revealed 

-ear Back is the best headphone 
monitoring solution I have ever used." 

Jory K Prum, Owner/Engineer 
studio.jory.org 
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Dollar 
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Steering YO,,, 

Music Career 

Clear of Lies, Cone, 

Cotostrophoc, 

and Landrnines 

,256pges,0-8/930 827-3,819.95 

hear back 
Personal Monitor Mixer System ® 

A high-power, low-distortion professional 
personal monitor mixer system for 

headphones, in-ear mOnitorS, and 

floor monitors Perfect for live, 
studio, and houses of worship. 

High quality audio. Flexible. 

Expandable. Easy to use. 

TECHNOLOGIES ® 

Moses Avalon, author of the bestselling Confessions oía 

Recerd Producer, has breached the barrier of the music 

industry's best-kept secrets with his new book, Million Dollar 

Mistakes: Steering your Music Career Clear of Lies, Cons, 

Catastrophes. and LandMirxs. Everyone knows the success 

stones of the music husiness. but Mille Dolldr Mistakes 

details some of the most expensive mistakes ever rude by 

artists and by the record executives, managers, and producers 

who've worked with stars such as Michael Jackson, Christina 

Aguilera, Madonna, Kurt Cobain, Ricky Martin, Dido, LA 

Reid, and dozens more. 

From copyright screw-ups to sheer arrogance arid lying, this 

explicit book includes tidbits such as the pitfalls of employing a 

family member and the industry's accepted levels of lying and 

thievery. Some of these mistakes are so embarrassing that the 

people involved would speak only off the record. 

www.mosesavalon.com Available at Fine Book and Music Stores Everywhere 

mBackbeat Books 

6600 Sane( Way, Gilroy, CA 95020 USA 

Phone: ( 866) 222-5232 

(408) 848-8294 

Fax: ( 408) 848-5784 

E-mail: backbeandrushorner.com 

Web  www.backbeatbooks.com 

Distributed to music stores by Hal 
Leonard Corp to bookstores by 
Publishers Group Wesl 

GP0512 
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RMPLITUBE2 MEETS DRUMS 
Amp modeling: It's not just for guitars 
By Craig Anderton 

There's a lot of excellent modeling soft-

ware these days: WAVES GTR, Native 

Instruments Guitar Rig, Universal Audio's 

Nigel, Line 6TonePort, and more — not 

to mention a bunch of fun freebies on 

the net. This time around, we'll check out 

some tricks with IK Multimedia's 

AmpliTube2 (AT2 for short), although 

many of the following tips apply to other 

modeling software as well. 

By the way, if you're into the " model-

ing vs. real thing" debate, nope, not 

gonna go there. You can make sounds 

with modeling software that no amp can 

match, and amps can deliver some 

things that modeling can't. This is the 

same principle that explains why ice 

cream manufacturers make both vanilla 

and chocolate ice cream: Some people 

like one, and some the other. Then again, 

there are the people who get a scoop of 

chocolate and a scoop of vanilla, and I'm 

definitely in that category. 

But amp modeling with drums? Well, 

AmpliTube2 isn't just about guitar and 

bass: As any keyboard player will tell 

you, a little judicious grit and really add 

character to sterile synths. And I've had 

great luck using guitar modeling on 

drums (the original AmpliTube was one 

of the " secret ingredients" in my 

Turbulent Filth Monsters drum loop sam-

ple CD). So, drum roll, please.... 

...:LONING TRACKS: ¡-

GOOD THING 

Generally, I use modelers to provide 

support for an existing drum track rather 

than to " take over" the sound. The easi-

est way to do this is to copy your drum 

track, then insert AT2 as an effect in one 

of the tracks. Varying the level of the 

straight and processed tracks lets you 

determine the intensity of the 

processed sound. 

An even more important reason for 

doing this is that while AT2 is a stereo 

device at the output, it sums stereo into 

mono at the input. As a result, the 

processed sound is centered, while the 

original track provides the stereo spread. 

This is actually not a bad thing, as cen-

tering the sound can add some real 

"body." Of course, if you add a stereo 

effect within AT2, such as delay, this 

spreads the processed sound across the 

stereo field. 

If you must have stereo processing, 

there's an easy workaround: Bounce the 

drum track's right channel to a new track, 

the left channel to another track, and 

insert an instance of AT2 into each one. 

WHICH KIND OF AMP? 

Of course, that's a matter of taste. Overall, 

distorted presets sound great for nasty 

applications, but can also add a kind of 

tonality to the drums by distorting the 

• GI , 

Fig. 1:This patch is set up with two parallel effects chains so that you can 
have two different cabinets and mikings, 

any more • • 

decays. Go to the Preset window; 

Complete Rigs > Crunch has a bunch of 

useful presets. A good place to start is 

the " Blues and More" preset, as it's 

crunchy without getting too nasty. If you 

push the copied drum track subtly in the 

background, you'll get a nice crunch that 

doesn't overwhelm the drums. 

On the other had if you have a yearn-

ing for hardcore techno, be my guest! 

"Fuzzace2" is the kind of preset that 

takes your drums back to a Belgian rave 

in the late ' 90s. 

Cleaner presets, while more subtle, 

can add body and depth. Try the 

"DarkSoloing" preset under Styles > 

Jazz for hip-hop type drums; it adds 

major fullness. 

THE CABINET 

One of the most important switches in the 

amp is the Bypass switch. This allows 

you to bypass the amp completely, and 

just use the Cabinet and Mic modeling. 

These two can add a lot of variety to 

drums, in a subtle way. 

For this application, I often use 

Configuration 2, which creates a parallel 

chain (Figure 1). I'll bypass all the effects 

and the amps, and use two different 

cabinets and mikings to create two dif-

ferent tonalities. The Level control 

toward the lower right affects whichever 

module you've chosen, so it's easy to 

Fig. 2: Envelope filter effects work really well with drums. Here, a 
drum track has been copied, with the effect added to the copy only. 
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AMPLITUBE2 
MEETS nRums 

set a balance of the two chains by adjust-

ing the cabinet levels. 

EFFECTS! COOL! 

AT2's stomp box effects can really help 

spice up the drum sounds in, uh, interest-

ing (some would say perverse) ways. My 

flat-out favorite is the Envelope Filter, 

which can sound superb on drums — 

funky, greasy, and squishy ( Figure 2). 

AT2's filter offers lowpass, bandpass, and 

highpass filtering; with drums, using LP 

mode with 24dB/ octave slope creates the 

most obvious, funky sound but try the 

other options as well. 

For ultra-percussive effects, check out 

the Noise Gate function. By setting the 

threshold really high, you can pretty much 

"A fabnioms riade to record mush," 
Marc NeikriK, Artistic Director 

Santa Fe Chamber Music Festival 

Ite premiere studio for professional musicians-
Robert Martin, tieneral Manase. 

The Lensic Perionning Arts Centre 

WORDING STUDIO In 

nuke the lower-level drum sounds, and let 

through just the loudest peaks. It's fun to 

add reverb or delay to just these sounds — 

the overall result is sparser than affecting 

all the drums. 

The Pitch Shifter is another goodie on 

drums, particularly with toms. Move the 

Coarse control around, and you'll get 

"talking drum"-type effects. Note that the 

Level control is kind of a misnomer; it's 

more of a wet/dry control. If you're using 

the Pitch Shifter in a copied track, turn 

Level up all the way so that you hear the 

pitch shifted effect only. 

Considering how great the Pitch 

Shifter sounds, you might expect the 

Harmonator to be even better. Although 

the Harmonator is indeed more flexible, it 

isn't really as predictable with drums. But 

it does do some really bizarre things if 

you're into inoie experimental sounds. 

AUTOMATION 

I mentioned moving the Pitch Shifter's 

Coarse control, but of course, you don't 

want to have to do that every time you 

play the track. Fortunately, just about 

everything can be automated using stan-

dard VST automation protocols (i.e., set up 

to record automation, and tweak the con-

trol). However, there are a few fine points 

involving automation. 

AT2 does not respond directly to MIDI 

control; in other words, you can't do some-

thing like invoke a " MIDI learn" function 

for a particular parameter, then move an 

external pedal. The workaround is that 

with some hosts, you can tie a MIDI con-

troller to the host's automation. For exam-

ple, in the Sonar 5 ( Producer Edition) 

Console view, there are four sliders for 

each inserted channel effect that can be 

assigned to particular parameters, and 

these sliders can in turn can be remote 

controlled via MIDI. This allows for 

"hands-free" parameter control, which is 

important for guitarists. 

It's also important to note that an 

effect can be automated once in each of 

thé two " rigs" (A and 13). If you insert two 

instances of the same effect in the same 

rig, only the first one can be automated. 

DRUM FUN 

I could go on, but I'll spare you some even 

stranger options. There's a lot you can do 

with guitar processing and drums, and AT2 

is just as happy bending your rhythms as it 

is a guitar or bass ... check it out. 
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by Craig Anderton 

Allow drum loops and similar material to follow tempo changes. 

Cubase SX offers many ways to time-stretch material; adding Hitpoints is a process like 

Propellerheads' ReCycle program that works best with fairly sparse, percussive material (drum loop, bass line). It 

separates each element in the loop ( kick, kick+snare, other hits) into " slices," which are then triggered further 

apart for slower tempos or closer together for faster tempos The advantage over other stretching methods is 

that the audio is untouched by DSP unless you need to invoke the "Close Gaps" function (described later). 

anetime Pr ccessng 

evanced 

Open a loop in the Sample 
Edam by double-clicking on it, 
then select the AudioTempo 
Definition Tool. 

Enter the Time Signature and 
number of Bars/Beats in the 
toolbar. Cubase calculates the 
loop's tempo automatically. 

Go Audio > Ilitpuints > 
Calculate Hitpoints 

Move the Iiitpoint Sensitivity 
slider so that each transient 
has a hitpoint ( indicated by a 
line with a triangular handle 
at the top), or at least comes 
as close to that ideal as 
possible — we can edit 
these later. 

You'll probably need to edit 
the hitpoints with complex 
loops, so click on Hitpoint edit. 
The cursor turns into a 
speaker; click within a hitpoint 
"slice" ( it turns blue 
temporarily) to hear whether 
it's a single, discrete sound. If 
not, it's time to edit hitpoints, 

To delete a slice, hold the 
Alt/Option key, position the 
cursor over a slice's triangular 
"handle" so that an X appears 
(as shown), and click.To add a 
slice, hold the Alt/Option key, 
position the pencil cursor just 
before an attack transient, and 
click.To move a slice, click on 
the handle and drag it. 

Audition all the slices and if 
each is a single, discrete 
sound, go Audio > Create 
Audio Slices from Hitvoints. 
This closes the sample editor, 
arid converts each slice into a 
separate midi° clip 

•• •••• •••• 

To have the loop follow tempo changes, make sure the track's Musical 
Timebase ( note symbol) is active in the Inspector. 

If slowing down the loop results in audible gaps, set the desired project 
tempo, then right-click on the selected clip or track and go Advanced > Close 
Gaps. Another possible solution is to add automatic fade outs by choosing 
the Process > Fade Out function instead of, or in addition to, Close Gaps. 
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by Craig Anderton 

Repeat sections of a song so you can play over them and practice. 

Reason's NN-XT sampler can load just about any file that will fit in your 

available RAM, including entire songs. And because you can set a sample start/loop start point and do 

looping, you can repeat any section within that song, turning the NN-XT into handy practicing tool if 

your main digital audio recorder isn't available or is otherwise tied up.The following assumes you've 

created a Reason rack with an NN-XT feeding the audio out. 

Fe. re-en 
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00P ENCI 
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L OOP END 
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AT MODE LO KEY 

PITCH OIENLI ROPHIE 

Loop End. 1642648 frames 

In the NN-XT, click on Load 
Sample, navigate to the song 
you want to piactke with, 
then click on "OK" The sample 
grow sits within the NN XT, 
with its root note at C3. 

Go to the sequencer and 
switch to Edit mode by 
clicking on the Arrange/Edit 
button. 

Select the Pencil tool, then 
draw a note at C3 that's long 
enough to last the entire 
length of the song. 

Double click on the Stop 
button ( circled in yellow) to 
send the Play cursor to the 
beginning of the sequence; 
click on theTransport Play 
button, and you'll hear the file. 

Set the sample Start point for 
where you want to be 
practicing, and edit the Loop 
Start control to the sen'ie 
value. 

Set the Loop End control for 
where you want loop playback 
to end. 

Set Play Mode to FW-Loop 
(forward looping). 

Repeat Step 4 to hear the 
looped portion repeat over and 
over and over and over and 
over and . 

This technique is really handy if the vocalist wants to practice 
singing while the guitarist is doing overdubs — give the singer a 
laptop, a set of phones, and a premix of the file. 
The NN-XT accepts WAV or AIFF files, 16- or 24- bit ( but not MP3). 
Note that you always have to return to the sample start to begin 

playback; you can't start in the middle of the sequence, as the NN 
XT would miss the initial MIDI note- on. 

If the pitch is a little off compared to your instrument, rather than 
retune your instrument, just change the file's tuning with some 
pitch bend. 
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by Craig Anderton 

You know the old joke — Question: How do you get a guitarist to shut up? Answer: 

Put sheet music in front of him. 

Which maybe explains why tablature, which shows note fingerings on a 

symbolic guitar neck rather than standard notation, is popular with guitarists. Sonar 5 can generate 

tablature from MIDI data; here's how 

Lyics Alt.8 

Lag> Expter Alt. 1 

•'. Coracle 
Fari 

.61..gfa 
E.,rati Peck 

Acoustic be meo 
gums - Re, "al 

5 • jdçdrum 2 en Time 
markers 

lerfln,1111111111011111111111 

r 
Snow.r.Eve. 

3 

1 ..13hAr.V.W11.9L---
2 • raglan 
3 • Acoustic b 
4   
5 • PJt, 

PJt+6 

iii 

le 

„ 

o   

Staff - Aeoultic Lespes 

noo REM írti Eila lI 

an anacumenum 

Nerjer I ahlati re 

Track 

Method 

Finger Span 
MIDI Channel 

1st Channel Number of Frets 21 

OK 

Help 

X 

Select a IVIIDI track ( click on its 
track number), then go View > 
Staff ( Alt- 7) 

After the notation appears, 
click on the Layout icon ( or 
type " 11. 

In the Staff View Layout 
window, choose the clef ( Bass 
or Treble), then check the 
"Display Tablature" box, and 
choose a preset. As this is a 
bass part, we'll choose " Bass 
— Standard 4- String." When 
you've entered all the values, 
click on " Close" 

Although tablature appears 
under the staff notation, the 
fingering may not work with 
real-world instruments and 
players. To fix this, first select 
(i.e., draw a marquee around) 
all the notes in the track to 
select them. 

Click on the drop-down menu 
to the right of the Staff Layout 
icon, and select " Regenerate 
Tab." 

Choose " Fixed," and specify 
the " Finger Span" (the total 
number of frets your fingers 
may need to stretch) as 4. 
"Lowest Fret" is 0 if you're 
playing on the lower part of 
the neck. A small red outline 
appears around the section of 
the neck where the notes will 
be played. Click on "OK," and 
the tab should be properly 
regenerated. 

Between Step 1 and 2, type " V" if you also want to see a virtual guitar neck. 
To voice notes higher on the neck, set " Lowest Fret" ( last step) to a higher number. 
If there are problems in translating to tab, check for doubled notes. Sonar knows a 

guitar string plays only one note at a time, so it will try to play the same note on two 
different strings. 
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_Duitar Trax 
by Michael Molenda 

CHOOSING VOUR \\JERPON 
Cool tools for hot tones 
Like it or not, the recording industry has reached an era of 

sonic anarchy where the public's definition of a "good" 

sound can include just about every kaboom, clatter, and 

snap imaginable. On every medium from radio to iTunes, 

you can hear massive hits adhering to supreme measures of 

old-school audio quality, as well as lo-fi platinum smashes 

that sound as if they were recorded through a Playskool 

"Record-A-Sound' This aural free-for-all is very much in play 

during the quest for striking guitar tones, as Jack White's 

punch-drunk squall can excite just as much awe and envy as 

Alex Lifeson's exquisitely constructed textures. Furthermore, 

option anxiety is often exacerbated by, well, all the options 

available to those attempting to document guitar sounds: 

mics, modeling processors, direct boxes, and more. 

So, given all this, how do you approach actually getting 

something on tape or disk without collapsing into spasms of 

self-doubt? As with most multi-layered challenges, breaking 

down the core activity into bite-size conceptual chunks can 

save you from blitzkrieging your neural network. Here's how 

I typically deal with the tools and theory of documenting 

(hopefully) groovy guitar noises. 

PRODUCTION STRATEGY 

There are two basic steps for conceptualizing guitar sounds. 

First, don't assume that you have to develop a guitar tone 

from scratch. Beatles engineer Geoff Emerick always advo-

cates trusting the guitarist. 

"Obviously, the guitarist's input is there with his sound 

and the way he's playing," the studio legend (and author of 

Here, There and Everywhere: My Life Recording the Music 

of the Beatles) told me a while back. " Not only do I accept 

that, but I feel it's up to me to capture what the guitarist is 

doing. I don't want to interfere with what he likes — that 

would be the infiltration of a producer trying to be the artist. 

I like to draw as much out of the artist as possible, and if it 

sounds quirky — good. Make the most of it" 

Second, ensure that the sonic path you take supports 

the song's atmosphere. Study the groove, the lyrics and tim-

bre of the vocalist ( if applicable), the band's energy, and the 

instrumentation to determine whether meaty, punchy, or 

shimmering guitar sounds (or any combination thereof) will 

fit evocatively into the mix. 

MIC MOVES 

The ease of digital modeling has made it a pain in the ass to 

set up, audition, and position microphones, but putting an 

amp and a good mic or two in an interesting acoustic envi-

ronment remains, to my mind, the hippest way to document 

a guitarist's sound with all its vibe and energy. This isn't 

about pristine isolation, so experiment with mic positions 

that capture the optimum combinations of amp sound, sig-

nal reflections, groovy phasing anomalies ( if you employ two 

or more mics), and room characteristics. (Just think about 

how many classic guitar tracks resulted from live-in-the-stu-

dio performances where every sound in the room bled 

through the guitar mics, and vice-versa.) 

On " Rock Star" — a track I recorded for Deirdre Jones 

that made the soundtrack CD of Top Cow's " Proximity 

Effect" comic — the über-snotty intro-lick tone is basically a 

Les Paul through a Vox wah and a Marshall JCM 900 combo. 

(Hear the song at www.mvsoace.com/michaelmolencle.) But 

the spittle factor was intensified by positioning the amp in 

front of a picture window, and positioning an AKG C414 five 

feet from the glass at a 45-degree angle. I also crammed a 

Shure SM57 into the amp's open-back cabinet, and miked 

the speakers from behind. My view: If you're just gonna 

stick a mic in front of a speaker, you might as well use a digi-

tal amp model.The fun of miking is either nailing how the 

guitarist sounds " live," or discovering how different rooms 

and mic positions produce distinctive and surprising tones. 

DIRECT INJECTION 

Sometimes, the absence of ambience is a cool way to 

document the subtle phrasing of the player, as well as the 

guitar's minute tonal details. For the verse lines on "The Rarest 

Thing" from Eva Jay Fortune's " Suspiciously Blue" (also on 

my myspace page), I plugged a Guild X-160 hollowbody into 

a Danelectro echo (for a hint of slapback), a Jensen JD-1 

direct box, and then directly into the board. The clean tone 

commands space, without interfering with the vocal. 

SUPER MODELS 

Modelers are excellent tools for getting great guitar sounds 

very quickly, and, due to digital parameter controls, many of 

these devices allow precision tone sculpting that typically 

can't be matched by futzing around with mics or going 

direct. Having said that, I love blending miked tones with 

modeled sounds to produce fat, punchy sonic layers. Jones' 

rhythm guitars on " Rock Star," for example, are a combina-

tion of a miked Les Paul/Marshall combo and a dry 

"Rectifier-style" model from a Line 6 PODxt. I also dialed in 

her flanged, third-verse counterpoint line using the PODxfs 

equalization controls to " thin out" the tone enough to fit 

the effected snarl into a dense mix. For squeezing textures 

into tight spectral spaces, few options beat the sonic con-

trol of modeling. 

GETTHERE! 

Whatever tools you choose, experimentation is the killer 

app. You don't have to invent a " new" guitar tone (although 

that would be cool), but you should aspire to track a sound 

that wakes up a listener, rather than document a sound 

they've heard a gazillion times before — even if you're mere-

ly " polishing up" the guitarist's natural tone. Any tools can 

get you there. The trick is making sure that what you're 

doing actually means something. 

Michael Molenda is a seminal San Francisco 

punk, multimedia artist, and producer who has 

recorded tracks for everyone from NASA to 

Paramount Pictures to various major and minor 

labels to hundreds of bands you've never heard. 

He currently co-owns Tiki Town Studios with producer Scott 

Mathews, and is signed to MI5 Recordings. 
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Got tube? If one of these babies goes, better have a replacement handy to keep your 
session from grinding to a halt 

by Phil O'Keefe 

VDU \\JFINT GOOD SOUND? 
GO TO THE SOURCE 
All the processors in the world won't help 
if the fundamentals are lacking 

I've always felt that getting a good sound isn't just about 

plug-ins, tweaking, or editing: It's best to start at the 

source. By that, I mean: 

• The players and their parts 

• The instruments themselves 

IM The room, or other environment in which they record 

Sure, if you're good at editing, you can comp and edit until 

something works. I'm certainly not against using any tool in 

the toolbox when appropriate, but if you start with a great 

performance, done on a good (or at least " appropriate for 

the sound you're after") instrument in a good acoustical 

space, you'll nearly always end up with more satisfying 

results than if you have to assemble and manipulate. 

For that reason, I've also spent a fair amount of my 

finite gear funds on instruments and amps. In a perfect 

world, artists and clients would provide those for us — 

but that's not guaranteed. Taking matters into your own 

hands can at least give you some options, and in 

extreme cases, save a lot of grief. 

BEFORE THE DRUM TRACK: 

THE DRUMS THEMSELVES 

For example, last year I purchased a studio drum kit. 

I'm not really much of a drummer, so it doesn't benefit 

me directly. But I've seen enough crummy kits come 

through my door that I figured it would be a good 

investment, and it really has come in handy. No matter 

how many times you tell clients the importance of 

good instruments and having a pro-level setup job done 

on them before they come in to record, it seems that 

some people just don't get it. And going back to my 

"sound sources matter" philosophy, you can either 

bang your head against the wall trying to make a sub-

standard kit sound decent, replace all the sounds with 

a program like Drumagog (and the client probably 

doesn't have the budget for you to spend all that time 

anyway), or be proactive and have a good drum kit at 

your beck and call. 

Additionally, as my friend Lee Flier likes to say, having 

a kit on hand is groat " drummer bait." It can be a lot easier 

to get local drummers to come over to your place to lay 

down tracks if all they have to carry over is a cymbal bag 
and an alternate snare or two. 

THE STUDIO DRUMS EMERGENCY KIT 

Even if you decide not to purchase a studio drum set, 

keep some essential drum-related tools and emergency 

supplies on hand, such as: 

• Extra snare drum head 

• Snares 

• Moongel (a sticky, rubbery blue gel that you can apply 

to drum heads and cymbals to dampen the overtones 

a bit, or to control excessive ringing. Caution: A little 

goes a long way) 

• Gaffer's tape 

• Mallets 

• Brushes 

• Sticks of various sizes 

• Felt pads 

• Wing nuts 

IN A can of WD-40 for squeaky pedals 

• Drum key 

Items like these can make the difference between a 

problem quickly solved, and an extended break in the 

session while someone heads to he nearest store. In 

addition to the drum key, knowledge about how to 

tune drums is an important skill for a studio engi-

neer. I'm still amazed by the number of drummers 

I've met who really don't know how to tune their 

own instruments. 
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Firewire Digital Audio Workstation 
with Hot Freebies! 

PM, mom mum mum mibn mum mum mum minty 

For $1299" you get a world-class front 
end to your computer recording setup! 

Tascam FW1884 DAW with FREE AKG C2000B Mic and 
K240 Headphone plus Boom Stand and 25' Mic Cable! 

na-kary, ,s on r-redihIP sies/ cn nt-ce nf tho .o,q4i were 
throwing in an AKG K240S professional studio headphone, the C2000B studio 
condenser microphone, a sturdy mic boom stand and a 25 ft. mic cable! s th free 
shipping! The FW1884 is a professional DAW control surface and audio/MIDI interface 
that uses high-speed FireWire connectivity to deliver lightning-fast, robust perfor-
mance. NEW Version 1.30 software allows the FW1884 to send commands to soft 
synths, plug-ins and MIDI sequencers directly through its FireWire interface, adds 
GSIF-2 compatibility to function as a low-latency audio/MIDI interface for 
GigaStudio3, and improves compatibility with Apple PowerMac 
G5 computers. Order today!! 

TASCAM 

Package Only $1,299"! 
List $2,079 - You Save $779 AND get FREE SHIPPING when you order on the web • Order Item Number: FW1884PKG 

Tannoy Reveal Studio Monitors 
The best get even better! These professional 
Tannoy Reveals provide greater bandwidth, 
lower levels of distortion, more accurate phase 
control and greater input source flexibility.The 
R6 passive monitor offers 6" LE and 1" HF drivers. 
The REVEAL5A active monitor offers 5740 watt 
and 1720 watt bi-amplification. For the newer 
active digital models (R6D and R8D), a set of 
DIP switches on the rear control panel allow 
the selection of an optimum speaker response 
for real life so that the frequency response at 
the listener's ears is always as linear and flat as 
possible. A comprehensive calibrated EQ facility can be controlled 
for mid-, near- and close-field environments, with mid-band and 
high-frequency trim shelving controls. Check 'em out at www.bswusacorn. Sold as pairs. 

R6 6", Passive List $458.00 '399" pair 
REVEAL5A 5", Active 40W LF/20W HF List $ 798.00 6698" pair 
R6D 6", Active 75W LF/35W HF with digital input List $ 1258.00 1,098"pr. 
R8D 8", Active 120W LF/60W HFwith digital input List $ 1,598.00 '1,398' pr. 

Lowes1Price from $399 paid 

Audio-Technica 
AT3035 Mic 
with FREE Stand 
and Cable!! 
Buy this A-T mic and BSW 
throws in the mic boom 
stand and 25' cable for 
FREE! The AT3035 large 
diaphragm condenser mic 
has exceptional detail, high 
maximum SPL, low noise 
and wide dynamic 
range, making it per-
fectly suited for today's 
most sophisticated 
recording environments. 

AT3035PACK 
List $ 399.50 

(reirrwn only $199! 

Cakewalk 
Sonar 5   
Studio   
Recording 
Software 
SONAR5STUDIO is 
the latest cutting-
edge version of Cakewalk's 
renowned recording and 
editing software. It's jam-packed with 
everything you need to create professional 
quality music, including 31 audio and 8 
MIDI effects, 8 virtual instruments, 2 synths 
and loads of effects.This is the professional 
tool that will make your job easier and 
you more successful. Get it at BSW for only 
$299! For more on this software go online. 

**SONAR5STUDIO List $479.00 

9 7.1771111 from $299! 

i  kerrorel l 

NEW!! Edirol R-09 CompactElash Recorder 
Last year, Ediroi sold thousands of their R-1 CompactFlash 
recorder. Now the R-09 with 24-bit uncompressed recording 
and a built-in stereo mic tops the R-1.. .and everything else 
in its class! You'll want this cool portable for recording gigs, 
interviews, music performances and more. The R-09 does a 
superb job of capturing sound at either 44.1 or 48kHz sample 
rates. In addition to pure, uncompressed audio, you can 
record and play back in MP3 format as well (up to 320kbps). 
Recorded files can be monitored through the R-095 head-
phone jack and/or exported to a computer via USB. A quality 
stereo microphone is built right into the unit complete with a 
dedicated input control, mono/stereo selector, low-cut filter, 
and gain boost. If you wish to use an external microphone, the 
R-09 offers a 1/4" mic input. See all the accessories online!! 

R-09 List $450.00 

Accessories: 
SCI- 1G13 Add a 1G8 flash card $69.00 
OP-RO9C Add a small tripod & protective cover $59.00 
CS-15 Add a handheld stereo recording mic $ 119.00 
OP-RO9M Add a microphone stand adaptor $22.00 

LowestPrice only $399! 
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PreSonus Central Station Studio Monitor Switcher 
with FREE Remote Control via rebate (A $149" Value!) 
The PreSonus Central Station provides switching between three stereo analog and two 
digital input sets.The 1U rackmount unit has three sets of monitor outputs with passive 
trim controls and a passive sional path for ultimate sonic performance 

uKES: 
•Talkback microphone with volume to 
feed headphone and cue output 
• Dual 30-segment LED for metering 
• 2 headphone jacks w/ volume controls 
• 2 stereo 1/4" TRS input pairs and one RCA 
stereo in; 2 digital ins via S/PDIF or TOSLINK 

CENTRALSTATION List $ 799.95 

(Pr."177"r1 only S49e! 

FREE CSR-1 
Remote!! 
From 6/1/06 to 

8/31/06 get a FREE 
CSR- 1 via Mfr. Rebate 
with Central Station 
purchase. For rules 
see www.bswusa.com 

1111 

remote 
control with 
input output 
talkback 
and volume 
control 

( FREE SHIPPING ON MOST ORDERS OVER $189!!! Just makp your purchase on our website and we'll cover the shi n 

Lowest Prices at: wvvw.bswusa.com 
Same Day Shipping 

85W stocks a nage warehouse of products. 
if we have it in stock, we'll ship it the same day 

lusr c,onr tn, .,)0 PM Favern Orne 

Crux. shirring on Most Web orders over $1 89 

• 

nowledgeagie Staff 
Our sales prCeSStona:s Save rtml-wer:c1 study 
experience to offer expert help with your 
equipment purchase. EQ_0806. 

LOVIIMPTIC•tb•SVAIMC0111 
Frir the hest ores on dot VOW ger visit us on 
the web at wwwbssvusacom or ernae us for a 
quote at LowestPrice•bswusacom 



In the Studio Trenches 

THE GUITAR AND BASS 

EMERGENCY KIT 

Guitarists and bass players are not always 

immune to lacking instrument options 

and/or having poorly set up and prepared 

instruments. I have over a dozen guitars 

and basses, as well as several different 

amps and amp simulators at the studio, to 

help with the tonal options. I also recom-

mend keeping around: 

IM Electric and acoustic strings in various 

gauges 

• Thin, medium, and heavy gauge flat 

picks 

• Thumbpicks 

• Speaker cabinet cables 

• Preamp tubes ( 12AX/ECC83 and 12AT7 

types are particularly common) 

MI 9 Volt batteries 

•" Universal" AC adapter with multiple 

tips and voltages 

• Spare strap or two 

• Diagonal cutters for trimming strings 

• String winder 

Knowledge about how to 
tune drums is an impor-
tant skill for a studio 

engineer. I'm still amazed 
by the number of drum-
mers I've met who really 
don't know how to tune 
their own instruments. 

• Standard and metric Allen wrenches 

al High-quality electronic tuner 

Speaking of tuners, make sure everyone 

uses the same tuner so that they're all 

working off a common pitch reference. 

With an accurate tuner and a little self-

education, you can even do quick action 

and intonation setups on these instru-

ments. On big budget albums being 

recorded in major studios, it's common to 

have in-house instrument techs to deal 

Vi ntech 
Introduces the X731! 

effziarfriTrin 
We put this piece head to head with vintage Neve 1073's at this 

year's AES show. It is 100% guaranteed to meet your expectations 

and is an incredible value. List price $1595 Special $ 1375 

The X73 
The Vintech X73 features custom hand wired concentric style 
switches with gold plated pins. Swiss made military grade atten-

uator switch. List price $1995 Special $1795 

The " X81 CLASS A" 

The Model 473 

www_vintec h-auciicp_com 
1 -877-4- IV1 I C- Fe 1=1 E 

with these concerns. In the project studio, 

if the musicians don't get it right, it's up to 

you to fix the problem. 

FIND THE WEAKEST LINK ... 

AND FIX IT 

Not everyone can afford to buy everything 

they want all at once, so decide where 

your system is weakest and what needs 

to be addressed first. While great mikes, 

the latest plug-in, or acoustic treatment 

(another oft-overlooked area in project stu-

dios) are nice to have and even very 

important, the quality of what you'll be 

recording is crucial. So until next time, dig 

in, make the magic happen, and feel free 

to say hello. 

Phil O'Keefe is a producer/ 

engineer, and the owner of 

Sound Sanctuary Recording in 

Riverside, California. He can 

be contacted at www.  

philokeefe.com or via the Studio Trenches 

forum at wvvw.harmonv-central.com. 

Updated for Reason 3.0 

POWer 

REASON 3.0 
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BY KURT KURASAKI 
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fee•-- 

Iradep8atr Or lS -v487119n 1e 3COD-:31:21.95 

Master the intricacies of Reason to 

develop your musical ideas into 

finished compositions. Power 

Tools for Reason 3.0 explores this 

popular program's new features, 

including MCIass devices and 

audio mastering. A chapter on 

the powerful new Combinator 

device explains how to develop 

custom sound modules and ef-

ata fect configurations, and how to 

use this feature to explore new 

methods of sound design. The 

CD-ROM provides custom 

samples and Reason files to 

help you take your creativity 

to the next level. 

Available at fine book and music stores everywhere. Backbeat 
Or call toll free (866) 222-5232. Books 

6600 Saud Way • Gilroy, CA 95020 USA • Phone: (408) 848-8294. Fax: (408) 848-5784 

E-mail: backbeat@rushorder.com • Web: www.backbeatbooks.com 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

RxeTrek for_Guitar 
JLH Products 
Now Available 
The AxeTrak Isolation Cabinet 
makes it easy for any guitarist 
to record the natural sound of their 
unique setup lamp, pedals, guitar) 
without disturbing the peace. It's 
100% Analog. 
SRP: $399 USD 
www.axetrak.com 
949-859-7293 

u 

SM Series Studio Monitor /  
SM-300R  
Nady Seems 
Started shipping, June, 2006. 
Active nearfield monitor with 8" 
woOfer and 1 ferre fluid-cooled 
dome tweeter and built-in 
bi-amped power 1140W peak / 
70W RMS for LF, 100W Peak / 
50W FIMS for IIF). Clear, 
transparent sound and full linear 
frequency response. Perfect for all 
pro and project studio applications. 
SRP: $449.95 / pair 
www.nady.com 
510-652-2411 

1=LLie 
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BLUE 
Rob Papen 
Now Available 
Following the huge success of Albino, 
Rob Papen brings you his fresh, new 
virtual synth, delivering FM, Phase 
Distortion, Wave Shaping and Subtractive 
Synthesis is one creative combination! 
SRP: $199 
www.timespace.com/robpapen 
+44 -1837 -55200 

R.H.V. Universal Groove Kit 
Sonic Reality, Inc. 
Now Available 
Jam-packed with over 5,000 acoustL 
and electronic grooves spanning every 
popular style and delivering the 
phattest beats on the planet, R.A.W. 
(Re,/Apple LoopsNVavel is the ultimate 
source for electrifying inspiration. 
SRP: $249 
www.sonicreality.com 
1-800-232-6186 

C-Series Unibody Microphones 
(CR-5 & CR-S)  
T.H.E. Rudio 
Now Available 
The CR-5 ( Cardioid) and CR-6 
(Omnidirectional) condenser microphones 
are hand-made using T.H.E.'s patented 
ultra-fast electronics and capsules. Built 
to give years of excellent performance 
for studio or stage, they use standard 48v 
DC phantom power. 
SRP: $349.00 each 
www.theaudio.com 
860-821-5414 

Primacoustic London Z14  
Studio-ln-R-Box Rcoustic  
Treatment  
Primecouetic Stuck Rcoustice 
Now Available 
'Acoustify' your project studio with 
this easy-to-install, great sounding 
London studio kit. Includes 
everything you need to 'tune' a 14' 
x 10' room including bass traps, 
flutter wall, side wash panels and 
soft diffusion. 
SRP: $749 USD 
www.primacoustic.com 
604-942-1001 

Gefell UMS2.1S Multi-Pattern  
Tube Mic With MI Capsule  
Gefell 
Now Available 
The ultimate tube condenser 
microphone for voice and instrument 
recording. Featuring the legendary 
M7 capsule, the UM92.1S is still 
handmade in Germany using Gefell 
founder Georg Neumann's original 
process. This is the real thing! 
SRP: $3,500 US 
www.gefell-mics.com 
604-942-1001 

To advertise in this section of Ea contact Christine Vela at 631-223-3562 or cvela@musicplayercom 

For more information about these products, visit www.eqmag.com/productspot www.eqmag.corn AUGUST 2006 EG 



The studio setup used for true " live in the studio" 
recording. 

The .cic < Fl inn 
by Lee Flier 

CAPTURING THE ROCK 
ENERGV IN THE STUDIO 
Why not let bands be bands? 

The trend in recording has tended ever more toward 

"control" on the part of the producer or engineer, and 

less toward musicians actually playing together and mak-

ing creative decisions on the fly. Yet a great deal of a rock 

band's appeal depends on its ability to play with unbridled 

energy, and to interact without the restrictions of click 

tracks, headphones, or being crammed into a tiny dead 

room. In other words: the modern engineer's nightmare. 

My band is on a mission to record our next CD as " live" 

as possible, so I'm foregoing the engineer's chair 

through most of the tracking to focus on playing. This 

requires engineers 

who are on the same 

wavelength — who 

love to let bands be 

bands in the studio, and 

relish the challenge 

this brings to tile 

recording process . 

like my friend Han 

Swagerman, who 

owns and operates 

Beaufort Recording in 

the Netherlands. 

"Many engineers 

are reluctant about 

recording a band in one take because of ' spill' or 

'bleed,— Han says. " But when one uses the right mics 

for the job and puts them in the right spot, it's doable. 

There's a huge [emotional) benefit in recording ' live' ... 

it gives me goosebumps [in a way that) would never 

have happened in an overdub while playing with cans. 

Bottom line: The music is all that counts, the rest is of 

minor importance." This is our kind of guy! 

THE BASIC TRACKS 

Han's big tracking room has a fair bit of live ambience, 

and hasn't been overly treated or deadened. There was 

no fighting the room acoustics to get the right sound; we 

started jamming and almost immediately, everything felt 

comfortable and conducive to playing actual rock music. 

Our singer sang a " scratch" vocal while we tracked — 

not just as a guide, but if the performance felt better from 

singing with the live energy of the band in the room, we 

were open to using it as a " keeper." As we weren't using 

headphones, Han set up a couple of floor wedges under 

our singer's mic. Blasphemy! But we didn't care. We 

experimented a bit with mic selection and placement, 

made our choices within a couple of hours and were 

ready to roll tape (yes, 2 analog tape. Oh yeah baby.) 

To record this way, though, you have to be well 

prepared. If you can't get through the song without 

somebody screwing up or getting out of time, you lose 

all the benefits of recording live. So ... know the mater-

ial, check that your gear is maintained well and sounds 

good, and if it's all together, you can make excellent use 

of a few hours of studio time. We had the basics tracked 

for five songs by the end of the day, and were thrilled 

with the results. 

THE VOCALS 

My band does a lot of vocal harmonies, and we thought 

it'd be great to do all the vocals together, as we did with 

the instruments. But it'd be tough to maintain the feel of 

a live show when tracking with cans. 

Fortunately, Han wasn't afraid to ditch the phones, 

and neither were we. We lined up the three mice across 

the room, in cardioid pattern, with the null sides pointing 

at the tracking room speakers. Han gave us enough of 

the mix in the speakers that we could hear the track 

(including the vocals) and we let fly. With no cans it was 

much easier to stay on pitch, as we hear our vocals the 

way we're used to hearing them. And being able to cue 

each other vocally was fantastic. Without technical hur-

dles to consider, we had the harmonies we wanted with 

very little effort. 

LET IT BLEED 

In a good sounding room with the mics well placed, the 

bleed found on some of the tracks doesn't sound bad — 

in fact it adds to the sense of space and energy. We'll 

have less " control" over the sound while mixing, but 

who cares? We got both the sounds and feel we wanted 

at the source, so there's little need to alter the sounds 

much in the mix. 

No band that is accomplished in playing together live 

should be afraid to try this method — the results may 

surprise you. And with time, hopefully engineers and 

producers will become more willing to encourage bands 

to take the gloves off, and let fly! 

Lee Flier is an Atlanta, Georgia-based gui-

tarist, songwriter, engineer and producer. 

Her band, What The. . . ?, is a fixture in the 

Atlanta area, has released two independent 

CDs, and of late has been performing in 

other states and countries. She can be contacted via 

the band's vvebsite at wvvw.what-the.com, and also 

moderates the "Backstage With the Band" forum at 

wvvw.harmonv-central.com. 
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Index These companies would be very happy to assist you in obtaining more informa-
tion about their products and services Please contact them via phone or online 

For a better response, tell them "I saw it in EQ!" 
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Alesis 

B&H Pro Audio 

Backbeat Books 
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M-Audio 
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Plst i:entury Recordingby Gucp Lozada 

Fl Better Computer 
For Free! 

Some updates can be almost like 
getting a new machine 

Some lucky cats have full-featured studios. Some of us 

have only the most basic tools to create, record, and pro-

duce music, but there's no question that using a com-

puter-based setup gives the most bang for the buck. 

Remember how you used to run out of tracks? And fight 

with obscure soundcard configurations? Nowadays we 

have awesome little marvels — just plug a box into a com-

puter via USB, an instrument into the instrument preamp, 

then click on " record" in your favorite 

DAW software. 

Oh, and let's establish something from 

the outset: PCs are not better than Macs. 

Just to make things clearer, Macs are not 

better than PCs, either. So there! These 

days, who is driving the computer mat-

ters, not the platform. 

Also, let's admit that the only real 

rule for computers is " bigger is better." 

Of course, we can make very interesting 

music with simpler machines, especially 

if you record a limited number of tracks. 

But as a consultant, the first thing I say 

to my customers who want to get into 

computer-based recording is not " go buy 

the best analog mixer you can" but " buy 

the most powerful computer you can 

afford." This is especially true for laptops, 

as upgrading a laptop is harder — and 

more expensive — than upgrading a 

desktop. It's worth paying for a gigabyte 

of RAM instead of 512MB, an optical 

drive that can write DVDs, and a 100GB 

instead of 60GB internal drive. 

Microsoft 
Product Families 

Windows 

Office 

Servers 

Developer Tools 

Business Solutions 

Games Bt Xbox 

MSN 

Windows Mobile 

All Products 

Resources 

Downloads 

ffic, 

Office Update 

Security 

Support 

Knowledge Base 

For Partners 

Learning Tools 

Events Ek Webcasts 

Fig. 1: Updating Windows XP 
requires a quick trip to the 
Microsoft website. 
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Fig. 2: Updating your Mac OS X 
machine is only two clicks away. 

UPDATES ARE GREAT 

For the most robust operation, keep your 

machine updated. Regarding your oper-

ating system (OS), for PC users 

Windows XP is the first (some would 

say only) OS choice, and it's worth 

updating to Service Pack 2. To see what 

you're running, right-click on " My 

Computer," and under the General tab, 

look for " System." For Mac owners, OS X 

10.4.6 rocks. 

It's also generally best to keep your 

OS updated as new software appears. 

With an always-on Internet connection, 

the easiest way for PCs is to surf to 

www.microsoft.com and in the 

"Microsoft Update" section (Figure 1), 

allow the computer to auto-upgrade to 

the latest version. For Mac OS X, just click on the Apple 

button (menu bar, upper left), then click on " Software 

Update" ( Figure 2). 

What about the horror stories of updates that cause 

more problems than they solve? Truthfully, these are rela-

tively rare with operating systems; and if there is a prob-

lem, a patch usually appears within days. With Windows, 

any update will typically add a system restore point 

before making any changes anyway. 

After updating your OS, with Windows set a system 

restore point " just in case" (go Start > Programs > 

Accessories > System Tools > System Restore and follow 

the directions), reboot the computer, then check for driver 

updates for several items: your audio interface, anything 

related to USB or FireWire, graphics card (crucial), and 

applications. However, before downloading, check for 

"known issues" and compatibility notes regarding your OS. 

You can often solve stability issues just by updating, 

so even if the process takes an hour or two, it's worth 

the effort. I have found enormous differences between 

version 4.0 and 4.1.3 on certain programs, and most of 

these upgrades are free. 

FASTER AND BETTER 

Want a faster PC? Nuke all those active icons toward the 

right of your taskbar. All of them steal some RAM, so it's a 

good idea not to have MS Office ready to launch 24/7 (or 

QuickTime, for that matter). With PCs, go Start > Run, then 

type MSCONFIG and under the " Startup" tab, uncheck 

anything that seems unrelated to system functions, virus 

protection, or your music applications. Or if you're the dar-

ing sort, uncheck everything. Should the computer need 

something you unchecked, it will call for and load the appli-

cation when required. (Besides, there's always Safe Mode.) 

I can't tell you how many clients complain about slow 

performance, then send me a screenshot of their startup 

items: MSN, Yahoo toolbar, ICQ, printer managers, and 

several other active applications ... and they're chatting 

on Skype, downloading music, editing pictures, and try-

ing to mix a multi-track project. Score a big " doh!" here. 

Great! Your OS, drivers, and applications are now fully 

updated ... so you'll be ready for next issue's column. 

Gus Lozada is a contributing editor to several 

magazines and websites. When not touring 

as the frontman of the band WoM 

(www.wom.com.mx) which recently 

debuted under the Universal Latino label in 

the U.S., he hosts conferences and clinics around the 

world about music production. He also moderates 

"Nuestro Foro," Harmony Central's Spanish-language 

community. His email is gus@guslozada.com. 
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FOR SALE 

MARKETPLACE 

CDs/0ns 

WHERE SIGHT AND SOUND MERGE 

PLAY- IT 
PRODUCTIONS 

159 W. 30th Street, NY, NT 10001 
IOU FREE:11300-815-3444 w 211-695-6530 WWW.PSAY-ITPRODOCTIONS.NET 

StackIt Studio Gobos 

Modular & Stackable 

Professional Grade 
Lightweight yet Sturdy 

StudioGobo.com 
1.800.888.6360 

MRRKETPLACE 

PROSCREEN XL 

NEW' 
EXTENDED CLAMP 

ADVANCED DESIGN 

6 INCH DIA SCREEN 

STEDMAN 
888-629-5960 

www.stedmancorp.com 

THINK YOU CAN ONLY BE 

INSPIRED BY THE CLASSICS 

AND THEIR CLONES? 
t.on.sunple design 

Dengned by someone »ho amffilly LISTENED to ihe ark 
It s the moll perks: cell tounifediek hro hood IS real 
o.. RAW, o.iPplbeppy AàehoPt MAE OM FINE rt. rei«) 

An memo mg that s tome cri: of »unbent Sefor-doon 
odd cab tiro yen lit new...writs:1 
• Ck«,6111.01, gem sr psis, sodas brat 

we're not ref-nesting the old classics, 

we're creating the 
classics of tomorrow' 

'ài—i.lit4:1"ri•i4,1;11'.“-;;Itri-itiar4t.1  

SALE! %UTZ 
MARKERFOAM— ACOUSTIC FOAM 

V/ ?IMMEDIATE SHIPPING 

fir GIANT 54"x54" • $29.99 

!If 

Allidi Aii sheets of Markerfoam mount easy 8 look 

Kill Noise Quick! Maximum density 

IM professionaL A low cost, super-effective 
sound absorption solution that's proven in studios worldwide Request 
Foam Catalog & free samples today. Blue or gray available. 

2" Reg S39 95 Now $29.99 • 3" Reg Sil9 95 Now $39.99 

MAR KERTEK BLADE TILES" 
America's Best Acoustic Tile Value! 

High Pertormance—Low, Low Cost! 

BT2 16'.x16'x2'. charcoal or blue $4.99 ea. 

BT3 16“x16"x3. charcoal or blue S7.29 ea. 

BT4 lex16-x4", charcoal $8.49 ea. 

IIIr FREE Foam Adhesive with any Purchase ot 6 
! or more loam sheets! Promo Code it FOFA  

MARKERTEK JUMBO Mi SOUND ABSORB BLANKETS 

BASS TRAPS 
Serious Low Frequency Absorption! 

Triangular design to td the corners at your moisi 

23.5" H r 11" D. Charcoal Gray 

MF-Bit • $24.99 Ea. 

Heavy duty pi' 1.10,1 blankets absorb 
sound wherever they re hung or draped 
Fabulous for stage studio and field use Top 
professional quality at a super saver pecei 
Weight 6 lbs Black SAS-1 • $19.99 

4ZM=1:*1.C°111® 

MARKER -1,1C VIDEO SUPPLY 

www.markertek.com • 800-522-2025 
PiP meet 11 94 

i• anal building &  

OMNIRAX Y Puma Ciao.", gnu 
/mamma iya Sny 

The Industry Leader in Studio Furniture 

Syncr . L,Sc rie 

>pyre SPPXP XL 
ay the Maelue 11701 

Sytaergy StSDX13 XL 

P.P./ e•I cpds•I 
el I eedoe.me .iplia• 

The Synergy XIL:s arc 

designed to provide 

beautiful and ergonomic 
console housings for all 

the popular mixers, 

providing withI 

optimum functionality 

to accommodate these 

mixers and associated 

peripherals. 

11 O. Box 1792 Sausalito, CA 94966 

800.332.3393 415.332.3392 FAX 415.332.2607 
wwwemniggx.eom infoeomnirax.com 

eat 
E 

• 

Manufacture your 
CD at Oasis and get all of these 

EE: 

• OasisSamplerm Radio Promotion 
• Distribution: CD Baby, Borders.com, CD Now, 
Amazon.com, Virginmega, Waldenbooks 

• XM Satellite Radio Airplay 
• Sonicbids' Electronic Press Kit 
• CD-ROM of 14,000 Music Industry Contacts 
• Direct SoundScan Upload 

• Patent-Pending Retail Display Racks 

OASIS: 
CD MANUFACTURING 

www.oasisCD.com 

tel (888) 296-2747, (540) 987-8810 
email fnfo@oasisCD.com 
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STUDIO FURNISHINGS 

Gear racks, 
media drawers and more 

The FtACKITTm System 

Factory direct since 1984 

Free brochure (please mention EQ) 
Per Madsen Design (800) 821-4883 

www.rackittin.com 

studio furniture 
800.315.0878 

11111111MARGOSY 
argosyconsole.com 

ACOUSTIC PRODUCTS AND SERVICES 

TRAPS ® 
High-Performance Acoustic Treatment 

ffluiliumgr Rave Reviews 

- etie. From Top Pros 

"Ren ,  
the market coi•I1' àa, 

Their traps are extr".11,Wy' 
effective at mein ;.i.n 

„ I t, • 1" --- -' 

M - tu , G " 
Engineer / Mixer / Producer, and auti • 

eforr It Like A Record DAW mixing cu 
Learn why Rpm:rises has WU:ores 
treatIng pro recordlng studios and listening ro 
orb sae or a wealth of product inf 
o' the clearest explanations of room 

866-732-5872 www.REALTRAPScorn 

INC 
rn 

SOUND ISOLATION ENCLOSURES 

Celebrating over 16 years of reducing 
sound to a Whisper! 

Recording, Broadcasting, Practicing 

MDL 102126S 
(8.5100 5') 

19 Sizes and 2 Levels of Isolation Available 
New! Sound Wave Deflection System 
(Change parallel walls to non-parallel) 

Immediate Shipping! 
www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831  

RMUSTIC PRODUCTS FIND SERVICES 

VocalBooth.com 
MODULAR SOUND REDUCTION SYSTEMS 

been to your dreams. 
Follow your heart. 
Don't ever stop. 

- Calvin Mann 

541-330-6045 
WWW.VOCALBOOTH.COM 

AcousticsFirstTM 
Toll-Free ,4 

Full product line for sound control 
and noise elimination. 
Web: http://www.acousticsfirst.com  

SILE 
(413) 334-2377 

56 Nonoluck St, Northampton, MA 01062 
ORDER ( 800) 583-7174 

info(esilentsource. corn • www.sihetaourca eon" 
Acousticore Fabric Panels. Sound Barrier 

Isolation Hangers • A.S.O. Tube Traps 
Silence Wallcovering • WhisperVVedge 
Melaflex • S.D.G. Systems • Tecnifoarn 
R.P.G. Diffusors - Sonex • Sound Quilt 

INFO N-grals):114-3944 

LACOUSTIC 
Design Consulting 

Products 

soundcontrolroom.— 
toll free 866-788-1238 

MIXING / MRS I ERING 

DRT Mastering 
the Analog Specialist 

You will have the fat, slammin major-label 
sound that sells discs... or the work is free. 
Custom gear. First-des; results. Free 16-pg brochure 

800-884-2576 WWW.drtmastering.com 

SMACKMASTERING.COM 
Professional Mastering at an Affordable Price. 

For bookingAnfo: mattOsmackmastering.com 

MASTERING 
"BIG LABEL" Sound...Guaranteed! 
Located in New YOrk $47: Complete 

Serving the U.S. Album Deal! 
Since 1989 vu, • 

1-800-692-1210 skia 
www.musichousemastering.com 

ci Sonic Factory Studio 

Major Credit Cards Accept 
Ask for Grand Opening Special 

We specialize in creating audio 
and video services. 

Offering 5.1 mastering, Audio Engineering, 
Promotional video, and free consultation! 

Contact us anytime! 
www.secretsonichaven.com 
Email:sonicriderzOyahoo.com 

Phone:310 350 3594 

Pi-THRETPIOLD 
id-- 11,1ASTERING 
STEPHEN MARSH 

thresholdsound com 310.570500 

DUPLICATION 

E OMPFTITION 

L. 
i f • ' I Disco I ,  

Include, on disc pemnng lull color pnrtled boot* barcede and cello wrappul 

z.zu 

‘. InorOdds0aRinordiag.tom  

_ 877-ODDS ON 1 51.9s44i..de699 vi 099 si 999 

FREEONLINERDVERTISING! 
Place a print ad in EQ and it will appear on EQrnag.com for free! 

email your ad to cuela@musicplayer.com 
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DUPLICATION 

Lonely 
RECORDS 

CD & DVD Manufacturing 
to% National Price Guarantee 

990 
Retail Ready 
CD Package 

PRIN1 ING 
GRAPHIC DESIGN 

AUDIO MASTERING 
DVD AUTHORING 

POSTERS 
BUSINESS CARDS 

POSTCARDS 
BARCODES 
AND MORE 

Get a FREE Catalog 
1.800 409.8513 

www.lonelyrecords.com 

Your band. 
On a giant poster. 
Just $199 
Come on, you know you want 

them. Now Disc Makers makes 

it affordable. Get 300 huge, 

18" x 24" full-color posters 

for just $199 when you place 

a new CD replication order. 

Call 1-866-294-8829 or visit 

www.discmakers-com/eq. 

DISC MAKERS TM 
CD AND DVD MANUFACTURING MADE EASY 

NEED Os? THE CHDICE IS CRYSTALCLEAR 
rat .9!Jf !EL'? rY2 21A/ ;Ii).-;Irsl,T1.;17 

1000 CD s • $ 9 9 9 ( COMPLETE PETAIL1.1111111MilliMil 

1000 PROMO CD PACK • $ 5 9 9 1111111111LAIIIIIIIM 

1000 D VDs • $ 1499 (COMPLETE RETAI 

WINVCCRYSTALCLERRCOS.COM n 1-800-880-0013 

1,iliàà" • • • f• 
00 Mn( CD 15 

000 %lin 001_1DR 
PACKAGE-4$99 

le
sNs 100 BULIC DVDRS - " 1. 
wicAL 188oBfftiDmvaDlsAôneoRs.stite 
the ATLANTA 678-441 • TOLL FREE 1-877 1111 

You shpuld cure who 
11110M1 your CD. 

Yrjorigt 

/MUSIC 
PAANUW&CTURINIO 
45111111015 

Fast, quality, affordable CD, DVD and vinyl 
manufacturing for independent lobais 

and musiciens since 1988. 

NEW YORK 

1-800-293-2075 
NASHVILLE 

1-S00- 0-75U 
TORONTO 

14100-6E7-4237 

musicmanufacturing.com 

Anal s I /Di ital 

4 1'i . 
by world class engineers 
$495 for complete album up to 12 songs 
1-1186-414-5268 trune.2020muslc.com 

TALENT AND EMPLUMENT 

COMPOSER 
www.soundclick.corrtfjohndavidthomas 

www.cdbaby.corn 
www.marquiswhoswho.net/johndavidthomas 

www.rnopace.com,fjohn195 1usa 
John David Thomas (John Thomas) 

2704 Central Court 
Indianapolis, IN 46280-1930 USA 
composerandartsmanitexcite.com 

www.johndavicithomas.com 
(800) 498-9711 
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TALENT AND EMPLOVMENT 

"What an amazing place 
to workr - eervetles Engineer 

Visit Sweetwater's 
Online Career Center 
sweehvater.com/careers 

At Sweetwater you'll find a unique work 
environment with the rewards, opportunities. 
and excitement of a rapidly growing business 
plus the stability and benefits of an 
established, profitable corporation. 

Learn More About: 
The Company 

The Culture 

The Community 

The Perks 

Current Openings 

music technology direct 

I.•••••••• 

SWEETWATER CAREER CENTER 

••••••••110 

yr.» 

Turn Your Passion for 
Music Technology into 
a Rewarding Career! 

NSeffetwei., cork environment. 3,1' 

(300)222-4700 

SWEETWATER 
AREER CFNIER 

>t. 
ere v:1111se: "Step into Sweetwater" 

sweetwater.comicareers 

1-800-222-4 I I 
Call Jeff McDonald in Human Resources today! 

Contact Christine Vela; 

(631)223-3562 or cuelaemusicolayer.com 

ACCESSORIES 

JustStrings.com 
World's Largest Selection of Guitar & Bass Strings! 

www.juststrings.com (800) 822-3953 

Look who's using 

Extreme Isolation Headphones 
I used Extreme Isolation Headphones 
for the entire Blackmail the Universe 
tour, to which I found them completely 

.Je.itek top notch! I would highly recommend 
t this product to anybody in both a studio 

or live setting! 
Shawn Drover 
MEGADEATH 

www.Extremeheadphones.com Toll Free 1-877-962-2832 

ACCESSORIES 

Case Specialists 
www.newyorkcasecompany.com 

We Will Beat t, 
ANY Price! 
877-692-2738 

Defining 
the Future 
of Pecording 

TM 

GET IT SOLO IN EQCLASSIFIEDS! 
CALL CHRISTINE VELA AT: 

631-223-3562 OR EMAIL AT: 
cuela®musicplayer.com 

GERR FOR SRLE 

EVERY MAJOR BRAND OF EVERYTHING 

MILLIONS OF DOLLARS OF MUSICAL 

GEAR IN STOCK. 

ALTO MUSIC 

Guitars, recording, keyboards, amplifiers, 

drums, pro sound, new & used. One of the 

largest selections in the country. 

We ship everywhere. 
(845) 692-6922 • sales@altomusic.com 

1 80 Carpenter Ave., Middletown, NY 10940 

Ask for Uncle Freddy - He loves Ya! 

rs.N.TH, 0 N y DEMARIA Leis 
ALL DIGITAL DIET 
GOT YOU THIN? 

ADL ALL TUBE GEAR 

845-255-4695 
WWW.ANTHONYDEMARIALABS.COM 

ED AUGUST 2006 ww eqmag.com 



GEAR FOR SALE 

C42 Cardioid Condenser Microphone 
GET IT SOLO IN EQCLASSIFIEDS! 

CALL CHRISTINE VELA AT: 

631-223-3562 OR EMAIL AT: 

cvela®musicpla,yer.com 

r *%4, 
JOSEPHSON 

eR/ 

Josephson Engineering 
www.josephson.com 

AD ORDER FORM 

SOUNDS / SEQUENCES / SOFTWARE 

ejjEJ-1) 
Real Drums. Real Songs. Real Easy. 
Pro-Level Loops in Easy-to-Use Song Sete' 

Stereo & Multitrack In Major Formats 

www.drumsondemand.com 

Drum samples made famous by Drumagog 
now available in way format. Large col-
lection of high quality drums multi-sampled 

for use with your favorite drum replacement 
program or sequencer. Ideal for rock and 
metal. www.rock-drums.com 

N ETWORK 
Your gateway to artist news, 

gear reviews, lessons, 
and more... 

www.musicplayer.com 

FOR SALE 

FOR SALE 

Waterfront Fort Lauderdale home 

3/2, pool, 70' dock space on deep water, 

no fixed bridges to ocean. 
Dock your yacht behind your house. Full shore power 

plus home studio with control room, 

24 track, hot tub, new 3 zone a/c. $ 749,000. 

Linda Bailey, Coral Shores Realty 954 224-0948 

An ad in EQ's Classifieds reaches more than 40,000 serious musicians for only $ 240 per word plus Si DO for an address Minimum charge. S25 N. Please underline words to appear in bold type and add $0.50 per every bold word. Please indicate clearly any words to 
appear M all caps and add $025 per every cap word. Each phone number, e-mail address, or website address counts as one word. Display Classifieds are $ 15200 per vertical column inch. Color (Display Classifieds only): 25% extra. 3 months minimum schedule required. 
Deadlines are the 10th of the month, 2 months prior to cover date (for example, July lerth for the September issue, on sale in early September). All Classified ads are also posted on OW Website (www.egmag.com) at no additional charge Businesses must list business 
name in ad All ads must be received in writing, paid in full in advance. All ads must be music-related. Retail advertisers may not list discounted prices or percentages on specific models, unless items are used or discontinued. Advertisers must provide us with complete 
name, street address, and phone number, whether or not included in the ad copy (you may list a PO Box address in your ad, however). Mail ads to. EQ Classifieds, Ann- Darlene Labrecgue, 2800 Campus Dr San Mateo, CA 54403. FAX ( if paying by MasterCard, or Vise 
(6501513-4616 For more information, call Darlene Labrecque at (65015134717; E-mail dlabrecque@musicplayercom. rAudited circulation; does not include pass- along rate.) 

• 

• Company Name 

e• Address  
• 
• Telephone  

•• Please print your ad clearly . Use a separate sheet of paper if you need more room 

• 
•   
• 
• 
• 
• 
• 

Contact Name 

 City 

E-mail 

State Zrs) 

(do not include address when counting words) 

Category: 3 Guitar Shows J Instruments 3 Parts/Accessories 3 Duplication/Replication 1 Websites 

• e Sr-honks J Instruction 1 Software 1 Songwriting 1 Records/CDsNideos J Employment J Other 

Card C 

TO COMPUTE COST OF AD 

 words x $2.40 =   

bold words x $ . 50 =   

• ALL CAPS wds x $ . 25 =  

Address 57.00 =  

Total cost per issue =  

(minimum $25 001 

x number of issues to run x  

Total payment =  
3 Payment enclosed, or Charge my 

I visa 1 MasterCard 

Expiration date: 

Signed   
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STUDIO NAME: 20/20 Music 

LOCATION: Northern Westchester County, New York 

KEY CREW: Saul Zonana 

CONTACT: 2020music.com 

CONSOLES: Digidesign Command 8, Mackie 1402 VLZ, Sony 

RMX 100 digital console 

COMPUTERS: Mac G4 dual 800GHz, G5 dual 2.3GHz, 

Powerbook G4 1.25GHz 

HARDWARE: Digidesign 192 I/O, Mbox 21, M-Audio 410 

F¡reWire, Pro Tools Digi 001, HD 3 Accel 

SOFTWARE: BIAS Peak 5.0, Final Cut Pro HD, Pro tools HD 7, 

Reason, SampleTank 2, Sylus RMX, plug-ins galore 

MONITORS: Genelec 1029A, 1031A, 7060A Sub, KRK 7000B 

passive, K4 

MIC PRES: Amek 9098, API 3124+ (4 channels), Avalon 737 SP, 

U/5 Tube DI, Bellari Dual Tube Mic-Pre RP220, Langevin Dual 

Vocal Combo, Manley Vox Box, Universal Audio 2-610 

MICS: AKG C 451 B, D112, Audio-Technica 4033, Audix D4, D6, 

Neumann TLM 103 Rode NTK, Sennheiser 441, Shure Beta 56A, 
Beta 91, KSM 32, SM 57, SM 58 

DYNAMICS: Drawmer 1968 Mercenary Edition, TC Electronic 

Finalizer 96K, Tube-Tech Stereo Multiband SMC 2B, Universal 

Audio 2-1176 

EFFECTS: Line 6 Echo Farm, Korg Kaoss Pad, TC Electronic 

System 6000 5.1 Audio processing system, TC-Helicon Voice 

Live Harmonizer 

EQS: Manley Massive Passive, Sony Oxford EQs 

MISCELLANEOUS: Apogee Big Ben, Behringer Power Play Pro 

4-Channel Headphone Amp, BOSS Doctor Sample SP-303, 

Furman Headphone Distribution System, HHB Burnit Plus CD 

Recorder, Little Labs PCP Instrument Distro 3.0 

TIME TRAVEL: Delorian with a 2006 Flux Capacitor 

STUDIO NOTES: " I've been an artist/musician my entire life," 

says Saul Zonana, owner and operator of 20/20 Music. " I was 

raised in the studio." 

And in the studio he will likely stay. Having a world class 

facility like 20/20 (with two FLOORS of various live and isolation 

rooms) at your disposal would likely turn a lesser man into a 

total shut-in. Tracking, mastering, mixing in 5.1, general 

studiohound-ery ... well ... there are simply not enough hours 

in the day when you have a place this sweet. 

Conveniently located just a hop, skip, and a jump from New 

York City, yet nestled cozily in, as Brad Roberts from the Crash 

Test Dummies describes it, "a rural paradise," the studio is 

prided on its deliberately-constructed and well-cultivated 

atmosphere, something owner/operator Saul Zonana considers 

of paramount importance. " I learned early on that making the 

studio experience relaxing and fun was the key to a great 

session. When the artist and/or band are comfortable and 

enjoying themselves, that energy comes through in the music. 

So, when I built this studio, I had that mostly in mind." 

Obviously it takes more than just a grand sense of 

aesthetics and the nearby proximity of beautiful countryside to 

make things work — check out that Sony console and the 

mountain of Genelecs, for example. "Of course it was important 

to make sure that all of the tools I needed to make great 

recordings were here," Zonana adds, " but it was just as 

important to create an environment where the professional 

musicians that I knew would be coming through here would 

want to come back." 

And they keep coming back. We're talking real musicians 

too, from Adrian Belew to Doug Yowell. Zonana manages to 

make quite an impression on all who walk through his door. 

"The musicians that do sessions here usually lobby to make 

20/20 Music the place that they record," Zonana offers. " I'm 

flattered to know that they enjoy working with me, and it's 

rewarding to know that I have created a studio environment that 

is a favorite among my peers." 

Aaron Comess from the Spin Doctors gladly attests:"Saul 

has created an extremely musician-friendly studio. Every 

gadget known to man seems to be here — even his coffeemaker 

is high-tech." 

HEY, E0 READERS. WANT US TO FEATURE YOUR STUDIO? SEND 

PICS AND INFO TO eq@musicplayer.com. 
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SOUND IS PRECIOUS 

Is it still there? 

That mellow low end tremor of a 
thumbed bass string. The piercing 

tone squeezed out of the top fret. [ he 
velvet texture of a rich deep vocal. 

That endless resonating decay, as you 
strike each and every key. 

Every subtle nuance coming together 
to make your sound. 

And if you•re not careful, 
it will all be lost. 

I, 

Think about this when you consid 
your next interfac 

Focusrite Saffire LE - because yo 
sound is precious to u. 

II, 
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If your sound is precious to you, go to www.focusrite.cornhaffireLE 

Focusrite 

Saffire 

'ere 
- 

FireWire 

live 
sulle 5 

audio heritage I sonic integrity I professional solutions 

Focusrite &s ror more information email us al limos ite0AmerIcanMusicAndSOUnd.COM or Call 1.866.FUCUSHI L 
www.focusrite.com 



Solid feel. 
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NMC / INSTR. UltraLitejb. 

PAGE 
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VALUE 

Remarkable performance. 
Solid feel. It's the first thing you notice when you hold the 

UltraLite 10 x 14 FireWire audio interface in your hands. 

Plug in the FireWire cable to your PC or Mac, and the next 

thing you notice is the depth of the features in the 

programmable LCD display. Connect your mic, guitar and 

instruments via the UltraLite's plentiful analog inputs, and 

watch the 7-segment input meters dance. Crank the 

phones and hear the ultra-clean sound. The UltraLite is 

the only compact audio interface that offers these advanced 

features, and much more, at a price that will surprise you. 
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The CueMix Console software gives you direct access to 

the UltraLite's 10-input 8-bus digital mixer. Route any 

combination of inputs to four separate output pairs. 

Create and save up to 16 mix setups. You can even set up 

talk-back and listen-back for studio recording sessions. 

• Compact size — powered by FireWire and housed in sturdy 

8.5 x 7-inch aluminum alloy, the UltraLite provides rugged portability. 

,sion Trim use digital encoders to boost mic/instrument 

input gain in precise 1 dB steps with numeric feedback in the LCD. 

• Three-way pad switch — apply zero, -18 or -36 dB pad to any 

XLR input signal, from a dynamic mic to a +4 dB line level input. 

• Stand-alone mixing — connect the included DC power supply and 

mix your band live, without a computer. Save up to 16 mix setups 

and e'en recall them on the spot with the front-panel LCD. 

• "Mix1" return bus — record the UltraLite's live mixdown back into 

your audio software for archiving or further workstation editing. 

• Mac OS Universal Binary and Windows XP x64 drivers - use the 

UltraLite with today's latest Intel-based Macs or with a super-fast 

high-performance 64-bit Windows XP Pro audio workstation. 

• Across the board compatibility — works with all major audio software 

for Mac OS X and Windows XP. Includes AudioDesk for Mac OS X. 
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