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SOUND
DOESN'T HAVE TO

Tired of viewers complaining about loudness-level inconsistencies between programs or channels

of your television service? Finally, there’s an easy way to effectively measure your program loudness

that resolves this dilemma.

Introducing the Dolby® LM100 Broadcast Loudness Meter, the first tool designed to measure
the subjective loudness of dialogue within programs in terrestrial, satellite, or cable services.
The LM100 uses the equivalent loudness

method (LAeq), as standardized by the IEC,

to accurately measure dialogue levels in Dolby LM100 Broadcast Loudness Meter

analog or digital services, including PCM, muitichannel Dolby Digital and Dolby E,

in-the-clear analog cable TV, and off-air RF signals.

Make your viewers happy—take the first step towards solving -dolby.com/tvaudio

[
the variations in your program or channel loudness. D[] DOIby

For additional information, please visit our website. BREAKING SOUND BARRIERS™

Dolby Laboratories, Inc. * 100 Potrero Avenue * San Francisco, CA 94103-4813 « Telephone 415-558-0200 » Fax 415-863-1373
Wootton Bassett * Wiltshire SN4 8Q] England + Telephone (44) 1793-842100 » Fax (44) 1793-842101 * www.dolby.com

Dolby aad the dauble-D symbol are regi d trad ks of Dolby Lab ies. Breaking Sound Barriers is a trad k of Dolby Lab ies.

© 2002 Dolby Laboratories, Inc. $02/14363/14489
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“SSL Has Created Ma'gic
Once Again.”

. XL Project

. Lenny Kravitz Live DVD 5.1 mix

Ed Cherney

Making the move to the XL

“Within. two minutes of sitting at the XL, | had made the transition from
the 9000 J. The XLs 5.1 implementation is superb!”

XL sound quality

“The audio quality of the XL is so open. SSL has created magic once again. They made their
best-in-the-world signature sound even better, with extended bandwidthito accommodate 24-bit, 96K

digital recordings. The results are great!”

Folding-down from 5.1 to stereo with the XL

“When | needed to check the stereo mix for the Lenny Kravitz Lenny Live DVD project. | just touched the XL fold-down
button and squeezed a couple of knobs and that was it. The stereo sounded really good and the integrity of the balances

held up extremely well between the 5.1 and stereo.”

”My experience with the XL will definitely bring me back for more.”

Recent studios fo invest in the XL magic include: Pacifique, LA ® Larrabee, LA @ Paragon, Nashville
Pressure Point, Chicago ® Angel Mountain, PA ® MG Sound, Vienna: ® Mega, Paris ® Pus XXX, Paris
Sing Sing, Melbourne ® Mix Room, LA ® Olympic, London e Platinum Sound, NY ® Mayfair, London
Hit Factory, NY

Pure Audio Excellence...
o Greater bandwidth than 192kHz recorders

o Amazing surround sound capahilities :
WorldR

500
R

KeSE

Solid State Logic

Oxford +44 (011865 842300 Kew York +1 (1)212 3151111 Los Angeles +1 {11323 463 4444
Paris +33 (01 3460 4666 Milan +39 039 2328 094 Tokyo +81 {8)3 5474 1144

I ES

www.solid-state-logic.com




[N

You'll take purity in nature

where you find it.

But you absolutely demand it

in the studio.

from AKG: Its large, 1" diaphragm, cardioid polar pattern
and switchable pad'mean exceptionally pure sound, whether
it’s vocal or instrumental. Whether it’s for professional or
personal use. Simply put, there isn’t a better all-around, modestly priced studio instrument. Tke
C 3000 B. It’s pure pleasure. akgusa.com ® 615.620.3800 | # 4w o consa

AS PASSIONATE AS YOU.
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% They once thought the
€ 5rth was flat too.

4 1 " Ir)' the beginning, man thought the world was flat. Man can still say the same about today's mixes falling
] off atgo kHz. Tannoy's Wideband™ technology is designed to provide the extended high frequencies
i demanded by modern program material and sources such as DVD, SACV and DVD Audio. Wideband™
.‘. " not only resolves the fine detail of high frequency notes, but also effectively enhances the listening

experience at lower frequencies. Join the brave new world of monitoring with Tannoy's active Ellipse 8

for the Wideband™ experience,

Go to our website to find out more about Wideband™ technology.

| @zuar

TANNOY NORTH AMERICA INC. * PHONE: (519) 745-1158 » FAX: (519) 745-2365 - DEALER ORDER HOTLINE: (FAX) 1-800-525-7081
LITERATURE HOTLINE: LITPLEASE@TANNOYNA.COM -« E-MAIL: INQUIRIES@TANNOYNA.COM + WEB SITE: TANNOY.COM

At pange
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Whether it's your 1st demo tape or your
oth Gold album, the ProVocal delivers.

rroVocal
Ovgital Voot
CONSor

Whether you're on stage or in the studio, getting your vocals nigital vocal
right means everything. And the Pro Vocal delivers. State—of—the- Pl‘ocessol‘

Features

art microphone and pre-amp modeling gives you unparalleled ver-
i . ; 58 4 i * 18 Microphone Models

satility. Beyond our outstanding mic and pre-amp models, there’s * 10 Preamplifier Models
» Classic dbx Compression
classic dbx compression, gating, de-essing and parametric EQ to * De-Esser, Gate and Parametric EQ

» Digital Reverb, Chorus, Flanger and Delay
* 24-bit S/IPDIF Digital Output

* MIDI Control

* Selectable Mic/Line Switch

help you tailor your sound. To add breadth and dimension, we've
included digital chorus, flanger, delay and reverb. 24-bit S/PDIF and

XLR connectors complete the package. It doesn’t matter whether * 20dB pad, 48Volt Phantom Power

¢ Front Panel Instrument input
you're performing or recording, the ProVocal is the only tool you + Balanced 1/4” or XLR Outputs

need to get the job done.

So, head on down to your local dealer, and hear how the dbx

PROFESSIONAL PRODUCTS

ProVocal delivers. The Professional’s Choics In Signal Processing

For information call: 1-800-777-1363 + Harman Music Group + 8760 South Sandy Parkway * Sandy, Utah 84070 « www.dbxpro.com

A Harman Interational Company



An incredibly powerful audio editor.
Also included: 24-track hard disk recorder.

Introducing the new MX-View Editor for the MX-2424

MX View

~ 12
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Projact nama: Sample rate. Tumecodw: Control mode:  Ti-bus status: Sample retarence: Disk encoding: | Record mode: Record diskc Buu
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Multiple Breakpomt Edit Groups: Pencil Tool:  Virtual Tracks:
Independent Volume Allows you to easily ~ Lets you "draw”  For performing multiple
Clipboards: Automation: perform edits on clicks and pops out  takes on a single track.
Allows you to store R o groups of individual of your audio tracks.

four separate edits, of track levels tracks (such as drums).

each in their own clip- without using

board. Convenient for a mixer.

copy/paste creation of
song arrangements.

With TASCAM's MX-View, owners of the MX-2424

hard disk recorder now get an incredibly powerful, no-cost solution

for sophisticated audio editing on their Mac or PC, directly connected

via 100Mb Ethernet. If you're. already deep into DAWS like Pro Tools”,
Cubase SX, Logic ™ and Nuendo ™, the MX-2424 offers the time-stamped
audio file compatibility you need to get the job done right.

Heed more info? it's all available at www.mx2424.com.
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a whole world of recording
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30 You Call That Music?
Frank Zappa's Astonishing Career as a Recording Artist, Producer and
Studio Owner—Part 2
The story so far: Last month, Mix took its first steps down Frank Zappa
Memory Lane, tracing the composer/guitarist/bandleader/record producer's
recording techniques. In Part 2, Chris Michie picks up the trail, only to
find Zappa pioneering digital multitrack recording and meeting the

Digital Gratification Consort.
PAGE 42

42 Recording Vocals From A to D
Tired of debating between analog and digital? Have you invested in a
digital audio workstation and plan on sticking with it for a while? Mix picked
three top-drawer engineers’ brains to learn how they record vocals to
DAWSs, and to chat about signal processing and engineering techniques on
both sides of the A/D.

54 Virtual Instrument Plug-Ins
New Software-Based Synthesizers and Classic Instrument Emulators
Keeping track of new plug-ins can be a full-time job; thank goodness you
have this issue of Mix in your hands. Since our last two roundups, we have
plugged away at gathering 52 new or significantly upgraded plug-ins that
are devoted exclusively to virtual instruments.

76 2003 Grammy Nominees
For the artists, it's the most recognized award in music. But few in the
television audience know about the engineers and producers who take
home the gramophone. Mix gives a tip of the hat to this year's nominated
engineers and producers and their projects.

On the Cover: The Hit Fac-
tory, arguably the warld's
premier recording facility,
opened Studio 6 with a
spanking new SSL XL 9000
K Series console, Augs-
purger monitors and design
by Troy Germano and Dave
Bell of UK-based White
Mark Ltd. See page 20.
Photo: Dave King. Inset
Photo: Steve Jennings.

78 It All Starts With Guitar

Forget acoustic dampening, sightlines and acoustical foam. Sometimes,
you just want to achieve the ultimate in rock 'n’ roll guitar sounds. Focusing
on his extensive guitar collection, Filippo Olivieri brought in architect Dino
D'Ambrosio to build his Italian Studio 52A.

Check Out Mix Online! !

Mnx is publlshed at 6400 Holls St., Sm'e 12, Emeryville, CA 94608 ond is ©2003 by PRIMEDIA Business ines & Media, 9800 Metcalf Ave., Overland Park, KS 66212, Mix (ISSN 0164-9957) is
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Marian, OH 43306, Periedicals Pos?o@ Paid at Shownee Mission, KS and ot additional mailing offices. This publication may not be reproduced or quoted in whole ar in part by printed or electronic means

without written permissior of the publishers. Printed in the USA. Conadian GST #129597951; Canada Post Inlernational Publications Mail Product {Canadion Distribution) Sales Agreement #0478733.
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82 Around the World With Stomp
by Larry Loewinger

83 Composer Spotlight: Lisa Gerrard
by Bryan Reesman
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128 All Access: Beck by Robert Hanson
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FROM THE EDITOR

Time, Space and the Audio Continuum

L ong ago, Albert Einstein was correct when he told us about relativity and the
various relationships between energy, matter, space and time. But back then,
nobody realized that he was actually talking about audio!

It's all so simple. Matter is all that junk—er, gear—that we accumulate to create
and capture sounds. Space can either refer to the acoustic spaces for recording or the
constantly expanding/shrinking universe known as the control room, the size of which
is governed by the amount of matter we accumulate. Time is something we're con-
stantly concerned with, whether it's checking phase for mono compatibility (some-
thing we used to do before surround systems became standard in every consumer de-
vice), dealing with latency issues with software synths, or watching the taxi meter run
in a commercial studio while the bass player complains on and on about a slightly an-
ticipated 1/64 note in the middle of a 128-bar solo. Energy? A few minutes with a
prima donna vocalist, a helpful A&R guy with some new “ideas” or a Russian/drag-
on drummer can quickly drain anyone’s energy reserves.

Unfortunately, after spending a lot of time earning the dough to buy all of that
cool matter to fill up your space, you may not have enough energy to record any-
thing. This brings up a major flaw in Einstein’s understanding of the cosmos: He for-
got to mention money, which, as everybody knows, is the force that makes the world
go ‘round.

Given these infinitely complex relationships, what can the creative producer do,
faced with a limited amount of time, matter, space, energy and...money? Assuming
you don't have a rich uncle or a generous sugar daddy to fund your projects, a sen-
sible alternative is the desktop studio. Here, for a relatively modest investment—at
least compared to the big-ticket version—your dream studio can become a reality.

Once in the virtual confines of your PC, Mac or stand-alone DAW, you can have
rooms of multitracks, a console of astronomic proportions, libraries with performances
by top session players, and plug-ins offering the finest acoustic recording spaces and
expensive, rare signal processors. Instruments? No problem with easy disk access to
thousands of sounds via samples and virtual instruments, with re-creations ranging
from electric and grand pianos, combo and tonewheel organs to classic and exotic
synths of every style. Even the most mundane performance glitches don’t present an
obstacle. A slipped note, vocal-pitch problem or tempo irregularity may be just a
mouse click or two from perfection. Clams are so passé.

Does all of this virtuality make big studios, great acoustic spaces, real players and
collections of classic instruments obsolete? Hardly. Creativity can’t be canned, bottled
or looped, and virtual tools are simply another way to work. For example, in my stu-
dio, we route a Native Instruments B4 Hammond clone through a multimiked (real)
Leslie and return that through the analog desk on its way to Pro Tools or multitrack.
Sometimes, we use the B4's simulated rotor, which leaves us more time to ponder
queries such as what kind of slammin’ grooves Einstein would have tracked if he had
had a PC and some hot loops.

Too bad we'll never know...

George Petersen
BOOKMARK THIS! Editorial Director
Check out the ali-new
Mix website at:

www.mixonline.com
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Y Sound- Absorbers
'Y Sound Barriers
"N Sound Diffusors

ALPHASORB FABRIC-WRAPPED WALL PANELS
SONEX.FOAM

FREE Catalog & Sample
(800) 782-5742

www.acousticalsolutions.com

PSR S S

SKYLINE DIFFUSO

'y SOLUTIONS

Basic
AcousTics

from
ACOUSTICAL

iNC.

-+ Who needs another equalizer? Check this: 120 Volt internal operating

voltage « 150 dB dynamic range * Pure analog, discrete Class A equalization

Digital storability and total recall with motorized controls « Selectable

constant Q and proportional Q equalizers « Linkable for surround « Fully

remote-controllable + Exactly the equalizer you’ve been wishing someone

would build... The PQ from SPL. Not just another equalizer.

As with all SPL products, the PQ is conceived, designed and hand-built in Germany

-% All you neeg is imagination, good ears and three letters:

SPL USA: call free 866 4 SPL USA « Email info@spt-usa.com « www.spl-usa.com
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9 and audio demos is available for just $10 directly from ILIO. Call 800-747-4546 or visit. www.ilio.com. /'u/é

Check out the Vienna Symphonic Library website for extensive information and spectacular on-line demos.
www.vsl.co.at :
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Letters to Mix

BACKING THE BOSS

You featured FOH chief engineer John Cooper
in your November 2002 issue (page 156). On
December 16, | had the rare occasion of being
a guest of John’s and Audio Analysts systems
engineer Kurt Joachimstaler's at the Bruce
Springsteen concert in Columbus, Ohio. | sat di-
rectly behind the main FOH board (all-digital
Yamaha PM-1D console), and | watched Mr.
Cooper work his magic orchestrating their new
80-cabinet JBL VerTec line array cabinets, as
well as the 32 VerTec subwoofers, to create a
sound so amazing from Bruce and the E Street
Band that, in my opinion, has simply never been
heard before in live sound. | am certainly not an
audiophile on the level of those two gentle-
men, but those of us there that night will never
forget the sound quality, including the amazing
low-end sound of the band. The audience was
spellbound.

More important, John and Kurt were fan-
tastic artisans of their audio craft. They were
great representatives of the audio industry.
And they were rightfully proud to be associ-
ated with such a great tour.

Soon, every concert will have to “step up”
and produce this new level of sound, which
blows away anything I've ever heard from a live
performance. The public will demand it, and the
music industry will greatly benefit.

However, the star of the show was Mr.
Cooper at the helm of the ship. | watched him
as Bruce deviated from his concert playlist four
times, and he was as cool as he could be ad-
justing his computerized master settings flaw-
lessly. On one occasion, Bruce dumped a full-
band, up-tempo song for a quiet piano solo.
(Bruce doesn't play many of these.) The audi-
ence never knew,

| wonder how many fans who packed that
hall knew the amazing talent that is not only
working on the stage but behind the stage in
order to offer them the finest in audio sound
and quality.

Roger Cory

VP The Parchment Group Inc.

Lexington, Ky.
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HEY, PORTER! HEY, PORTER!
In Blair Jackson’s article "Elvis: Still Number
One!” (December 2002), | was surprised that not
once did it mention Bill Porter, the original engi-
neer of over half of the tracks on the 30 #7 Hits
CD. Without his expertise, a lot of extra work
would have to be done by David Bendeth and
Ray Bardani. The reason this surprises me is due
to the fact that Porter was a pioneer in his day
with hundreds of charting hits to his name, in-
cluding most of the tracks on the Elvis compila-
tion. Give credit where credit is due and show
your appreciation for true engineering talent.

Porter has taught three of my audio classes,
and to him, | am forever grateful.

Justin Fisher

Webster University audio student

St. Louis, Mo.

PUT THE ART BACK IN A&R
George, your December 2002 editorial is right
on the money. Perhaps some investment in the
development of artists could reinvigorate sag-
ging CD sales figures. The record labels are so
market-driven in their efforts to mass-clone
whatever is selling that the art is being left out
of artist, as well as the repertoire being left out
of A&R. Your editorial is a key forum to remind
us all that regardless of what tools we use to
ply our trades, the music is still what we need
to be passionate about.

Chris Boggs

MediaMatrix sales manager

Via e-mail

GENTLEMAN TOM
The best two years of my engineering career
were spent at Tom Dowd’s side during the
Criteria/Atlantic South era. Almost daily, | was
witness to his magic: his ability to draw per-
formances from artists that even they didn't
think was in them. Tommy’s passion and en-
thusiasm touched everyone around him, and
he was, above all else, a gentleman.

Chuck Kirkpatrick

Cooper City, Fla.

VIRTUAL DV

| just finished reading Paul Lehrman’s article on
DV video/audio capture (“Insider Audio,” De-
cember 2002) and have a quick question: Per-
haps | didn’t read thoroughly enough, but |
didn't see any description of how to control the
playback of video from a second (Mac) com-
puter without using the Gallery software once
you've captured video with the ADVC-100. Is
there a third-party 9-pin USB box or some other

www.mixonline.com

way to get iMovie or even Final Cut Pro to sync
playback to my DAW? Or do you simply hook
up another MIDI interface to the second ‘puter
and run it in “dumb” chase? | use several plat-
forms: "Poor Tools,” DP3 and Mackie HDR across
two control rooms.

Just curious. You got me all excited about not
having to pony up for two Meridian board sets!

Glenn Lorbiecki

Seattle

Hi, Glenn. If you want the DAW to be the mas-
ter; then you may need the Gallery software to
drive video on a second cormputer. But it's pos-
sible that you can get away without it: | don’t
think iMovie will sync to MIDI Time Code, but
Final Cut Pro probably can; in which case, you
can have your DAW send MTC, put a simple MID!
interface on your second computer and let Final
Cut chase the timecode “dumb,” as you say.

My goal is to have the video be the master
because that's the way | like to work; in that
case, you can use ejther iMovie or Final Cut
Pro—once you figure out how to get a SMPTE
stripe onto one of the audio tracks, you don‘t
need the Gallery software or a second MIDI
interface.

Hope that helps.

—Paul Lehrman

SING IT AGAIN, STEPHEN
I've always enjoyed Mix because you represent
the professionalism, merit and dedication of
the music industry. | have read your magazine
and especially “The Fast Lane” for years. Mr.
St.Croix’s November article was by far one of
the most truthful and inspiring | have read. A
note that is a little flat with soul is better than
the exact right note just “sung.” And he asks
the right question at the right time in this bad,
bad era of popular music; “Where is the feel?”

It used to be, even in pop music, that you
sang a song of heartache to get it off your
mind, to share with others so maybe you
wouldn’t hurt so much. Simple, honest, direct
and maybe off-pitch, or maybe the lyric was off
in timing. Listen to “Leader of the Pack” or
“Crimson & Clover” or "Pale Blue Eyes”—they
all have mistakes, but they are good mistakes.
Needed mistakes.

Isaac

Via e-mail

Send Feedback to Mix
mixeditorial@primediabusiness.com
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At GENELEC we believe that communication and
creativity go hand in hand.

For twenty five years we've listened to our clients and
developed the finest and most ccmplete product line of
active monitors in the professional audio industry.

With thousands of qualified installations, both large or
small, loud or soft, we're ready tc guide you through that
all important monitor decision. A trip to our web site puts
a wealth of detailed information at your fingertips. A
phone call gets you GENELEC's special individualized
attention, necessary to make the right choice.

We create great speakers because we listen to our

customers. You communicate your needs, we build the
speakers that satisfy. Call GENELEC today.

L GENELEC"

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland T +358-17-83881, F +358-17-812267
In the USA: Genelec Inc., 7 Tech Circle, Natick, MA 01760 T 508-652-0900, F 508-652-0909 Email: genelec.usa@genelec.com
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BOOKWORMS

TEMPLES OF SOUND:
Recording Studios

If you're at all interested in the history of recording,
do yourself a favor and pick up the recently re-
leased book Temples of Sound: Inside the Great
Recording Studios, by Jim Cogan and William Clark
(Chronicle Books, 2002).The authors have put to-
gether a wonderful collection of stories and historic
photos that convey so much about Mix's favorite
subject: the interrelationship between creativity and
technology. Cogan and Clark tell how the facilities
and the people who operated them hefped shape
this country’s popular music by focusing on the Big
IS American recording studios: Capitol, United

Inside the Great

Western, Sunset Sound, RCA B (Nashville), Stax, Sun, J&M (that Cosimo Matassa place in New
Orleans), Chess, Universal (Chicago), Motown, Sigma Sound (Philly), Atlantic, Columbia (New

York City),Van Gelder and Criteria; quite a list!

The authors interviewed many engineers and producers who worked at the studics, coaxing
stories about historic sessions (and, yes, equipment). And tnen there are the photos of musicians
and engineers in action: Howlin’ Wolf blowing harmonica at Chess; Keith Richards tost in his
guitar playing at Sunset Sound as Mick Jagger looks on from a doorway; a solitary Bob Dylan,
back to the camera, strumming his acoustic guitar in one of Columbia's big rooms; a short- |
haired Steve Cropper working on a mix at Stax; The O'Jays harmonizing around a single mic 1
at Sigma: the Everly Bothers laying it down in Studio B; and on and on. Visit www.chronicle

books.com, or call 800/722-6657.

&

DIGITAL S1UBYo
oGRS f,

s A\ .

(www.newriders.com), $24.99.

GET INSIDE DESKTOP RECORDING

Author James Maguire tells you how to turn a home computer
into a nearly professional recording studio in TechTV's Secrets of
the Digital Studio: Insider’s Guide to Desktop Recording. Covering a
wide array of basic (and not so basic) recording techniques, |
Maguire delves into recording, creating a final mix, Dling, devel-
oping a home setup and much more. Published by New Riders

Moving up the THX (San Rafael,
CA) corporate ladder, Ivan Fuji-
hara has been named general
manager...Operating out of SRS
Labs’ (Santa Ana, CA) Hong Kong
office, new VP and general man-

Larry Howard

ager Raymond Lee will plan
and deveiop the company’s op-
erations in China and Hong
Kong...Rainier Bojo has as-
sumed responsibility for manage-
ment of production planning at Sony Disc Manu-
facturing (Springfield, OR)...Former manager of

Kristy Haima

new product development, Larry Howard is now
Community Professional’s (Chester, PA) director of
sales and marketing. . .Filling Sennheiser USA's new-
ly created position of artist relations manager is Kristy
Haima; Haima will be based out of Madison,
WI...Taking care of all marketing communications
and public relations responsibilities for Peavey Elec-
tronics (Meridian, MS) and its Architectural Acoustics
and MediaMatrix divisions is Jim Beaugez.. .Based in
Los Angeles, Sara Griggs Media will be responsible
for Stanton Magnetic’s (Hollywood, FL) domestic
and international PR...New distribution deals: Caril-

-Blair jackson lon Audio Systems North America (Ringwood,

‘ N.J.) launched Carillon Audio Systems Canada
(Coquitlam, BC), formerly known as Dreamware, ex-
clusive manufacturer and distributor of the compa-
ny’s product line throughout Canada and Alaska;
Transamerica Audio (Las Vegas) will handle U.S.
distribution for Geoffrey Daking Inc. (Wilming-
ton, DE), which is re-releasing its Mic-Pre EQ and
FET Compressor.

MUSEUM OF SOUND RECORDING FINDS NEW HOME

In April 2001, Mix reported in these pages on the expected opening of
a museum dedicated solely to sound recordings in Camden, NJ. Ac-
cording to Bernard Fox, the project’s director, funds that were to be ap-
propriated from the city have not surfaced, though he expeacts that the
city will sooner or later be able to come up with the maney. Instead,
Yonkers, N.Y,, will now most likely be the first location in the 1J.S.to break
ground, though Fox revealed that a grass roots campaign has sprung up
in Queens, N.Y, as well.

According to Dan Gaydos, president of the Museum of Sound
Recording, the museum will open its doors in the Boyce Thompsen In-
stitute site in Northwestern Yonkers. According to the museum’s blue-
prints, the building will display the history of sound in 48 acoustically de-
signed spaces, as well as offer international cuisine in the greenhouses
adjacent to the museum. The expected 160,000 patrons each year can
learn about all aspects of sound dating back to 1870 up to a 2010 fu-
turistic outlook via interactive, user-defined kiosks and onsite educators.
The patron can follow the “learning” pathway chronologically or by styles
of recording machines, recorders, studios, mics, end-user equipment. etc.;
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users can also view eight completely setup studios that range from a
1910 acoustic recording studio, a mastering studio, a film mixing and ed-
iting studio, and even Armstrong's original FM broadcast studio.

The museum currently has received over $2.7 million in donated
equipment, with more expected. For sponsorship information, visit the
user group at http://groups.yahoo.com/group/mosr. Check out the mu-
seum’s progress at www.lovesphere.org/mosr.
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The DPS24 is the only affordable integrated
hardware digital workstation that offers

24 tracks of recording without dates compression.
Most types of data compression throw out portions
of your audio during recording, and use a
mathematical algorithm to approximate the original
audio upon playback.

Data compression can adversely affect your
audio quality and stereo imaging. especially with
multiple generations of track bouncing.

BRERC03 fax: 817-222-1430
05-1229 fax; 305-405-1885

it's important to know what you're getting when

you invest in any recording solution The DPS24 was
designed from its inception as a professional production
tooi and not simply a scaled-up portable studio.

We combined a 24bit/96kHz hnear 24-track

hard-disk recorder. 8 46-input mowving-fader automated
digital mixer, 8 sample-accurate multi-track graphic
waveform editor, 4 stereo mutti-effects processors,
ak.Sys TrackView and \ﬁT plug-in platform software,
and a CD mastering and erchiving suite, without
creeting the psrformance or user interface
compromises found in many integrated workstations.

akaipro.com

Utilzing our @-Link navigation design, the DPS24
offers access to any major function with one
butzon press. The @-Channel strip of.automated
LED rotary controls enables instant access to any
chennel strip,on the mixer

Features like two banks of inputs to eliminate
re-patching, balanced channet inserts which enable
external mic preamps to bypass the on-board
preamps, multi-function @-Knobs for reaitime effects
control, and up to 24 channels of ADAT I/0 offer
professional production capabilities that give you

the real-world advantages you need to bring your
artistic vision to its full potential.

AKAI
In stores now
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n NOTES FROM THE NET

EDDIE KRAMER PHOTO ARCHIVES NOW ONLINE

Engineer/producer Eddie Kramer created an immortal recording legacy in the
'60s and '70s, working behind the board on classic records by Jimi Hendrix, the
Rolling Stones, Small Faces, Peter Frampton, Traffic, Mott the Hoople, David
Bowie and many others. Now, Kramer is making a portion of his extensive
photo archives available to the public for the first time.Working with his Man-
hattan-based representative, Peter Cavanaugh, Kramer has had hundreds of
his best photos digitally scanned (at 8,000 dpi!) and converted to archival-
quality prints. Kramer said, “It's taken us a couple of years to put all of these
things together, but they've come out really beautifully” Kramer's work runs the gamut from
casual studio shots to beautiful live concert photography—most of it never seen before.

“I knew nothing about photography when | started shooting around Olympic [Studios, Lon-
don].There were always tremendous subjects floating in and out of studios. | kept the camera
next to me [at the board] and | would take pictures in between takes or in breaks. My favorite
trick was to have it all prepped and to swing round in chair, if the artist was sitting on the
couch behind me, snap a few shots and then get back to work."

The panels and individual photos can be viewed (and purchased) on the Web at www.aria
photos.com. —Blair Jackson

A COMMON CREATIVITY

Nonprofit organization Creative Commons has released its first product:Version 1.0 of its free
machine-readable copyright licenses. These licenses allow copyright holders to easily inform
others that their works are free to copy and used for specific purposes—thus taking the con-
trol back to the holder;i.e., copyright holders can choose to waive all of their rights (“No Rights
Reserved”) or some of them (“Some Rights Reserved”). Once a license is selected, it will ap-
pear in three different formats: commons deed, a plain-language summary of the license; legal
code, the fine print; and digital code, machine-readable translation for search engines and oth-
er apps.

“Our model was inspired in large part by the open-source and free software movements”
said Creative Commons executive director Glenn Otis Brown.“The beauty of their approach
is that they're based on copyright owners' consent—independent of any legislative action
and motivated out of a wonderful mixture of self-interest and community spirit. If you're clever
about how you leverage your rights, you can cash in on openness, Sharing, done properly, is
both smart and right”

Choose a license for your MP3 at http:/creativecommons.org/license/.

CORRECTIONS

BEARSVILLE SWINGS

Robinella and The CC String Band recently recorded their
forthcoming Sony/Legacy debut at Bearsville Studios
(Bearsville, N.Y). Grammy-winning producer Russ Titleman said,
"We chose to record analog there for the warmth it affords
and because of its compatibility with the band's traditional, yet
progressive, approach.’

Standing from left: Michael
O'Reilly {engineer), Bill Synan
{assistant engineer), Taylor
Coker (bass), Steve Kovalcheck
{guitar] and Cruz Contreras
{mandolin). Seated, from left:
Russ Tileman {producer),
Robinella Contreras (vocals,
guitar) and Billie

Contreras (violin).
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In the December 2002 “Mix
Interview,” John Storyk's con-
tribution to the architectural
and acoustic design of Mi Casa
was inadvertently left out, as
well as photo credits to
Robert Wolsch.

In "*Bitstream” (December
2002), the article incorrectly
identifies that the Onkyo
DV-SP300, DV-SP500 and
DV-CP500 are DVD-Audio
players. Onkyo's only DVD-
Audio player is the DV-SP800
universal DVD-A/SACD play-
er mentioned in the article.

Mix regrets the errors.

visit

Visit the all-new Mixonline.com, where
the pages of Mix come alive with
sights and sounds

NEW! ONLINE EXTRAS

Interact with Mix's new enhanced
site. Each month, we'll pick selected
stories from within the issue and
load them with bonus materials—
audio clips, extended interviews
and photo galleries.

DAILY NEWS!

Visit Mixonline.com each morning
for breaking news and links to
newsmakers.

MIXLINE!

Register for your FREE biweekly
newsletter and get breaking
product news, deadlines, recording
tips and much more—direct to your
inbox!

IMPROVED NAVIGATION!

Access Mix anywhere, anytime:
Check out highlights of our current
issue or browse through back-issue
archives to find the information

you need, with news, interviews,
application articles, field tests,
equipment report and more—

all online!

Fine-tune your search with featured
content categories. Mix offers
broader and categorized content
searches in the fields of Recording,
Products, Live Sound, Sound For
Picture, New Media, Design and
Education.

www.mixonline.com

Send your “Current” news to Sarah Benzuly

at sbenzuly@primediabusiness.com.
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VERY Impressive Performance:s

ow: E.T. the Extra-Terrstrial 20th Anniver . i | Grammy Awards
. g ary Re-P Show: 44th Annua y
Company: Dellgate Productions, Camarilio, CA e Company: ATK/Audiotek, Burbank, CA
Venue: The Shrine Auditorium, Los Angeles, CA Venue: Staples Center, Los Angeles, CA
Console: Innova SON Console: Innova SON
“The Innova SON provides is

o i izati led with dynamics and
olation, linkabil i i whouing equalization and delays on every output coup yna
overall product integity.” e }:gu\jlar:gat?on on every input channel complergentéed the"Grand Live's already
—tyle Dick. Engin . int by reducing the need for outboard gear. .
e . fooufl-nl:n:}lrew “Flgtch” Fletcher, Assistant FOH Engineer

.
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R Show: Unlimi . )
Show: KSB) Radio 20th Anniversary Cornpan;:"s‘::::gdsruns'?'"e Soor
Company: LD Systems, Houston, TX . e usic
Venue: Houston Ast;lodome el |
Console: Innova SO . —-—— = <3 |
“The Innova SON is an extremely intuitive and visual console. Having the three here's no question that th

separate input, master and output views makes it very easy to navigate.
__Robert Ausmus, Director of Operations

The New Way to Watcl

is is the way to go "
e, FOH Engineer |

Innova

—Peter Georg

DISTRIBUTED IN THE USA & CANADA BY SENNHEISER ELECTRONIC CORP
USA: TEL: 860-434-9190  FAX: 860-434-1759
www.innovason.com CANADA: TEL: 514-426-3013 = FAX: 514-426-3953



ON THE COVER

NEW YORK CITY

The Hit Factory,

by Paul Verna

Dn the afternoon of July 24, 2002, as he
prepared to throw a party to celebrate
the opening of Studios 6 and 7, Hit Factory
CEO Troy Germano beamed with confidence.
Despite the uncertain economic climate in
which he found himself, Germano made a
bold case for the rooms themselves and the
consoles within them: twin Solid State Logic
80-input XL boards, the new state-of-the-art
in analog and surround mixing.

Six months later, Germano’s optimism
had been reinforced by the success of the
rooms. In their first six months, Studios 6 and
7 have hosted a galaxy of recording super-
stars who have used them for their tracking,
overdubbing, mixing and muitichannel ca-
pabilities. Among the artists who have
recorded basic tracks in Studios 6 and 7 are
Sting, Guster, Luther Vandross, Eve, Missy El-
liott and Japanese sensation Kenji Ozawa;
Lenny Kravitz, Matchbox 20, Paul McCart-
ney, Santana, LL Cool J and Toni Braxton
have overdubbed and/or mixed in the new
rooms; and one of Hit Factory’s longest-run-
ning clients, Paul Simon, tracked and mixed
his contribution to The Wild Thornberrys
soundtrack in Studio 6, which Germano says
was modeled after the room at the old Hit
Factory Broadway location that Simon had
used since 1983.

“It's been a really good mix of clients in
both rooms, and they’'ve used them for
recording and mixing,” says Germano. “We
take pride in the diversity of styles that we
cater to: pop, hip hop, R&B, rock, jazz, cast al-
bums, etc.”

Some clients, like Kravitz and McCartney,
brought 5.1-channel DVD mixes into Studios
6 and 7, which are purpose-built for surround
production. Other multichannel projects that
were done recently at the Hit Factory include
DVDs for Iron Maiden, the Foo Fighters and
Elvis Presley.

Germano says, “We're doing a lot more
surround work than ever before. It's exciting.
It's finally starting to happen as everybody pre-
dicted that it would.”

Always in the forefront of new technolo-
gy, Germano was among the first studio own-
ers to embrace the SSL XL platform, a
refinement of the British manufacturer's
hugely successful J Series of SuperAnalogue
consoles.

Studio 6

Hit Factory CEO Troy Germano, standing in Studio 6 ot the XL console.

The transition from the J to the XL has
been as smooth as Germano hoped for. “It re-
ally has been seamless,” he says. “Usually
when you change a console, even if it's from
the same manufacturer, you wonder what
you're going to lose. But i haven’t heard one
negative comment about the XL. People love
the faster computer, and they think that the
console sounds a little bit better.”

Soon after installing the two XLs in Studios
6 and 7, Germano purchased a third one for
Studie 3 in the New York location.

“When we put XLs in Studios 6 and 7, we
thought that if the consoles worked, we
would add a third one in six months to a
year,” he says. "But we've been so happy with
the console that we ended up ordering a third
one three months after opening the new
rooms. Now we have three XLs and three Js
in New York, plus a Euphonix System 5 [digi-
tal consale].” (in the Hit Factory's Miami loca-
tion, the company has three SSL Js, a Sony
Oxford digital board and a vintage Neve
8068.)

Hit Factory Studios 6 and 7 offer not only
the most advanced analog consoles in the
market, but top-notch recorders, monitors
and outboard equipment, as well as peerless
acoustics. Designed by Dave Bell from UK-
based White Mark Ltd., in conjunction with
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Germano, the rooms are streamlined and
comfortable, with clean, sleek lines and plen-
ty of space.

Each room offers its own 48-channel Pro
Tools MIXPlus system (as well as access to
one of three Pro Tools|HD systems in-
house); a Sony 3348 HR; two Studer A827s;
and outboard racks tailored for surround
mixing, with highlights including three
stereo GML EQs, Sony 777 Sampling Re-
verbs, Avalon 737s and 2055s, Lexicon 960
Ls, and Empirical Labs Distressors and Fat-
sos. Each room is equipped with five soffit-
mounted custom speakers designed by
George Augspurger.

Germano, who half-jokingly compares the
studio industry to the hotel business, says that
his equipment and design choices reflect the
needs of his clientele. “People come to us for
these great analog consoles, the large moni-
tors, the acoustics, the outboard gear and the
services we provide,” says Germano. “More
than ever, you have to give people value for
their money, whether you're a department
store, a candy store or a recording studio. We
want people to walk away feeling that they
were treated right and provided with a good
environment in which to be creative. We
want them to feel that their money was well
spent.” |

PHOTO: DAVE KING



Four great reasons
to buy at Sweetwater.

Microphones Computers & Software

Great Prices
Knowledgeable Sales Staff

Comprebensive Support

Keyboards

Largest Selection

Outboard Gear

Price. Staff. Support. Selection. These are the four fundamentals of the
perfect buying experience. With other retailers you have to decide which of
those elements are important to you and which of them you can live without.
There is only one retailer in the industry that lets you have your cake and
eat it too: Sweetwater. These four fundamentals are the cornerstones of the
“Sweetwater Difference,” — a philosophy that ensures that our customers are
taken care of before, during and after the sale.

Call us today and find out why bundreds of
thousands of people choose Sweetwater!

Speakers

2003 is here!

Filled with all the latest
and best gear available, it’s

music technology direct”

5335 Bass Road, Fort Wayne, IN 46808
FAX (260) 432-1758
sales@sweetwater.com

an encyclopedia of musical
equipment. Call us today for
your FREE copy!

© 2002 Sweetwater, Inc.



THE FAST LANE |

boom...BOOM!
SPL at Ground Zero
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BY STEPHEN ST.CROIX

ILLUSTRATION JACK DESROCHER

ast month, I opened with several things that 1

have been called, but in proofreading it, I felt

that it was not a balanced overview. And so, in
the interest of objective neutrality, T should tell you
that I have also been called a flaming asshole—and
blind. This usually happened on the highways in
Maryland, where the plethora of flaming assholes are
always looking for ways to recruit more members into
their already healthy ranks; and in Florida, where 10-
tal blindness is a basic requirement to get a driver's li-
cense. But here again, in the interest of objective re-
porting, I must reveal that Florida’s total blindness
requirement is waived if the applicant is over 95 years
old. So, only 38% of the drivers on the road are actu-
ally sightless. Deaf is another story:.

In California, almost everybody on the road can see
and hear, but only themselves. I get along preity well
there. They call me when the surf's up or when they
want Tex-Mex blues on a So-Cal guitar. [ fooled them
all last month and spent the afternoon learning to
lamely “play” a didgeridoo at a dedicaied didgeridoo

wwew.mixonline.com

distributor in Laguna Beach. Then I walked into a
bench and cracked my knee open. So I do have my
blind moments.

But there is one common acoustic event that exists
in these and every other city in the first world: stoopid
car audio tricks.

Now, when I was much, much younger (seven
years ago), [ built a 21-kilowat:, eight-subwoofer com-
petition car that won everything 1 entered. That's
21,000 watts from 18 to 56 Hz. and 5k distributed above
that. This was a 3000GT VR4 that | stripped down 1o
the skin and built in some very serious second-order
bandpass cabinets—sacrificing every cubic inch be-
hind my head. No rear seats, no rear deck. Only cabs
and amps.

I was naive. | was self-confident, even cocky. I had
so much faith in my maturity and professionalism that
I was convinced I was immune to the life-desiroying
pitfalls of this dark-underhood-underworld-subwoofer
subculture.

[ actually thought that I could get in, get what I
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— THE FAST LANE

wanted and get out unscathed. But the
sad truth is that car subs are a gateway ad-
dition: They lead to harder and harder up-
grades, and before you know it, you live,
eat and sleep this stuff; you are hooked.
You drop out of normal society, start
hangin’ with 18-year-olds who know
where to get the really good 2-gauge
power cables and the best super-deep-
cycle batteries.

Sure, you get an education, but at what
cost, I ask you? What cost?

I knew a guy. A friend who I had once
bought a couple of borderline illegal
headlight bulbs from. He had gone on to
open a chain of high-end car audio shops
that carried the best stuff, and he knew all
of the secrets to get the most out of every
ounce. Yup, he was good. Real good.

And I had this car with a lame audio
system that I couldn’t even listen to the
weather on. And the road noise was
ridiculous.

So I dropped by to see the guy. He
sold me some DynaMat. This is how it
started. Damn, I remember it so clearly
now that my memory is starting to return.
DynaMat is this thick, slightly foamy, self-
adhesive tarpaper stuff that you slap on to

any surface that sings to damp it and quiet
it down. I once DynaMatted a woman I
was dating. Stuff works great. She once
broke my jaw while I was sleeping, and
that worked pretty well, too. Had I been

But the sad truth is that car
subs are a gateway addition:
They lead to harder and
harder upgrades, and
before you know it, you live,
eat and sleep this stuff;

you are hooked.

given the choice, I would have chosen the
sticky paper.

So, anyway, I took the car apart and
stuck this stuff everywhere. The car went
from a loud racer to a BMW 700 Series-like
quiet, solid and substantial-feeling racer.

And, at the risk of turning you on to

audio’s seedy, speedy underbelly, I will
tell you this: You need this stuff some-
where in your life. [ have since gone on
to use it to substantially quiet down com-
puters, equipment racks, cars, boats,
planes, speaker boxes, air ducts, swim-
ming pool filters, the drive in my TiVo,
and much more. They even make a re-
flective foil-laminated version for noise re-
duction and thermal insulation. Note that
this was the actual helpful content portion
of this month’s column. DynaMat. But be
careful—stop there! Don't let the people
at the car audio place where you get this
stuff show you anything else.

And don't, under any circumstances,
let anybody there under 30 come out to
your car, and never let them hear your
car’s stereo system. They will destroy you
in ways that you never imagined. And
then, when you have been reduced to a
flinching blob of prenatal biomass in the
middle of the parking lot, they will show
you how to overcome your mass mental-
ity and take your rightful place among the
auto audio elite.

At this point, you are destined to one
of only two paths: go home and live out

—CONTINUED ON PAGE 154
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The OS X Files
A Chat With Apple’s Audio Guy

omputer companies rarely make audio or mu-
‘ sic hardware. There have been exceptions: If

you've been around a while, you may recall
that Atari included MIDI jacks on its ST computers; Ap-
ple once stuck its logo on a simple MIDI interface; and
IBM marketed something called the “Music Feature,”
which was actually a Yamaha four-op FM synth chip
on a PC daughter card. But generally speaking, the
companies making the general-purpose pizza boxes
and laptops that have taken over our industry left
others—from Creative Technologies to Motorola to
Kurzweil to Digigram—to worry about the chips, the
cards, the breakout boxes and the other hardware
add-ons that we must have in order to do sound gen-
eration and DSP.

Computer makers don’t normally do much in the
way of audio and music software, either. On the PC
side, they don’t make any software at all, because they
don't own the operating system. Microsoft, which
does, has come up with several Windows pieces (or
is that “shards™) that are helpful to third-party devel-
opers like DirectX and Windows Media Player. On the
Mac side, Apple has historically made a few very ten-
tative forays into the area, such as the lame QuickTime
Musical Instruments and the positively comatose MIDI
Manager. But by and large, most of that kind of de-
velopment—even at the system level—has been left
up to others like Steinberg for audio interconnection,
and Opcode and Mark of the Unicorn for MIDI.

But under Apple’s latest—and as of last month, the
default—operating system, OS X (which apparently can
be pronounced “oh-ess-eks” or “oh-ess-10,” depending
on your mood), that's all changing. And considering
Apple’s acquisition last summer of the well-regarded
German software and hardware maker Emagic, it’s rea-
sonable to assume that it's going to be a big change.

A year ago in this column, I maintained that OS X
wasn't exactly ready for prime time when it came to
music and audio applications, but with the introduc-
tion last fall of OS 10.2, that's history. Oliver Mascia-
rotte covered the technical ramifications of 10.2,
dubbed “Jaguar,” in his November 2002 “Bitstream”
column. (Apple has always used internal code names,
some of them very clever, for its projects in develop-
ment, but why this particular one has caught on so
well with the public is beyond me. If you ask me,
“Tsunami” was a whole lot cooler.)

I'm going to take a different tack and talk more
about the business side of 10.2’s music and audio func-
tionalities, and what it all means to the user and de-
veloper communities. To help me, I interviewed Dan
Brown, who for the past three years has held the
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BY PAUL D. LEHRMAN

somewhat awkward title of “audio technologies man-
ager, worldwide product marketing” at Apple Com-
puter. Brown is also a member of the Board of Direc-
tors of the MIDI Manufacturers Association, which
means that he’s aware of the issues from several dif-
ferent perspectives. And he’s willing to talk about
them, or at least most of them. What follows are some
of that conversation’s main points.

There are no longer any technical
issues inherent in the OS
that make it a problem for music,
which is not to say that there
haven’'t been issues in the past.

—Dan Brown, Apple

Why bas it taken so long for many MIDI and audio
developers to adopt OS X?

We believe by now, working with the developer com-
munity, that there are no longer any technical issues
inherent in the OS that make it a problem for music,
which is not to say that there haven't been issues in
the past. When it was first released, it was usable with
real-time applications like audio, but we didn’t have
carbon [OS X-compatible] apps to test it on. So we had
a chicken-and-egg situation, and we had to wait until
the apps were ready before we could do any testing.
And then we found that there were inefficiencies;
those have been fixed.

Does Apple consider USB to be a viable way to send
MIDI?

A USB MIDI class driver is good for consumer-level
use. For professionals, we recommend using time-
stamping drivers the way Emagic and Mark of the Uni-
comn do. The USB Implementers Forum, www.USB.
org, owns the USB specification—we don’t—and they
don’t support time stamping. It's because they are
more oriented toward consumer uses of USB and not
the MI or media-production industries. So we can’t do
it ourselves, but we'd love to see the developer com-
munity get together and deliver a class standard for
time stamping that everyone can use.

What about MIDI over FireWire?

Yamaha is doing that with mLAN. Again, we don’t own
the spec, but we certainly support it; and if people
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want to use mLAN, that’s fine with us,
but that specification belongs to Yamaha.
We can only implement what mLAN con-
sists of.

Before OS X, the Opcode MIDI System,
OMS, was the de facto standard to deal
with MIDI interfaces and interapplication
communication, even though Opcode es-
sentially ceased to exist some years ago
and no one bas been supporting it. I
beard at one point that Apple was inter-
ested in picking up that technology. How
come it didn’t?

I can’t really speak to that.

But is OMS’ functionality part of OS X?
Yes, we deliver all of the MIDI services
that were in OMS. We have an application
called Audio MIDI Setup that recognizes
all devices, which are either class-compli-
ant or for which a driver has been loaded.
That includes interfaces and USB key-
boards and other instruments. We would
like devices to be as class-compliant as
possible so that they at least work with
that software, without requiring any cus-
tom drivers. Maybe you’ll need custom
drivers to take advantage of the full-fea-
ture set of a device, but we’'d like basic
setup to be as painless as possible.

What about older applications that aren’t
updated for OS X. Will they work?

Old software that has not been “car-
bonized” should run in OS X’s “classic”
mode; but in that mode, hardware devices
are not directly visible to applications. So
you almost need two drivers: one to get
into the OS X environment and one to get
out the ports. With that much going on,
performance can’t be guaranteed. Appli-
cations just won't run well, if they run at
all. On the other hand, under OS X, car-
bonized native applications like Reason
and Ableton Live run very well. I go home
and use Reason almost every night.
They’re so stable; it's a revelation.

How is synchronization between appli-
cations bandled in the operating system?
Under OMS, you bad to specify which de-
vices bandled what kind of timing data.
Synchronization is API [application pro-
gramming interface] level functionality,
meaning that it’s up to each application
on how to deal with it. There’s nothing
special about managing synchronization
data: The OS just treats it as time-sensitive,
time-stamped data. If the application as-
signs it a high priority, then it will be
passed accurately.

What's replacing the old Sound Manager
to bandle audio streams, and bow is it
different?
Sound Manager is useful for consumer-
level playback in OS 9. It handles two
channels of up to 16-bit, 48kHz audio. But
professionals needed something more
flexible, and so ASIO, EASI and Direct I/O
were developed by various companies.
They were critical. Now, we have Core
Audio, which is functionally the same as
Direct I/O or ASIO. It allows any number
of channels of input and output, with up
to 32-bit floating-point precision. We've
made the middlewares unnecessary. We
haven't prevented those companies from
bringing up their protocols into OS X, but
they don't have to. And I don’t know why
they would want to.
What about plug-ins? Are you looking to
adopt a common format for them, as
well?
The reason there is such a variety of plug-
in formats is purely marketing. If the de-
veloper community were to choose a
common format—consolidating all of this
redundancy—then that would eliminate
all of the confusion. We have a protocol
—CONTINUED ON PAGE 157
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The story so far:

By the end of the 1970s, Frank Zappa
bad released 28 original albums (in-
cluding seven two-LP releases), either
by the Mothers of Invention or under
bis own name. Deeply distrustful of
large record companies, Zappa had set
up bis own independent record label
and, frustrated by the cost and logisti-
cal difficulties of scheduling lockouls in
commercial studios, bad constructed a
state-of-the-art personal studio, the Util-
ity Muffin Research Kitchen (UMRK).
And to ensure the bighest-quality live
recordings, Zappa purchased the Beach

Boys’ remote truck.

By Chris Michie

The refurbished truck, dubbed the UMRK Mobile, became an inte-
gral part of the touring organization and was used to record every show,
as well as premix various instruments for the FOH and monitor engi-
neers. “I might have 22 channels on the drums,” says Mark Pinske, then
working as Zappa's recording engineer in the truck and at UMRK. “I
would take the combination of all of it and send, for instance, tom toms
left and right back out to the house. We might take nine different stereo
keyboards, and | would mix them all down to a stereo keyboard mix
that could go back to the monitors onstage and back to the house mix.
We found that we had a lot more control over the feedback and a lot
fewer problems with the recordings, because we had the same sonic
tone and the same path pretty much going to each of the locations. |
had 85 noise gates in the truck, and we could pretty much control
everything. | could hear problems—Ilittle buzzes or hums—and we could
isolate the problems, and then | could treat them with some of the best
outboard gear you could get and send it back to these guys, and it
would be all spiced up. And, of course, you're not going to get the kind
of equalization that you have in a Neve console out of a little portable
Midas board."”

With two Ampex MM1200s running at 30 ips, the operation soon
required bulk shipments of tape to various points on the tour. “On the
first three-month tour, we had 946 master tapes, if | remember cor-
rectly,” says Pinske. “A huge amount of master reels of tape. Normally,
it would take about eight reels a show, overlapping them. A lot of times,
we did these small theaters in America, so we would do double shows,
and Frank had a habit of not repeating any of the songs from show to

show. So we'd have pretty much different tunes through both shows."”

MUS G?

FRANK ZAPPA’S ASTONISHING CAREER AS A RECORDING
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MAGIC FINGERS
Having played about 825 concerts in the preceding 10 years,
Zappa retired from touring in July 1982 and devoted his energics
to new studio recordings and mixing th¢ now-enormous backlog
of live tapes. Bob Stone, formerly chief engineer at Larrabee,
where he had mixed many of Casablanca’s disco hits, including
Donna Summer’s “Last Dance.” joined the UMRK staff in 1980.and
he and Pinske wound up tag-teaming on Zappa’s various remix
projects."Frank liked to work around the clock,” recalls Stone,“so
we'd take shifts. I'd leave a setup for mixing on the console and
leave any notes that needed to be done?” In fact, the surprise hit
“Valley Girl™ (from the 1982 Ship Arriving Too Late to Save a
Drowning Witch album) was mixed while Zappa was asleep.
“When he got up the next morning to check out what happened
the night before,” Stone says,“he thought maybe one of the vocal
raps might have been a little different, from a different track ear-
lier in the tape. But I'd already tried that and knew it wouldn’t
work.I demonstrated that to him, so we went back to what I had
and moved on.That was about all the attention we gave it”
“Valley Girl”became Zappa’s highest-charting single and.along
with an out-of-court settlement with Warner Bros., provided fund-
ing for Zappa’s next recording adventure. In January 1983, Zappa
and Pinske traveled to London to record the London Symphony
Orchestra performing various “classical” pieces that Zappa had
composed since 1968. Unable to secure a good concert hall for
the recording date. Zappa wound up recording the 105-piece or-
chestra on a soundstage at Twickenham Film Studios, using abous
40 prototype Crown PZM microphones (supplied by Ken Wahren-

7. N :
Coffee-table Zappa. This career retrospective made up of studic outtakes and archival “field recordings” is stuffed with gems for the rabid fan; the informative
booklet is illustrated by Gabor Csupo.

brock) in unusual close-miking configurations. Another technical
innovation was the use of Sony’s new PCM-3324 digital recorder,
but neither the wide dynamic range of the digital medium nor the
separation achieved through close miking could entirely save the
performances.“I think we had about 1,000 edits.” Pinske recalls of
the remix sessions.*We were counting them at one point—we got
up to like 900—and we decided that counting them was ridicu-
lous. But [Zappa] could edit like nobody could. When 1 first started
with him. I was afraid to pick up a razor blade. Now. I could put
a breath into a vocal or take a breath out. I was just privileged to
be able to have learned from somebody like that.”

Despite his dissatisfaction with the LSO’s performances,
Zappa was extremely impressed by the apparently noiseless
digital recording medium and wound up leasing and eventually
owning two Sony PCM-3324s, as well as a Sony PCM1610 for 2-
track mixdowns. From 1984 on, all of his new recordings, both
in the studio and live, were in the digital medium.

HE MADE ME DO IT

Back at UMRK, Zappa, Pinske and Stone busied themselves with
an array of recording and remix projects. With various lawsuits
finally settled, Zappa had regained the masters for all of his LPs
on the Warners-distributed Bizarre and DiscReet labels, along
with the MGM/Verve master tapes of the early M.O.1. albums.
Most of these records had long been out-of-print, and, as it
turned out, several of the master tapes were unplayable and re-
quired considerable restoration work before the LPs could be
reissued.

ARTIST, PRODUCER AND STUDIO OWNER—PART 2
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Fortunately, a Studer 2-inch 24-track
had been included in the purchase of the
Beach Bovs' truck. “That was a lot beter
24-track, sonically, than the Ampex
MM1200s,” says Pinske. “We made home-
muade guides so | could take the 12-track
1-inch tapes and play them on the bottom
12 tracks of the 24-track 2-inch head. It
was a real meticulous thing: You couldn’t
rewind them fast, because the tape would
creep up and wouldn't pack right. And,
you could really only pass them through
one time, because the guide system was-
n’t all that great.” Over a three-month pe-
riod, Pinske managed to transfer all of the
various M.O.1. masters (o digital and also
created digital-clone safety copies.

The part of me that people should be most interested in,

if they have any interest in me at all, is what I do.

The first Old Masters box set of MO
LP reissues came out on Zappa's Barking
Pumpkin record label in April 1985; the
seven vinyl discs included a Mystery Disc
of outtakes and archival oddities. Two
more nine-LP volumes were released in
1986 and 1987. the first of these also in-

cluding a second Mystery Disc. Some of

the albums were more or less unchanged
transfers of the original album musters,
but several had been completely remixed
and, in some cases, had new bass and
drum tracks added.

DRUMS ARE TOO NOISY
As Zappa wrote in his autobiography,
“What qualified as an ‘acceptable drum

—Frank Zappa

sound’ on a 1950s recording seems laugh-
able today,” and as technology advanced,
he expended considerable time and ¢n-
ergy on getling better-than-acceptable
drum sounds. both live and in the studio.
One of the benefits of owning the UMRK
Mobile was that all road tapes were made
on the same equipment and tape format,
factors that allowed Zappa considerable
latitude in editing among different shows.
In order to ensure even more consistency.,
Pinske and drum tech John Goode devel-
oped a system to permanently mount
microphones in Chad Wackerman’s drum
kit. “We would try all kinds of different
drum heads and all kinds of different
microphones to get the absolute best

UMRR REDUR

Though Frank Zappa's personal studio, Utility Muffin Research
Kitchen, was a state-of-the-art facility throughout the 1980s, it
was more or less mothballed after Zappa’s death. However, in
2002, the Zappa Family Trust decided to finance a complete re-
furbishment, including architectural changes.

“For the last eight years, nothing has been done in that
room,” explains Dweezil Zappa, himself an accomplished musi-
cian. “The last major change to the studio was to accommodate
the change of console from the Harrison to a Neve VR 62; that
was in about 1990."” In fact, Dweezil tried using the studio dur-
ing the 1990s but, unhappy with the sound of the control room,
instead built a project studio in the vocal booth. "1 had done
some projects with that Neve, and there were always some
things that seemed questionable,” recalls Dweezil. ! have some
old Neve modules—1073s and 1272s—and | like the old stuff. But
for some reason, anything | did with that console and in the old
room didn’t work out, so | didn‘t feel confident with it. The mon-
itoring were these giant JBL speakers, and | thought the room
sounded a bit strange.”

The impetus to update the control room came from the Zappa
family’s decision to continue releasing archival material on the re-
cently formed Vaulternative label. (The first release, a two-CD vol-
ume that documents a 1976 live show in Sydney, Australia, be-
came available in summer 2002.) “Our hands have been tied while
the studio has been nonoperational,” explains Dweezil. “It's only
now that we’re going to be able to pick up the pace and deliver
things that people have been asking for and also discover things
we didn‘t know existed.” One much-anticipated release will likely
be a selection of live recordings by the so-called Petit Wazoo
band, a 10-piece M.O.1. that played a score of dates in late 1972.

The acoustic redesign of the UMRK control room, a collabo-
rative effort between Dweezil and Zappa's wife Gail and Art
Kelm, features a full 5.1 monitoring setup. Though only a cou-
ple of Frank Zappa'‘s mid-'70s records were mixed in the quadra-
phonic format, the composer specified a six-point surround P.A.

They live by a code that is usually SMPTE. Zappa hosts Sony’s Dr. Toshi Doi
(left) and Curtis Chan at UMRK. Zappa was among the first recording

artists to acquire a complete digital recording system comprising a Sony
PCM-3324 (shown) and a Sony PCM-1610 2-track mastering unit.

system for the 1991 Yellow Shark concerts and would undoubt-
edly have remixed much of his catalog for surround had he lived.
“We recently did a 5.1 project with one of the concerts from 1978
in New York at the Palladium,” notes Dweezil. "It was originally
recorded by Joe Chicarelli, and we got in touch with him to do
the 5.1 mix on it: We thought it would be fun for him to revisit
the material all these years later. So that release effectively recre-
ates the concert and adds so much depth to the music. 5.1 is a
different format that works really well, | think, for Frank’s mu-
sic, because there are so many textures involved and they're con-
stantly changing. It's not necessarily the best format for all types
of pop music, but it works for people whose music stands the
test of repeat listening.” The 5.1 Palladium remixes in DTS are

scheduled for a January 2003 release on Vaulternative.
To properly accommodate a 5.1 surround-monitoring system,
the control room was expanded in the rear and a new machine
—CONTINUED ON PAGE 34
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drum sound we could get,” recalls Pinske.
“So when we were done, we would have
a really elaborate, great-sounding drum
set. [ think the ultimate drum sound that
we ever had was on the Man From Utopia
album [1983]. And Frank started really lik-
ing this really good drum sound and kind
of wanted to start hearing it on just about
everything. I was kind of upset about the
fact that he wanted to replace the drums
[on the older albums], because I had al-

ready gotten a pretty good drum sound
out of even the mono recordings that
were on the original tapes.”

In some cases, reassembling the orig-
inal album proved impossible. “I always
liked the Fillmore East—jJune 1971 al-
bum, because I laughed at that album a
lot,” says Pinske. “But Frank couldn’t
even remember where he got all of the
edits from to put that together; he had
edited that thing, silly. So when we tried
to reconstruct that album, it was damn
near impossible, because he couldn’t
even remember where he got what cut
from. So, we'd have to hunt around and
say, ‘Jesus, where’s this next section?
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room was added to house two digital
Sony 3324s and various analog tape
machines. “The ceiling is now much
higher, and it's a more open-sounding
room,” notes Dweezil.

Another major change is that the
analog Neve VR 60 has been replaced
with a digital Sony DMX-R100. “1 had
been working with the Sony and
found it to be a much better tool for
me,” says Dweezil. New or remixed
recordings will be stored in either a
Euphonix R1 hard disk recorder or
workstation-based Steinberg Nuendo.
“The Synclavier we're keeping be-
cause there are probably over 2,000
compositions in it in various stages of
completion,” adds Dweezil. “Even
though it's an archaic setup, there’s
nothing else we can use to get those
things out. Ultimately, over time,
we‘re planning on making a sound ef-
fects library out of the samples that
Frank made and trimmed himself.”

Though some of the original studio
equipment has gone missing—
Dweezil especially regrets losing track
of the Pultec equalizers—the vintage
mic collection is still choice. “There’s a
nice collection of Neumanns: some
M49s, some MS50s, some U47s. | be-
lieve there's one Telefunken U47,”
notes Dweezil.

Staffing the newly revived facility
will likely be on an as-needed basis.
“I’'m going to be the main engineer on
my projects, and if there are other
things that we decide to bring in, we
will hire some other people we enjoy
working with,” says Dweezil. “Vault-
meister” Joe Travers, whose full-time
job is to identify the many hundreds
of tapes in the vault, will no doubt be
involved in some of the archiving. “As
it relates to projects of Frank’s, it'll
most likely be the two of us,” says
Dweezil. “I've also talked to other en-
gineers, like Bob Clearmountain, and
I'd like to get some other engineers’
takes on Frank’s music. | hope to do
some high-end 5.1 or detailed audio-
phile special projects that involve
great mixers. We're also working on
putting together some DVDs and fin-
ishing the Roxy and Elsewhere movie
that Frank started to make. There’s all
kinds of stuff in the vaults that Frank
did on 2-track or in apartments.
There’s easily another 30 years of re-
leases—it's that crazy.” —Chris Michie
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And sometimes, we just didn’t find them.”

Another problem with archival tapes
was due to the different aging character-
istics of the two tape stocks used for live
recordings. “We cut a deal with Ampex to
drop hundreds of rolls of tapes at differ-
ent cities, like Chicago, New York, wher-

This compoact infroduction to twa of Zappo's mast
interesting audic worlds contains three clossical
pieces played by the Ensemble InterContemporain
and four of Zappo's early Synclavier compositions.

George Jones
Al Stewart
Johnny Mathis
Vertical Horizon

ever,” says Pinske. “Well, Agfa started bid-
ding for the business, and we started us-
ing Agfa 468. We switched in the middle
of the tour, and when we got off of the
tour, we started razor-blade editing a lot
of the songs together from different
shows, and you couldn’t even tell the dif-
ference in the cymbals across the edits.
That's what Frank liked about the consis-
tency we did in the recording. Well, some
of the tapes that we meant to mix for an
album we didn’t get to mix, because we
edited way more songs than we were able
to have time to mix, so we put them in
the tape vault. When we pulled them out
a year later, the edits didn’t work. The
cymbals would drop as much as 3 or 4 dB
at the high frequencies when they went
to the Ampex 456, and then when we
went back to the Agfa tape, it would get
bright again. This was very frustrating
from an engineering standpoint. When I
remixed the whole Baby Snakes movie
[1983], we would have tapes that maybe
the first 20 seconds would sound right,
and then all of a sudden, it would get dull
and everything would change. We'd have
to strike the board and reset everything
just to make the edit work. And you might
strike the board maybe eight, 10, 12 times
through one song, just to try 1o make the
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sonics match on edits that originally ran
across like butter.”

THAT’S NOT REALLY REGGAE

These problems did not, of course, affect
digital recordings. By 1984, Zappa not only
had an all-digital setup at UMRK, but he
had also started working on the Synclavier
DMS, an all-digital sampling computer that
allowed him to compose and reproduce
music that would stump even the most ca-
pable human musician. Zappa’s first proj-
ect with the device was an all-Synclavier
rendition of chamber music by the obscure
18th-century Italian cellist—and possible
ancestor—Francesco Zappa. More sophis-
ticated Synclavier tracks showed up on
The Perfect Stranger—Boulez Conducts
Zappa, a 1984 recording by the Ensemble
InterContemporain, and Synclavier tracks
and samples also began to appear in
Zappa’s band-based recordings.

At this point, Zappa’s recording uni-
verse was complete: He owned a state-of-
the-art digital recording facility and the
ultimate sampling synthesizer, both main-
tained by a skilled technical staff available
around the clock; he had regained control
of his back catalog; and also had access
to a cadre of superb musicians who could
play pretty much anything he put in front

EKMS 105 - vOAPERFORMANGEMIGROBHONE

“We're sold on the accuracy, reliability and the dynamics
of the KMS 105.” Dave Matthews Band Audio Crew

www.mixonline.com



Shall we take ourselves seriously? Frank Zappo conducting the San Francisco Contemporary Music Players

in a performance of Edgard Varése’s Integrales. The event was a 1983 benefit concert at San Francisco’s

War Memorial Opera House.

An all-instrumental three-CD set assembled from
Mick Glossop-recorded remotes and Zappa's "road

tapes" archive features a thorough survey of
Zappo’s distinctive guitar sounds, with telepathically
complementary polyrhythms by drummer Vinnie
Colaivta and bassist Arthur Barrow.

of them. Distribution of Zappa’s records
continued to be problematic, but having
paid all of the recording costs up front, he
was in a position to demand exception-
ally profitable royalty rates. “He would
give the record company 15 percent,” re-
calls Pinske. “So Frank ended up making,
in those days, like $2.25 off each record
sold. And that was unheard of compared
to somebody like Dylan, who would
make 18 cents a copy. By having that kind
of control, he was able to take more
money in and not have to have all Plat-
inum albums. Because he knew his mu-
sic was off-the-wall enough and wouldn’t
be played on the radio—that he couldn’t
get that kind of volume—he set up his
business accordingly. The bulk of his
money still came from live perform-
ances—he got paid well for performing—
and also, he sold a heck of a lot of mem-

orabilia, whatever you could put in the
mail: T-shirts, you name it.”

1 DON'T KNOW [F { CAN GO
THROUGH THIS AGAIN

One segment of Zappa’s business, how-
ever, remained stubbornly unprofitable.
Despite the apparent success of his “clas-
sical” outings—T7he Perfect Stranger had
reached Number 7 on the Billboard Clas-
sical chart and also garnered a Grammy
nomination—the costs associated with
orchestral performances proved prohibi-
tive. Exasperated by the world of “serious
music,” Zappa returned to the road in
July of 1984. Again. most of the 130 or so
shows on the six-month 20th-Anniversary
World Tour were recorded, this time in
the 24-track digital format. At the end of
the tour, Zappa again announced his re-
tirement from the road, though he kept
several bandmembers busy overdubbing
on various current and archival projects
and recording sample libraries for the
Synclavier.

For the next three years, Zappa hun-
kered down at UMRK. Only one new
band-based album appeared during this
pericd—the 1985 Frank Zappa Meets the
Mother of Prevention—and it seems likely
that Zappa spent much of his time work-
ing with the Synclavier. In 1986, he re-
leased Jazz From Hell, which, apart from
a live guitar solo from the 1982 tour, was
entirely created on the Synclavier; the
record was nominated for two 1987
Grammys, winning one for Best Rock In-
strumnental Performance.

Zappa was always interested in achiev-
ing the best quality possible on vinyl; for
better fidelity, most of his LPs clocked in
at less than 20 minutes per side, and his
past experiences with inferior pressings,
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from editing the multitrack and developed
a system where I could mix and match to
an EQ or a venue.”

By the time Zappa and Stone worked
their way through to YCDTOSA Volumes 5
and 6 (released in 1992), they were able to
use Sonic Solutions, which allowed for
more or less seamless edits between per-
formances recorded as long as 17 years
apart. Zappa also made extensive use of
Sonic Solutions’ ambience-matching capa-

bilities in his final Synclavier masterwork,
Civilization Phaze III, which blended un-
der-the-piano dialogs from the original
Lumpy Gravy sessions with new characters
and conversations recorded two decades
later.

BEAT THE REAPER

Zappa had been experiencing health
problems for some time when, in late
1989, he discovered that he had advanced
prostate cancer. Despite the rigors of
chemotherapy and his steadily declining
condition, Zappa continued to update and
tweeze his catalog and, in addition to the
YCDTOSA set, managed to prepare for re-
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A typically eclectic collection that includes two
sprechstimme selections on which Zappa's
improvised vocal lines are doubled by guitarist
Steve Vai. The cover, by ltalian comic book artist
Tanino Liberatore, commemorates an Italian show
staged in an insect-infested swamp.

lease of at least another nine CD collec-
tions, including five two-CD sets. One of
these projects resulted from a collabora-
tion with the Ensemble Modern, an 18-
piece cooperative of highly skilled classi-
cal musicians who sought Zappa out and
demonstrated their commitment to per-
fecting a complete program of new and re-
arranged Zappa compositions. After ex-
tensive and grueling rehearsals, the
finished 90-minute program was pre-
sented—through an innovative 6-channel
surround P.A.—at the 1992 Frankfurt Fes-
tival and at other concert venues in Ger-
many and Austria. A concert recording
named The Yellow Shark was released only
weeks before Zappa’s death in December
1993 and reached as high as Number 2 on
Billboard’s Classical charts.

Zappa’s entire catalog (70 CD releases
and counting) is available from Rykodisc
and Zappa’s Barking Pumpkin label. Fur-
ther, the Zappa Family Trust has recently
established the Vaulternative label as a
conduit for further releases from the mas-
sive archives. Of course, the sheer volume
of Zappa'’s output makes it difficult for all
but the most determined (or obsessive) lis-
teners to digest and appreciate his wide-
ranging oeuvre. But, as implied at the be-
ginning of this article, even those Mix
readers who are indifferent to Zappa’s
music cannot fail to be impressed by his
technical expertise and dogged pursuit of
sonic excellence. Even hardcore Zappa
fans would admit that not every release is
essential, but, as with any serious artist,
unfinished sketches and imperfect realiza-
tions often illuminate the main body of
work. Anyone with an interest in the re-
cent tumultuous history of recording tech-
nology, a curious mind, tolerant house-
mates and enough time to spare should
attempt to climb this Mount Everest of the
critical-listening landscape. |
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Top Engineers Discuss Producing Vocal Tracks With DAWs

ove beyond the tired arguments as to whether analog recordings sound better than digi-

tal, and you'll find few enginecrs who will contest the tremendous flexibility, ease and
speed that recording to a digital audio workstation (DAW) affords.

The benefits of tracking to a DAW are perhaps no
more compelling than when recording vocals. After
capturing several takes, a composite lead vocal and
background choruses can be quickly assembled in a
drag-and-drop jifty. Ear-bending vocal lines can be
auto-tuned to sweet perfection in a snap. And, an un-
trained singer's wildly fluctuating dynamics can be
readily reined in by plug-ins such as Waves’ C4 Multi-
band Parametric Processor or the frequency-morphing
Arboretum Systems’ lonizer.

With all of this power available to the digital devo-
tee, the question becomes how much should you
process the vocal performance before it hits your

A/D converter vs. afterward? tere's a hint: If the
ubiquitous DAW is the solution to all production
needs, trade shows wouldn't be filled to the gills with
analog outhoard gear. But they are.

Mix interviewed three top-drawer engineers—
Marc DeSisto, Sylvia Massy Shivy and Dave Ogilvie—
to learn how they record vocals to DAWSs, and chat
about signal processing and engineering techniques
on both sides of the A/D. (See “Workstation Wizards”
for their credits.) In some respects, tracking vocals 10
a DAW motivates profound changes in the way these
engineers work vis a vis working with analog tape.
In other ways, it makes little or no difference at all.

THE SONG REMAINS THE SAME
Whether committing vocals to an analog
or digital medium. Ogilvie says that his
choice of microphones has never really
changed. “My standards are Shure SM7
and SM58s, AKG 414-TLII and CI12, and
[Neumann] U:7s.”

That said, Ogilvie notes that “the SM7
gets more action out of plug-ins. That is,
when you start playing around with plug-
ins on a vocal track recorded with an
SM7], the effect seems to be more ex-
treme. The SM7 is kind of a narrow-band
mic, so the vocal really comes through
quite easily in a mix without having ©
work as much to bring it out. 1 end up
using the SM7 and SM58 quite a bit in the

industrial rock world.”

Massy Shivy’s tastes in vocal micro-
phones are equally eclectic, ranging from
the tube U47 1o the AKG C 1000 and
Shure SM58.

With the exception of the Neumann
M149, DeSisto turns to vintage mics—cit-
ing the FET 47, Telefunken 251 and Neu-
mann U67—to “round off [the sound] a bit
Defore it gets to Pro Tools.” DeSisto’s fo-
cus while tracking vocals is largely on get-
ting 2 unique and striking sound vs. some-
thing more transparent. “I own a Univer-
sal Audio 2610 mic pre because it actual-
ly has a sound,” he remarks. “It's really
wonderful. 1 don’ want to buy something
that's transparent because. it's like, ‘Okay,

www.mixonline.com

what is it doing? I like something that ac-
tually has a sound.”

Massy Shivy and Ogilvie have similar
tastes in mic pre's. Massy Shivy gravitates
toward using “older Neve mic preamps”
and, occasionally, the Telefunken V72.
For recording loud rock vocals, Ogilvie
specifically likes the Neve 1063 and 1081
mic preamps, in part because of their ver-
satility. “If 1 want more or less distortion,”
he says, “one step on the Neve [gain con-
trol is almost like a completely different
picture.”

By Michael Cooper
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COLOR MY WORLD

All three of the engineers interviewed pre-
fer to use analog rather than digital EQ on
vocal tracks. “[Analog EQ] gives it a litle
better color,” Ogilvie asserts. Massy Shivy
finds that “digital EQs allow you to pin-
point certain frequencies if you're trying
to repair a track, but I always go for the
analog EQ, whether it’s a [Neve] 1073 or
a 1081. I like the tonality and the simplic-
ity.” DeSisto relies on his Pultec or analog
console for EQ duties.

Although they all generally shun using
a DAW’s EQ plug-ins on vocals, they dif-
fer as to how much analog EQ they're
likely to use while tracking. DeSisto does-
n’t like to use a lot of EQ when recording
vocals because it makes it hard to match
up vocal punch-ins later on in the
process. He'll typically use a Pultec to “at-
tenuate maybe 20 or 30 cycles a litte bit
to pull out the rumble that’s in the room,
so that the [downstream] compressor isn’t
seeing any of that low-end stuff. And I
might boost a little [with shelving EQ) at
10 kHz.” If the singer wants to hear
his/her vocals sound exceedingly bright,
DeSisto will simply add EQ in their head-
phone feed only.

Massy Shivy is less reserved when
adding EQ to DAW-bound vocals. “I'll def-
initely EQ [before hitting the computer),”
she states emphatically. “I'll make sure it
has enough richness and isn't too thin. I'll
typically add a bit of lower mid and some
sizzle on top. I prefer to have everything
recorded as close to the sound I'll want at
mixdown so that while we’re monitoring
during recording, we're hearing as much
of the final picture as possible. I don’t
want to wait until the mix to find that
sound. I like to record it initially.”

If Massy Shivy’s motto is “damn the
torpedoes,” then Ogilvie’s is “hold your
fire!” “To get the sound I want on vocals,”
he says, “I rely on the combination of the
mic, the preamp and the compressor,
and I try to avoid EQ. I don’t EQ going
into the computer ever. [ will a bit on the
end, but it will generally be in the ana-
log domain [with an analog console at
mixdown).”

“I'm really not a fan of EQ’ing the hell
out of vocals,” Ogilvie continues, “be-
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cause I find it changes a lot of things that
you didn’t want it to change. Also, the
singer is adapting to what they’re hearing,
so they’re almost singing along with how
i's being processed. If you change the
track afterward with radical EQ, all of a
sudden, it's almost like a different per-
formance. The processing I would do on
it later would likely be compression and
[time-based] effects, as opposed to EQ.”

PUTALIDONIT
Though our interviewees had disparate
preferences for when and how much to
EQ vocals, they were virtually in harmon-
ic convergence on the subject of when to
compress. They all voiced a strong
predilection to using analog compressors
on vocals before they reach the DAW.

“I'll do quite a bit of compression be-
fore I go in [the computer),” Ogilvie notes.
“I'll do as much as [ can to get it as hot in

to the digital realm without any dipping
whatsoever.” Ogilvie usually turns to a
vintage LA-2A, Fairchild 670 or an out-
board SSL compressor (the rackmounted
version of the master-bus compressor) for
vocal dynamics processing. For more ex-
treme compression, he regularly calls on
the Empirical Labs Distressor.

DesSisto also always used compression
when tracking vocals to a DAW, preferring
to use a Fairchild, a Distressor, an 1176 or
an LA-2A. He notes that he can compress
a vocal, say, 10 dB with a vintage LA-2A,
“and it’s just fine. It's okay, don’t worry,
f*** the meter. We're in this to listen. Al-
ways use your ears, always trust what
you’re hearing.”

Ogilvie agrees, adding, “If you're lis-
tening to it super-loud over the mix, you
might hear it and go, ‘Whoa, it’s too much.’
But then when you set it back in its prop-
er perspective, it could be right on.”

LORRSTATION WZARD

Etheridge’s Breakdown (Island, 1999).

Acroma.

After years of recording engineering in his Boston hometown, Marc DeSisto moved
west to Hollywood in 1984 and eventually wound up as a staff engineer for A&M
Studios. In addition to working on U2’s Rattle and Hum (Island, 1988), while at A&M,
DeSisto engineered, mixed or co-mixed a variety of projects by Don Henley, Cutting
Crew, Belinda Carlisle, Suzanne Vega, Patti Smith, Amy Grant and Lone Justice, De-
Sisto moved on from A&M in early 1990 to work as an independent producer/engi-
neer, and has since amassed a colorful list of rock and pop credits, including projects
with Chris Isaak, Michelle Branch, Stevie Nicks, Lindsey Buckingham, Joe Cocker and
Spinal Tap. DeSisto was nominated for a Grammy in 2000 for his work on Melissa

Sylvia Massy Shivy started engineering in San Francisco Bay Area studios in 1983 be-
fore moving to L.A. in 1988. She assisted at Lionshare in Hollywood in 1989 before
settling in for a three-year stint as a staff engineer at Larrabee Sound in West Holly-
wood from 1990 to 1993. While at Larrabee, Massy Shivy produced, engineered and
mixed Green Jelly’s Platinum album Cereal Killer (Zoo, 1993). Working as an inde-
pendent since 1993, Massy Shivy has racked up a diverse list of credits, including proj-
ects with R.E.M., Red Hot Chili Peppers, Tool, System of a Down, Powerman 5000,
Johnny Cash and Tom Petty & The Heartbreakers. Massy Shivy opened Radiostar Stu-
dios in Weed, Calif, in 2001, and now does all of her producing and engineering
there. Recent projects at Radiostar include Lollipop Lust Kill, Seven Mary Three and

Dave “Rave” Ogilvie began his recording career working as an engineer in Van-
couver's Mushroom Studios in 1984. It was his producing, engineering and mixing
for Nettwerk’s industrial goth band Skinny Puppy that brought Ogilvie to the at-
tention of Nine Inch Nails' Trent Reznor in 1994. Reznor subsequently chose Ogilvie
to co-produce and engineer Marilyn Manson's AntiChrist Superstar (Nothing/Inter-
scope, 1996), which went Platinum. Ogilvie has since mixed or remixed projects by
David Bowie, Métley Criie, Killing Joke and many others. The seasoned rock pro-
ducer/engineer recently finished working with Dead Relative (Island) and is cur-
rently working on Zack de la Rocha’s solo album.

www.mixonline.com
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K240 STUDIO HEADP-ONES

‘ AKG's K240M and K141M headphanes are industry standards. Now, the
newest members of AKG's legendary headphone family have arrived,
the K 240 Studio and K 141 Studio.

Our new XXL transducer offers stunning frequency response, 55 chm
impedance provides louder and better sound than ever betore, and a plug-in
cable makes storage and field service simp'e. Want to know more?
Visit ari AXG dealer today and register to win free AKG gear at AKGUSA.com.

K141 STUCIO HEADPHONES
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stuff I have done at 96 kHz sounds great,
I don’t know how much of a difference
it really makes for the style of music I
mostly do.” Ogilvie prefers to work at
48kHz sampling rate instead of 44.1 kHz
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The Tannoy SuperTweeter™ is designed to provide the extended high frequencies demanded by
modern program material and sources such as DVD, SACD and DVD-Audio. It not only resolves
the fine detail of high frequency notes, but also effectively enhances the listening experience at
lower frequencies. Music contains transient information and rich harmonics beyond the range of
human hearing for pure tones. Even low frequency notes have leading edge transients reaching
30 kHz. By operating between the roll-off point of your existing speakers and 54 kHz, the
SuperTweeter™ will accurately reproduce the leading edge individual notes, allowing the listener
to experience the full bandwidth of the musical instruments and effects.

The SuperTweeter™ has been designed to match a wide range of modern loudspeakers, matching
sensitivities of 87 dB per Watt @ 1 meter to 95 dB per Watt @ 1 meter. Crossover frequencies of
14, 16 or 18 kHz can also be selected.

The addition of the SuperTweeter™ to any loudspeaker system provides increased impact,
airiness and improves system imaging - making music sound more natural and true to life.

because the ADC's filters are placed fur-
ther out of harm’s way at the higher rate.

A big fan of Apogee ADS0OOSE and
PSX-100 converters, Ogilvie opts to keep
the Soft Limit function for those units
turned on. “There’s nothing worse than
getting a great performance ruined |[by
digital overs],” Ogilvie explains. “I'm will-
ing to sacrifice what Soft Limit does in ex-
change for protection.” He uses the
Digidesign 192 Digital 1/O 10 bus digitized
tracks into either a Pro Tools | HD system
or into Logic Audio, because Logic has the
ability to automate muliiple plug-ins eas-
ily. “If you tried that in Pro Tools, there’s

’

SuperTweeter | «(Gvim=sanaI» | tannoy.- com

TANNOY NORTH AMERICA INC.»TEL:(S19)745.1158 + FAX:(519)745.2364+ DEALER FAX 800)525-7081
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no way [it would work],” he asserts.

DeSisto is also a fan of the Apogee
ADB8000 but prefers to turn off Soft Limit.
Both he and Massy Shivy work strictly in
Pro Tools; Massy Shivy typically uses the
Digidesign 888 I/O as a front end for a
Pro Tools MIXPlus system.

| prefer to have everything
recorded as close to the
sound I'll want
at mixdown so
that while we're

monitoring

during recording,

PHOTO LJ PHILPS

we're hearing as much
of the final picture as
possible. | don’t want to
wait until the mix to find
that sound. I like to record
it initially.

—Sylvia Massy Shivy

YOU MOVE ME
Once inside the computer, vocal tracks can
be spruced up using the DAW’s powerful
editing capabilities. This is especially help-
ful when dealing with background vocals.
“I just love doing vocals in digital,”
Massy Shivy enthuses, “because it’s so
much easier to comp. On choruses, when
I double and triple and quadruple or add
harmonies in a big slab, I'll look at the
waveform and make sure that all of the
words start at the same time and end at
the same time so that the consonants—the
‘t's, for example—all line up. You can
make those backing vocals sound so tight.”
If any consonant is not time-aligned
with its iteration on another track, Massy
Shivy will “chop it up and move it, and
then Il stretch between to make up the
space.” For example, if she moves a con-
sonant later in time, she’ll then edge-edit
the consonant to reveal its preceding
vowel and stretch the vowel earlier along
the timeline until it adjoins its original ut-
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For more than a
decade countless top
engineers,award winning
producers and musicians have been
depending on Waves to create their sound. From high
end Pro Tools|HD systems, to cost effective native audio tools,
Waves has the superior audio tools for the job.

It's true now more than ever.
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Emagic 2002
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System Status: Complete

Creative music production today has its own special require-
ments. Fast, modern equipment. A stable, reliable working
environment in which to use powerful, integrated tools. Open
standards and easy compatibility.

In 2002, Emagic was proud to be the first manufacturer to deliv-
era complete music production system for Mac 0S X, the modern
operating system that more than meets these needs. A compre-
hensive studio solution centered around Logic, the renowned
audio and MIDI production software. With over 50 integrated
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logic system

Music Production Software

Emagic 2003

System Status: Expanding

effect plug-ins in Logic Platinum, plus support for Emagic’s extensive range of option-
al Software Instruments, Logic is the preferred choice of more successful internation-
al music and audio professionals. Not only software, but also a complementary range
of Emagic MIDI and audio hardware interfaces is available for Mac 0S X.

Emagic’s creative audio tools can be customized to reflect and enhance the individual
working methods of each and every user. Having already earned an enviable reputa-
tion for unmatched innovation and quality, Emagic will continue to show the way for-
ward in 2003. New products, new features and new refinements to further expand the
music making experience.

www.emagic.de

Technology with soul.
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by Randy Alberts

Today, there seem to be as many virtual
instrument plug-ins as there are guitars,
synths, vocoders, basses, string sections
and electric pianos to emulate. Need a
classic synth or a keyboard for a session
but can’t afford the vintage price or drift-
ing oscillators? Just pull one down with the
mouse. If that'’s not enough polyphony for
the job, you can pull down as many as
your CPU ¢an support.

Keeping track of new plug-ins can be
a full-time job. Dozens of manufacturers

now offer hundreds of plug-ins that can
‘produce thousands of effects, from rela-
tively straightforward EQ and dynamic
control to massively complex reverb al-
gorithms and multidimensional spatial
manipulations. Mix’s last two plug-in
roundups (see the November 2001 and
September 2002 issues) were pretty com-
prehensive, but for this survey, which
concentrates on “virtual instruments,” we
found another 52 new or significantly up-
graded products that were introduced in
2002.

Access Music (www.access-music.de;
www.digidesign.com) released the new
Virus Indigo TDM Synthesizer Plug-In,
priced at $795. (Registered Mac and PC
Virus TDM users can upgrade for $95.)
Virus Indigo’s parameters can be manip-
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trol and Con
Ethernet, or w
controller. Tal

er resolution and increased voice count of
Digidesign’s Pro Tools| HD workstations,
Virus Indigo TDM replicates the award-
winning sounds of the Virus hardware
synthesizer family with four oscillators per
voice and 20 available voices, dual six-
pole filters and up to eight multitimbral
parts per DSP.

If you're better at humming a melody
than playing it on a synth, check out
Antares Audio Technologies’ (www.
antarestech.com) kantos 1.0 Audio-Con-
trolled Synthesizer ($299; DirectX, MAS,
VST, RTAS). Controlled by any pitched
monophonic audio signal, such as a voice
or a trumpet, the dual-platform kantos an-
alyzes incoming audio and instantaneous-
ly extracts pitch, dynamics, harmonic con-
tent and formant characteristics from the
information to control the kantos sound
engine. This unique plug-in’s harmonic
resynthesis capabilities can impose the
melodic gestures and the actual lyrics of a
song onto the synthesized sound. Includ-
ed are dual wavetable oscillators with
pitch constraint and quantization controls;
three resonant multimode filters; two en-

'World Radio Histo

dynarmcally apphes it to the synthesized
signal to produce traditional—and not so
traditional—wavetables. Additional wave-
tables will be made available for download
from the Antares Website, and custom
wavetables can be created with pretty
much any audio or sample editor.
Remember that beat-up '73 Fender
Rhodes the roadie spilled beer on during a
soundcheck at The Fillmore? Applied
Acoustics Systems (www.applied-acoustics.
com) has modeled it and dozens of other
vintage electric pianos in Lounge Lizard
EP-1 (8199; PC/Mac, VST, DXi, MAS,
DirectConnect). Working both as a plug-
in and stand-alone, the Lizard is laid out
like a hardware desktop beat box with ro-
tary virtual knobs for controls over mallet
stiffness and force, tine decay and tone,
and pickup position symmetry and dis-
tance. If that’s not enough to faithfully
model that trusted beer-soaked Rhodes,
the engineers at Applied Acoustics Sys-
tems included a way for users to change
the material used for the hammers, as
well. Lounge Lizard works on Windows
95/98/2000/XP and Macintosh 9.2 systems
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Arturia’s (www.arturia.com; www,
thinkware.com) Storm 2.0 release added
support for Mac OS X and Windows XP
operating systems, online collaboration
and file sharing, and a new software synth
to this impressive set of easy-to-use music
and recording tools. The Storm Music Stu-
dio now comes with 13 virtual instruments
and also includes the new Shadow virtual
analog polyphonic synth. Based on sub-
tractive synthesis, the VST Instrument
plug-in Shadow emulates the sounds of fa-
mous hardware synthesizers made in the
'80s without sampling and continuous
switching between the waveforms without
aliasing. Eight-note polyphony, two oscil-
lators, a noise generator, and a multimode
fiter with highpass, lowpass, bandpass,
notch, bell (12 dB/octave two-pole) and
hyper-resonant analog filters (24 dB/
octave, four-pole) are included with Shad-
ow. Two programming modes are pro-
vided: 100% manual or assisted for auto-
matic note correction. And, like other
Storm modules, Shadow can be played as
a VST Instrument through the Storm Stu-
dio (within Cubase VST and Logic Audio).

B Finder Fle fdn View Co Window iwip

CreamWare Minimax

Announced last year, Universal Sound
Bank’s hybrid UVI (Universal Virtual In-
strument) plug-in format for VST, MAS
and RTAS users has since been well sup-
ported by ather plug-in manufacturers.
Big Fish Audio (www .bigfishaudio.com;
www.plugsound.com) added four of its
USB Plugsound volumes to the growing
list: Keyboards Collection, World of Syn-
thesizers, Drums & Percussion, and Hip
Hop and R&B Toolkit {$99/each; Mac/
PC). Large sound libraries come with each
volume, and, most important, MIDI pro-
vides access to the sounds, which can be
played and modified within your digital
audio workstation’s GUI. Keyboards Col-
lection offers 256 presets and over 3,000
samples of acoustic and electric pianos,
clavinets and organs. Acoustic pianos in
classical, jazz and pop styles and a best-
of selection of famous electric pianos
from the past are well represented. A new

s B @ Moo 1042 AM
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Edirol HQ-OR Orchestral
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Release Trigger feature makes for more
convincing recreations of harpsichords,
and users can now control every UVI
knob and slider via MIDI. World of Syn-
thesizers offers a variety of analog, digital,
virtual analog and plug-in synthesizer
sounds, and Plugsound Volume 3 Drums
& Percussion brings a host of acoustic and
electronic drum kits to the desktop with
more than 60 percussion instruments such
as congas, djembe, bongos, darbukas,
Brazilian berimbaus and more. Finally,
Hip Hop and R&B Toolkit offers 647 pre-
sets using more than 1,500 samples. This
collection of loops, kits and multisampled
instruments was initiated by longtime
R&B programmers.

Adding to the company’s AS-1 and
DS-1 line, BitHeadz (www.bitheadz.com)
beefed up with Unity Session Digital Stu-
dio ($649; Mac MAS, VST, RTAS, Direct-
Connect, Pro Tools|HD) this past year.
Releasing six content titles for the Unity
and Phrazer platforms, BitHeadz now
gives Unity Session up to 256-note
polyphony and FreeMIDI, PC300, OMS
and OS X support. Users can assign two
MIDI and two audio effects per channel
in session and assign two send effects and
two global effects on master outputs. A
built-in sample editor includes a Stereo
Record function with gain and DSP func-
tion controls. The Unity Session synthesis
engine includes three stereo oscillators
and two stereo filters per voice and an 8-
octave range per oscillator. Users can play
samplers, synthesizers and physically
modeled synths at the same time. File
support includes 24-bit GigaSampler,
Retro AS-1, Unity DS-1, Sound Designer,
.AIFF, SampleCell II, DLS, SoundFont 2.0
and .WAV; and included content with Uni-
ty Session Digital Studio are Black &
Whites, Pop Drums, Orchestral Strings
and a large number of factory AS-1 and
DS-1 programs.

Cakewalk (www.cakewalk.com) is
now distributing DXi software synthesiz-
ers from rgcAudio. Triangle II DXi (free)
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Nuendo's host based DAW
features broadcast
standard audio, totally
comprehensive editing and
integrated surround sound
all coupled with MIDI and
Virtual Instruments from the
industry experts. Carillon
Nuendo systems are tried
and tested in the most
demanding environments.
Spec your own or choose
one of our recommended
configurations.

Today’s industry
standard music and
audio production
environments are
software based. These
products are now
commercially proven
by the world’s leading
producers and sit at
the heart of today’s
premier facilities.

But historically these software
DAWSs have been run on off-
the-shelf computer hardware
conceived for other purposes

Enter Carillon. Our AC-1 is the
world's only computer designed
from the ground up for audio
and has been adopted by a
long list of industry users from
Sir George Martin's Air Studio’'s
to legendary film composer
Hans Zimmer.

Our new Intel® Xeon™ powered
large frame AC-1X has been
specifically developed to
provide commercial users with
an unparalleled combination of
reliability and power that is
consistent with their overall
audio investment.

The benchmark platform for
professional audio.

Professional
AC-1X
solutions
with the
Intel® Xeon™
Processor

B> Carillon

866-4CARILLON

(B66-422-7455) emad: info@carillonusa.com
To order online and for full details on all of our systems.
features and Pro Users visit us at

www.carillonusa.com

Palent Applicstion Nos US 09909,130  CE 013062468  GB 0018000.0

Intel, Intel Inside logo and Xeon are trademarks or registered trademarks of Intel Corporation or its subsidiaries in the United States and other countries. All other trademarks are the property of their respective owners.
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is a sequel to the company’s monophonic
Triangle synth, but the real news is rcg-
Audio Pentagon I ($99; PC VST 2.0),
which runs natively under Cakewalk’s
Sonar platform. With the Pentagon’s fa-
cade offering one of the more serious
banks of control knobs in town, it'’s no
wonder that rcgAudio and Cakewalk tar-
get this for synth players and sound de-
signers. Four fat oscillators, 13 alias-free
waveforms and a noise generator per os-
cillator make shaping just about any
sound possible, and the Pentagon’s user-
loadable waveform slots operate in both
simple cycle and full-range modes. Over
50 synthetic and vintage wavetables are
included, as are 64-voice polyphony with
polyphony limiter and intelligent voice al-
location. The Pentagon’s built-in effects
section includes four filter level effects, six
modulation effects and an amp/cabinet
simulator with 19 configurations modeled.
Pentagon I DXi now offers full MIDI auto-
mation support, as well.

If you've ever built a synthesizer or
dreamed of doing so, CreamWare’s
(www.creamware.com) Modular III Mod-
ular Synthesizer System ($249; PC/Mac)
lets you do it virtually. Offering all of the
company’s Modular Synthesizer V2's fea-
tures, Modular III goes on to include more
than 70 new modules, 25 ready-to-use
synthesizer patches and the new Modular
Remote Control, which allows even
novice synth programmers to use and ed-
it even the most complex modular synth
patches with a simplified control knob in-
terface. Anywhere from four to 16 freely
selectable patch parameters can be con-

GO C .

Waldorf D-coder for TC Works
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trolted remotely from the MRC window,
and users can import any graphic file in
the bitmap (BMP) format to create custom
skins. The newly added modules bring
the Modular platform to a whopping 220
and include new drum, mix and gain, fil-
ter, OSC, sampler, sequencer and effect
modules such as 48dB high/lowpass fil-
ter, quad crossfade, vocoder synthesis
and unipolar to bipolar. Built to Holly-
wood movie composer Hans Zimmer's
specifications, Modular III requires Cream
Ware’s Luna II, PowerSampler II, Pulsar II,
PowerPulsar or SCOPE/SP. Also new from
CreamWare is Minimax ($245), a complete
emulation of the legendary Minimoog.
The company claims that its software em-
ulation achieves a 1:1 ratio in emulating
the Minimoog'’s sonic characteristics.
Cycling '74’s (www.cycling74.com;
www.pluggo.com) Pluggo 3 ($199 Mac;
$59 upgrade) is out, and included with it
now are 19 Essential Instruments, some
designed by eowave, makers of iSynth
(distributed by Cycling '74.) Several com-
ponents from the latter soft-synth system
(see September 2002 Mix) that are now
included with Pluggo 3 take full advan-
tage of the company’s new and improved
Max4/MSP2 audio-programming environ-
ment. Additive synths; analog-modeling
drum and percussion synths;
sampling, granular, FM and
wavetable synthesis; and
wave-shaping tools are in-
cluded, such as Flying Waves
(virtual Theremin), Analog
Percussion, Additive Heaven
and Harmonic Dreamz. The
latter is an additive synth that
exposes the first 16 partials of
a primary tone and includes a
random detuner, a tremolo
system (with both LFO and
audio-rate oscillation) and an
amplitude envelope for sound

www.mixonline.com

shaping. Pluggo 3 supports RTAS, MAS
and VST plug-in formats.

Edirol (www.edirol.com) followed its
HyperCanvas, Super Quartet and Virtual
Sound Canvas plug-in family releases with
HQ-OR Orchestral ($385; PC/Mac, VST,
DXi). Like working with any easy-to-use
general MIDI module, Orchestral provides
screens to adjust chorus, select sounds
and pan instruments with a nifty visual
pan display. Premium acoustic sounds in
this package put the focus on strings,
woodwinds, brass, percussion and key-
boards and includes Cakewalk’s Music
Creator 2002 software. Sixteen-part, 128-
voice polyphony and up to 24-bit/96kHz
compatibility are offered in addition to
over 350 preset and user patches and 39
drum kits. Samples include realistic artic-
ulations such as vibrato. spiccato, pizzica-
to and tremolo.

Emagic (www.emagic.de), now owned
by Apple Computer, added the EVB3 (B3
emulations) and EVD6 (dlavinets D6)
plug-ins early last year to the company’s
growing list of soft instruments and now
releases two more. The ES2 Emagic Syn-
thesizer ($247) adds even more punch to
its predecessor, the ES1, with up to 32
voices per instantiation, intelligent, ran-
dom sound programming with adjustable
intensity and destination, and built-in
modulation and distortion effects. Three
oscillators per voice and 100 digital wave-
forms plus noise round out the ES2’s
sound-shaping tools, as do dynamic
wavetable scanning via freely selectable
modulation sources. Emagic’s EXS24 mk
11 ($499) now supports VST 2.0, offers 32-
bit processing and reads its native sample
format and SoundFont2 and Akai $1000-
3000 files. Improvements on the original
EXS24 include a better-sounding multi-
mode filter, three LFOs, a new user mnter-
face and a completely flexible moedula-
tion system that can route from any




"1 had been looking for mixers
for about the last three years,
trying to make the decision
whether or not to go digital or
try to look around for an

analog console. The Media 51,
especially the 60-input version,
was exactly what | had been
looking for.”

Malcoim Harper
Reel Sound Recording
Austin, Texas

"The idea was to have the sonic
quality of AMEK but also have
it chat at a high level with Pro
Tools so that | could get the
best of both analog and
digital.”

George Petit,
Walkerecording Ltd.,
New York City

“The average project that walks
in here is over 40

tracks. We do a lot of R&B and
hip hop, and vocal layering is
thick, and you've got sometimes
three or four low-end
instruments that you have to
somehow blend in. So they have
to bang.”

Kevin Bomar
South Coast Recorders, Texas

+44 (0) 1707 665000

Ensure you get the best of both worlds

While your DAW can do all the editing you

want, you know that to get the signals into it

faithfully and with the best results the only
answer is analogue.

Media 51 features the
classiclally inspired

Mr. Rupert Neve designed
Mic pre and EQ, so you
know you can rely on
them to bring your sounds
clearly into the digital
domain.

Then you can edit in total confidence that
you are working with the highest quality
source signals, and that your final mix will
be just what you wanted.

London Nashville

+1 (888) 286 9358

Various frame sizes up to 136 inputs on
mixdown mean you're unlikely to run out of
inputs. Add Amek’s acclaimed Supertrue™
automation for smart mixing, integrated 7.1
monitoring and 5.1 format mixing capability
with optional motorized joystick and you're
ready to mix with the best.

Tokyo
+81 3 5606 3101

AV .
US Headquarters
1449 Donelson Pike
Nashville, TN 37217
Tel: (615) 360-0488
Toll Free: (888) 286-9358
Fax: (615) 360-0273
Email: amekusa@harman.com
Web: www.amek.com
H A Harman International Company



YOU WANT TO BE ABLE TO MIX YOUR DRUM
TRACKS THE WAY YOU WANT. YOU WANT
REAL DRUMS PLAYED BY A REAL DRUMMER.
YOU HAVEN'T GOT A WORLD CLASS STUDIO.
YOU DONT WANT TO SPEND A FORTUNE.

DISCRETE DRUMS
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mixable multitrack drums & percussion

ACID PROTOOLS LOGIC AUDIO DIGITAL PERFORMER CAKEWALK
SONAR CUBASE NUENDO REASON RECYCLE ROLAND V-STUDIOS
BOSS BR-1180 YAMAHA AW 4416 MANY OTHERS

Download demos and order at WWW DISCRETEDRUMS.COM
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Auralex Total Sound Control™ products continue to outperform much more expensive alternatives.
Our industry-leading Studiofoam™ acoustical panels, bass traps, diffusors, MAX-Wall'™ modular
environment and a complete line of construction products to greatly reduce sound transmission

and resonance can be custom-tailored to your specific needs via Personalized Consultations
and advice from the experts at Auralex.

Don't be fooled by inferior, underspec'd, overpriced, flashy imitations! Compare the quality,
quantity, variety, personal service and price...

| Auralex Clarity: Your Studio, Your Sound, Your Choice!
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source (including sidechain levelD) to any
target. The EXS24 mk Il is a free update
for existing EXS24 users and, like ES2,
supports Mac OS 9.x and OS X and Win-
dows 98SE/ME/2000/XP.

There are three new virtual instrument
offerings from Ilio Entertainments (www.
ilio.com) to choose from since Mix’s last
plug-in guide. The company’s Spectra-
sonics Stylus Vinyl Groove Module ($299;
MAS, RTAS and VST Mac/PC versions in-

Anfares kantos

cluded) integrates a 3GB library of groove
elements, loops and samples to the easy-
to-use Plugsound interface. Over a thou-
sand turntable tricks, skips, stops, beat
juggling and scratch FX are included, as
are percussion loops and over 3,000
kicks, snares, hi-hats and a built-in patch-
management system to quickly find it all.
R&B, two-step, trip-hop, chemical, down-
tempo dub and many other styles are rep-
resented in Stylus, and each Groove Con-
trol groove allows users to independently
change its pitch, tempo, feel and pattern
without using up DSP power. The At-
mosphere Dream Synth Module (§399),
designed by synthesist/sound designer/
former Roland product developer Eric
Persing, offers dynamic layering of
sounds and total recall within Logic,
Cubase, Digital Performer, Pro Tools,
Fruity Loops and other VST-host applica-
tions. Engineered to create lush, evolving
pads and textural ambient sounds, At-
mosphere’s multimode resonant filters per
layer and master filters round out this soft-
synth dream.

Also new from Ilio on the Plugsound



In multi-channel
high sample rate
audio restoration

and noise suppression

1:50:59:30 [ )

i

EL AR
_ambridge

CEDAR Audio USA Tel: 207 828 0024 Email: cedarusa @ cedaraudio.com Web: www.cedaraudio.com




IAR Proudly Unwraps
Its Spanking New
Program for
21st Century
Audio Engineers &
Music Producers:

Q00 hours

9 months fultime
12 months pari-time

Program Features:

Digital Audio & Music Production
Recording & Mixing

Signal Processing Technologies
Audio Post-Production

MIDI Applications

DAW Operations

Licensed by NYS Education Dept.
Approved for Veterans Training
Accredited by ACCSCT
Financial Aid if Eligible

800-544-2501
212-777-8550

(NY,NJ,CT)

Your Focus is Music,
Our Focus is You.

INSTITUTE OF

AUDIO RESEARCH

64 University Place
New York, NY 10003

VIRTUAL INSTRUMENT

Plug-,,

platform is the Trilogy Total Bass Module
($399), with over 1,000 new dual-layered
acoustic, electric and synth bass sounds.
Achieving “cone-blowing subsonic sound,”
the Trilogy features eight-way velocity
switching and the company’s “True Stac-
cato” sample-mapping feature for realistic
repeated notes. Minimoog-style legato trig-
gering and a built-in patch-management
system are included, as well.

LinPlug Virtual Instruments (www.lin
plug.com) recently released Element P
Percussion Synthesizer ($39; VST) and
Delta Il Matrix Synthesizer ($99; VST).
The 32-voice Element P offers 172 virtual
analog percussion synth sounds, eight-
part multitimbral operation, 32-voice
polyphony, six separate outputs and a
simple interface to quickly create a broad
variety of electronic drum and bass
sounds. The Element’s parameters can be
controlled via MIDI, and full Doepfer
Alpha-Dial support is included. The ex-
tendable design of LinPlug's Delta III
synth currently offers three oscillators and
filters, dual-envelope modules, four effect
modules and is also eight-part multitim-
bral, each part with its own stereo output.
Twenty-three filters are included, and ful-
ly recognized velocity, mono and poly
aftertouch, pitch bend and mod-wheel
control are supported. The full version of
Delta III comes with 472 presets, and a PC
or Mac LinPlug Alpha Classic Synthe-
sizer is also included.

The McDSP (www.mcdsp.com)
Synthesizer One ($695; TDM Mac),
the company’s fifth TDM plug-in, is a
potent modular wavetable, multi-
mode soft synthesizer with sophis-
ticated wave-editing capabilities.
Wavetable, FM, AM, ring modulation,
additive and subtractive synthesis
methods are offered, and external au-
dio can be processed and combined
with synthesized sounds. Oscillator,
fiker, LFO and envelope signals can
be routed to multiple modulation tar-
gets within Synth One, and wavetable
data can be used in oscillators and
LFOs or created from a suite of edit-
ing tools. ProTools | HD and Mix TDM
systems are supported, as are pre-
USB Macs with OS 9.0 or later.
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Like LinPlug, MHC Synthesizers & Ef-
fects (www.mhc.se) is proving that $39
buys plenty of synthesizing power these
days with Mikael Hillborg's new Voxynth
and Fatsondo ($39 bundled together; VST
PC/Mac). Voxynth, great to create vocal
sounds or synthetic choirs, has three os-
cillators per voice, pitch modulation and
a stereo delay, as well as a multimode
formant filter to modulate via envelope
or using Voxynth’s performance keys.
Whereas its brother Fatsondo has built-in
formant filters, Voxynth offers 20 different
formant filter types that are swept by the
envelope or performance keys to morph
between different sounds. Traditional “e”,
“a2” and “u” formant vowels are included,
as are ones that don't exist but have a vo-
cal character and can be used to create in-
teresting timbres. Fatsondo synthesizer is
designed specifically to create—you
guessed it—fat sounds. Built-in chorus,
flanger and stereo delay, a polyphonic
unison mode, three oscillators per voice
and a resonant lowpass/highpass filter fat-
ten up any track, but Fatsondo’s poly-
phonic unison mode goes even further by
creating as many as six or nine oscillators
per voice.

Native Instruments (www.native-
instruments.com) has added Pro-53 ($199;
Mac/PC DirectConnect, VST, MAS, DXi)
and Reaktor Session ($349) to the com-
pany’s existing lineup of software instru-
ments, which already includes Spektral
Delay PTE, Kontakt, FM7, B4 and Pro-52.
The latter’s Pro-53 offspring, which, like
other NI instruments, can also operate in
stand-alone mode, is a major upgrade to
this virtual Sequential Circuits Prophet-5
representation with several new functions
and improvements. A new oscillator tech-
nology provides a noticeably more bril-

Serato Scraich Studio Edition




Emagic EXS 24 mk Il

liant, warmer sound than the 52, and a
new highpass filter mode, MIDI Learn
function, invertable filter envelopes and
an LFO/envelope/retrigger options add to
the sound-programming mix. The Pro-53
comes with an optimized graphical inter-
face, and 64 new sounds—programmed
by synthesist John Bowen—take full ad-
vantage of these extended functions. Also
new from Native is Reaktor Session, an
ambitious platform that can incorporate a
wide range of soft synths, samplers, resyn-
thesizers, beat loopers, groove drum ma-
chines, surround effects, and pattern and
control sequencers powered by the Reak-
tor engine. Users can design their own
studio from pre-built instruments, and
mutltiple instruments are easily connected

together in Reaktor session, al-
lowing even the most complex
Reaktor sessions to appear as a
single plug-in in VST and Dxi
host applications. As a stand-
alone application, Reaktor Ses-
sion supports ASIO, DirectCon-
nect, DXi, VST 2.0, OMS and
MAS on Windows 98/ME/2000

XP and Mac OS 8.6 or higher.
New to the Reason 2.0 Mac/
PC platform from Propellerhead
Software (www.propellerheads.se; www.
m-audio.com) are two new virtual instru-
ments included with this all-in-one appli-
cation. Malstrom Graintable Synthesizer is
a proprietary synth from Propellerheads
that combines granular synthesis with
wavetable synthesis. Users
can evolve through a sound
by controlling the movement
with real-time controllers,
velocity- and modulation-
performance information and
the spectral harmonics of this
instrument’s graintable. Both
of Malstrom’s filters have five
modes including 12 dB
octave, lowpass, bandpass,
subtractive and additive

comb filtering, and a shared filter enve-
lope is also included to control either or
both of the filter sections simultaneously.
Dual modulators and LFOs with a wide
variety of curves are available, and, when
used in One-Shot mode, Malstréom can be
synched to incoming tempo. Also includ-
ed with Reason 2.0 is NN-XT, an advanced
sampler featuring alternating sample play-
back and auto-pitch detection, Mac OSX
support, a detachable sequencer and 32-
bit sample support.

Serato Audio Research’s (www.serato
.com) Scratch Studio Edition ($299;
PC Mac RTAS, HTDM, MAS) employs a
physical “virtual” vinyl LP that connects
via USB, allowing turntablists to scratch
any digital sample or sound file. The in-
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he C-3is THE HIP new guitar mic. It gives your Marshalls
hat phat-gut-punch we all crave. I'll never cut another
ecord without one."
cott Rouse -Producer, Grammy Nominee, Nashville, Tennessee

have a microphone "wish list". You have allowed—
e to check off both the U87 with the C1 and the
012 with the T3. -
led Perlman - Producer/Arranger/Composer , colited il
ob Dylan, Chicago, Kaci, 2gether, Young MC

T3
Dual Triode

Sacrzpoms’ s s

C3

Multi-pattern
Cardiod, Pad, Filter
List $599

T3

Variable-pattern
Tube
List $1099

Single-pattern
Cardiod
List $299

lone of those” mics from Germany if your ego demands
k, but the C1is certainly the sonic equivalent.
Pete Leoni -Producer Engineer, Tech writer and reviewer ———
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Tube Mic Pre, Discreet Class A/B switching,
with varighle Tube Drive. List $29
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cluded vinyl controller device contains a
control signal that allows the computer to
track record position, motion and direc-
tion of the needle, and simulate the same
movement within a sound file. Scratch
Live ($599, Mac/PC stand-alone) allows
turntablists to transfer their valuable vinyl
to hard drive and control the WAV, .AIFF
and MP?3 files in live performance.
Software Technology’s (www.soft
ware-technology.com) VAZ Modular has
a new stable mate in the form of VAZ
2010 ($179; PC, VST, DXi). Used in stand-
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their old Minimoogs will appreciate the
new Tsunami ($69) from Sonic Reef
(www .sonicreef.com). This three-oscillator
VST Instrument for Mac and Windows,
which also works as a stand-alone synth,
pays faithful tribute to the legend’s front
panel. Sixty-four-note polyphony, dual-
ADSR envelope generators, a 24dB reso-
nant lowpass filter and a noise generator
are standard equipment, and although
Tsunami is not multitimbral, users can
load as many multiple instances of the
synth as the CPU can handle. Tsunami
needs a minimum Pentium I[I/266 with
Windows 98 or an Apple G3/233 running
OS 8.0 or later.

Steinberg Media Technologies (www.
steinberg.net) has added two new virtual
instruments and a virtual instrument
“rack” to its lineup. New to the Virtual
Guitarist family is Virtual Guitarist Electric
Edition ($249; PC/Mac, VST), essentially
an electric thythm guitarist and virtual ef-

S
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-

Applied Lounge Lizard

alone mode, VAZ 2010 can also host oth-
er DXi and VST plug-in instruments. Each
of VAZ 2010’s 16 analog synthesizers in-
clude sample-playback facilities, 16 poly-
phonic sequencers and a 16-channel mix-
er. A nifty QWERTY keyboard allows au-
ditioning of sounds when no external
MIDI keyboard is around, and the 2010’s
three oscillators per voice, switchable au-
dio range, ring modulation, noise gener-
ator and eight filter modes make full use
of Software Technology’s new Intelligent
Processing System to reduce CPU drain
by as much as 50%. VAZ 2010 supports
MME, DirectX and ASIO and multiple
soundcard outputs.

Bi-platform soft synthesists who miss
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fects pedal board. Electric Edition is
based on samples recorded by German
session guitarist Thomas Blug and the
playing styles of 30 different players from
the ’50s to the present. Just choose a play-
er, select the chords, and Electric Edition
creates real guitar tracks and offers count-
less variations based on user-selected
syncopation, shuffle, dynamics, track
doubling, phrasing and chord extensions.
Electric Edition’s virtual pedal board can

also be accessed as a separate plug-in.
PLEX ($249) is a new instrument de-
signed by PPG synth legend Wolfgang
Palm in cooperation with Steinberg. Fea-
turing a new intelligent synthesizing
—CONTINUED ON PAGE 152
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PRODUCER'S DESK |

RAY BROIIN

Elaine Martone

BY CHRIS J. WALKER

Telarc’s Classical/Jazz/Blues Chameleon

promising oboist 20 years ago, Elaine Mar-
A tone never thought or aspired to be a record

producer or, for that matter, a label execu-
tive. Nonetheless, today she works closely with the
top names in jazz, blues and classical music in both
capacities. Her job, VP of production and A&R at
Telarc Records, requires Martone to delicately balance
the often—conflicting worlds of creativity and man-
agement. Fortunately, she has a knack for it and jug-
gles the two areas quite well.

The producer/executive grew gradually into her
current, enviable position. She came up through the
ranks, flourishing in each position assigned, although
they all differed greatly from her previous background.
While growing up in Long Island, N.Y., she was culti-
vated in classical music mainly through her father; she
discovered jazz at age 14 when she first heard her high
school’s big band. Both genres made strong imprints
on Martone as she furthered her musical education
with a B.A. from Ithaca College in upstate New York.
From there, she went to Cleveland to study with the
city orchestra’s oboe players and had high hopes of
getting into its prestigious Institute of Music (CIM).

Alas, she wasn’t accepted at CIM, but around that
time, she got a tip about job openings at Telarc
Records. That was in 1980, and the pioneering audio-
phile company consisted of seven employees when
she started in quality control evaluating test pressings.
Most would have viewed the entry-level gig as sheer
monotony. Not her. She applied her organizational
abilities and whipped its master room of mountains
of misplaced and un-
labeled masters into
shape. Additionally, she
developed a system to
objectively evaluate test
pressings. All the while,
Martone played with
the Canton (Ohio) Sym-
phony and continued
auditioning.

Martone thought the
QC job would run its
course in about two
years and she would be
in a master’s program
or with a larger symphony. But a funny thing hap-
pened as Martone started to learn about the record-
manufacturing operations at Telarc. “I got so involved
in the musical things that we were doing here,” she
explains, “and because the company was so small, I
really got an opportunity to contribute in a way I
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never could have at a major label in New York, L.A.
or Nashville.” Before long, she advanced into digital
editing (then in its infancy as a science/art) and was
eventually brought into discussions concerning artists
and marketing. She was seemingly doing it all.

When a producing opportunity arose at the label,
Martone was thoroughly prepared. She was a musi-
cian, understood technical and quality criteria and
had developed a heightened sense of timing for
recordings through editing. In 1988, she began pro-
ducing classical recordings and, in 1989, co-produced
Telarc’s landmark initial jazz recording, After Hours,
featuring André Previn with Ray Brown and Joe Pass.
Its success paved the way for jazz on the label, and
later blues, with many recordings produced by the
company veteran. Three years later, Martone estab-
lished two of her most significant relationships: one
with Brown—together, they created 17 stellar record-
ings—and the other was with Telarc president Robert
Woods, who became her husband. It could be said
that the record company became her family when she
married him, but the company and business were in
her blood long before that.

How would you classify yourself as a producer?
I'm not sitting in the studio with the musicians. I
know there are some producers that sit in the stu-
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dio with headphones and I call them
really hands-on. That's not me. I'd say
I'm a musically involved, technically
aloof record producer. The most I get
involved creatively is to change the
arrangements a little bit: the form if too
many songs are laid out the same way,
or to change tempo and maybe the feel.
But I'm not a composer. My thrust is mu-
sicians, but I like working with vocalists,
too. I feel for them. You kind of have to
“up” your game and really be very vigi-
lant about making sure that they’re com-
municating the song, along with the mu-
sical elements.

Do you bave a special approach to work-
ing with artists?

My overall philosophy when I work with
musicians is that I am there to serve the
music and their vision of the music—
whatever it takes to make them the most
comfortable and get the highest-quality
performance from them. As a musician,
I also wanted to be treated with respect.
I feel that Telarc treats these people—
many among them being legends—that
way. Another thing I think is important
as a producer is to get out of the way.
It's not about me.

We do all of our recordings on Dirett-
Stream Digital (DSD), and we use the
SADIE and Sonic systems along with
DSD editors. We don'’t use Pro Tools. In
the early Soundstream days, we would
go to Salt Lake City or L.A. to edit where
there was a roomful of hard drives. Now,
we have three or four different digital-
editing systems in-house, and I don’t
deal with any of those. What I end up
doing is going in and listening at differ-
ent stages of production and saying “yea”
or “nay.”

Do you bave any equipment preferences?
No, I leave that to my engineers. I work
mostly with Michael Bishop and with
Jack Renner. I tell them what the musical
needs of the session are, the instrumen-
tation, the concept and what we’re going
for. Then we talk about how and where.
The engineers set up the mics and the
equipment, and I listen. Then I comment,
and they translate my musician-ese into
engineer-ese.

Do you ever work in overdubbing/
multitracking situations?

Not really. The most overdubbing I do is
for vocals. I rarely work with lots of lay-
ering and multitracking. Michael Bishop

With the singer, we have the ability to do

overdubs or a live take. | always prefer a live take because

you get the magic. But with an overdub, you go for

perfection, though you might lose the passion.

Does being an executive and a producer
ever pose problems for you?
The musicians with whom I deal with
and produce know I'm a vice president
here and I'm married to the president. So
if they have something to complain
about, I can actually do something about
it. I think it's one of the benefits for artists
working with a small company to have
access to all of the people involved.
There’s really not a lot of bullshit.
We're really efficient in our work habits,
and the artist knows that the material
really does need to be rehearsed, pre-
pared and ready to go when we go into
the studio. Not that it always is, and
sometimes we’re working on a tune and
it’s just not happening. So we move on
and go to the next one. Sometimes, we
have to add more hours, but I've never
needed another day or more.
What recording media are you using?

is our expert whenever we need any-
thing like that.

If we're recording a trio, I like for
them to all be in the main room. That
way, you get the best musical interaction.
When you have a singer and need to do
overdubs, you have to have isolation. We
tend to record the trio as a unit live to 2-
track. With the singer, we have the abil-
ity to do overdubs or a live take. I always
prefer a live take because you get the
magic. But with an overdub, you go for
perfection, though you might lose the
passion.

What are your biggest challenges as a
producer?

Always getting the music to really com-
municate so that 'm actually moved. Be-
cause I know if 'm moved, then you, as
a listener, will also be moved by what’s
going on. I always try to remember that
music and any other art is about some

88 MIX, February 2003 * www.mixonline.com

kind of communication between people.
In the sterile atmosphere of a studio, it’s
really easy to be preoccupied with get-
ting everything right, as opposed to get-
ting people to hear what a musician has
fo say in a way that hasn’t been heard
before. That’s always a big challenge.
What are some career milestones?
Working with Ray Brown has to be right
up there, and hearing his stories about
being on the road in the '50s, living in
New York in the *60s and moving to L.A.
Also, being a part of his family and
knowing his wife—that's really been a
privilege for me. Meeting and getting ex-
perience with Mel Tormé. Really pursu-
ing Benny Green: I heard him play with
Ray, and I think he was already signed
with Blue Note. I told him how much I
loved his music and that Telarc could
really serve him. Meeting and working
with Oscar Peterson and getting a sense
of history when he and Ray would share
stories. Additionally, meeting people like
Freddy Cole, Monty Alexander, Joe
Williams and also working with André
Previn. My very first great experience in
jazz was when we got to produce André
Previn, Ray Brown and Joe Pass for the
first jazz recording we did in ’89. I
brought My Fair Lady and asked André
to sign it. He said, “Thanks for asking me
to sign it 30 years later.”

Ray Brown’s death must bave bad a big
impact on you. What was be like in the
studio?

When I started working with Ray, there
was no messing around. We would do
two takes, and if it wasn’t swinging in
two takes, it would be time to move on.
When he came into the studio, you were
on his time. That was a great education
for me, because some younger musicians
like to do numerous takes. Ray taught me
that when you’re in a studio, it should all
be worked out. Number two with him,
and I absolutely love this: I remember
calling him up and saying, “Ray, we're
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thinking of calling this album Don’t Get
Sassy.