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Dolby LMi1oo Broadcast Loudness Meter

Tired of viewers complaining about
loudness-level inconsistencies between
programs or channels of your television
service? Finally, there’s a tool to helip you
solve the dilemma. The Dolby® LM1oo
Broadcast Loudness Meter is specifically
designed to measure the subjective
loudness of dialogue in terrestrial,
satellite, or cable services.

The LM1oo with Dialogue Intelligence™
automatically analyzes the input signal
and only measures during the presence

TV sound doesn’t have to be like this

of speech. It accurately quantifies
dialogue levels in analog or digital
services, including PCM, multichannel
Dolby Digital and Dolby E, and, optionally,
in-the-clear analog cable TV and off-air

RF signals.

Make your viewers happy—take the first
step toward solving the variations in your
program or channel loudness.

www.dolby.com/tvaudio




“The New Benchmark In
Analog Consoles”
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' Booked solid for 6 years
When owner 3uddy Brundo decided to upgrade
Studio B at Conwoy Recording, the choice of conscle was
an obvious one. “We have an SSL J Series in Studio C and that
soom has been booked solid for the post 6 years, so the logical
extension for Studio B hod to be the next generation consale from SSL,
and that's the new XL.”
5.1 capable and Pro Tools compatible
“We’ve installed o complete 5.1 monitoring system in the room to complement the XU's advanced
surround capabilities” soys Buddy. “The center of the XL console has o computer monitor in it that is
compaiiole with Pro Tools, so now the engineer doesn't have to turn round to an outboard computer screen.
The operator can be right there in the sound field thrcughout the mix, boosting the creative flow of the session.
The XL allows us to dech wrth our analog side and our digital side ot the some time, and this.is brilliemt.”
The functions and interface that engineers know and love
Buddy knows that busy ergineers don’t have time to learn new automation systems, much less an entire control surface.
“Everyone is very comfortable with SSL automation already, especially if they have worked on a J Series,
so the transition to the X. is very smooth. SSL have created o new benchmark for analog consnles.” 9 0 0
Recent studios to invest in the XL magic include: Angel Mountain, PA ® Davout, Paris @ Hit Factory, NY K«SERIES

Larrabee, LA ® Mayair, London © Mega, Poris ® Metropolis, London ® MG Sound, Vienna

Mix Room, LA & NHK, Tokya ® Olympic, London @ Pacifigue, LA @ Paragon, Nashviile I e d o
Platinum Sound, NY e Plus XXX, Paris ® Pressure Point, Chicago ® Sing Sing, Melbaurne SO I State I-Ogl C

Pure Audio h(ﬂhﬂ“... Oxford +44 (0)1865 842390 New York +1 (1212 315 1111 Los Angeles +1 (11323 463 4444
. P 1 Y il 7,

o Greater bandwidth than ¥92kHz recorders Paris +33 {061 3460 4666 Milon +39 939 2328 094 Tokyo +81 (0)3 5474 1144

© Amozing surround sound capabilifies wivw.solid-state-logic.com
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The WMS 4000 Wireless System. It's the only 1,200 channel wireless system

that gives comparable range and frequency response as hardwired mics, making

\
your performance soar. Have a nice flight. akgusa.com ¢ 615.620.3800 H Aaman ranons Conpany

AS PASSIONATE AS YOU.



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

Introducing the new MX-View Editor for the MX-2424
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Project name: Sample rate Timecode: Control mods:  TL.bus status. Sample rmterence. Disk encoding Record mode:  Record disk Busy
Warnnemtl 44100 J0NDF  LocalTLBus 1D 4, O IntemalTiame  DasWAV 24bR  Nondeswotive 0 (FAT32)

Local Cut
Local Left Cut

Render
Reverse
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Multiple Breakpoint 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 Ak eitEHtioh 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 Ethemet. If you're already deef- 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.

Need more info? It's all available at wwvww.mx2424.com.

TASCAM

a whole world of recording



Analog or Digital, Our Roots Run Deep

You won't find TDM HD plug-ins, an award-winning
channel strip, and an audiophile converter all at one

pro audio company unless you check out Universal Audio.
Few pro audio companies have the deep rooted recarding
industry heritage of Universal Audio, a heritage that is
now carried into the digital domain with the release of the
2192 Master Audio Interface, and our new line of plug-ins
for Digidesign’s Pro Tools HD system.

The EQ Magazine Blue Ribbon Award winning 2192
represents the perfect marriage of analog heritage and
digital innovation; a discrete class-A analog signal path
with ultra-stable clock, the 2192 supports practically any
digital format, in & out, and doubles as a master word
clock generator.

The 6176 Channel Strip, which also won the EQ Blue
Ribbon award, merges the legendary 610 Preamp/EQ with
the World's best loved compressor, the 1176LN, for a tone
that has defined "golden channel" almost since the
inception of the recording industry.

The highly anticipated TDM Plug-Ins for Pro Toos | HD,
including UA’s critically acclaimed emulations of the
LA-2A and 1176LN compressors and the Pultec £Q are also
available at a UA dealer near you:
www.uaudio.com/dealers

analog ears | digital minds

——

6176 Channel Strip

UNIVERSAL AUDIO

**Get up to $200 cash back during UA's Summer
Rebate Program. Ask your UA dealer for details or go to
www.uaudio.com/rebate

“atwt T4 v L[ Cwpes | TOMe

Lol ]

RIBBON
| WINNER -

Ly

UNIVERSAL AUDIO
6176

6108 Tude Preamplitr
ll76LNung.~*

All UA Products are Designed and Hand Built in the USA

PO 3818 Santa Cruz, CA 95063-3818 « www.uaudio.com « info@uaudio.com = voice: 831-466-3737 » fax: 831-466-3775
©?2003 Universal Audio, Inc. All Rights Reserved. The Universal Audio Name, Logo, "2192" and "6176" are property of Universal Audio.
Pro Tools is a trademark of Digidesign/Avid. Hi mom.



Dream in algorithms.

The Orville Multichannel Muiti-Effects Processor.
There’s virtually nothing it can’t do.
Which is why you won't be able to do without it.

” E"'eriide Harmonizer

Imagine your dream rack. The one that lets you create anything you
conceive. Virtually nothing it can't do.
You've just imagined Orville™ from Eventide® It's the most flexible,
most versatile effects processor on the planet. Why? How about more
than 900 factory presets. Or the ability to build your own from a palette 7L
of more than 150 algorithm blocks. Or maybe our award-winning
surround reverbs, exclusive Harmonizer® pitch shifting, or legendary - Evzntldc
gelay, modulation and dynamics effects. Or perhaps it's the “anything--
w-anything” routing capability you never dreamed would be passité.” - Flnd your Sound
“-We think thereare as many reasons as there are Oriilles G Get your
hangls omane Bt Star® Frankucing ynmmtem : wwi.eventidelcom «201.6411200

 Exrnde anﬂ derm »r vumtd Qrad-mar'm and Owville 1" a tradefnark of Eventide e, £ 2002 Eventide tac,
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features

30 Recording the Band
Simple Reference or Tomorrow’s Release?
Portable, affordable recording technology has revolutionized live recording
as much as it has studio life. Live performances are now most commonly
captured direct-to-disk or with MDMs, for either archival purposes or
DVD-V or album release. Senior editor Blair Jackson asks sound
reinforcement engineers about their recording rigs.

38 Fleetwood Mac Is Back!
Lindsey Buckingham on Recording Say You Wil/
Fleetwood Mac occupies a singular position among music industry types,
largely due to the unprecedented success of their 1977 Rumours, which
generated piles of Platinum. Now, the group (minus Christine McVie) has
released its first studio album in 15 years. Blair Jackson sat down with
Lindsey Buckingham and mixing engineer Mark Needham.

44 Downsizing the Line Array
A Quick Primer
There's a new crop of loudspeakers coming your way: compact line arrays
suitable for use in clubs and theaters, Sound reinforcement editor Mark
Frink offers a primer on available products and how best to use them.

50 “The Hulk”
Sound Design for Ang Lee’s Dark Blockbuster
He's green! He's angry! He'll be huge this summer! Join Blair Jackson and
the sound team at Skywalker as they bring animal growls and the interior
world of The Hulk to the big screen.

On the Cover: Nashville's
Paragon Studios was de-
signed from the ground up
by the Russ Berger Design
Group for owner/engineer
Fred Paragano. Control
Room A features an SSL
9080K XL console and Dy-
naudio surround monitoring.
For more, see page 20. Pho-
to: James F. Wilson. Inset
Photo: Steve Jennings.

Check Out Mix Online!l

Mix (Volume 27, Number 8) |sj>ubl ished ot 6400 Hollis St., Suite 12, Ereryville, CA 94608 and is ©2003 by PRIMEDIA Business Magazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix
{ISSN 0164-9957) is publish ly except semi ‘“, in January. One-year (13 issues) subscription is $52. Canada is $60. All other infernational is $110. POSTMASTER: Send address changes to
Mix, PO. Box 1939, Marion, OH 43306, Periodicals Pastage Paid ot Shawnee Mission, KS and at oiilhoml mailing offices. This publication may not be reproduced ar quoted in whole ar in part by print-
ed or electronic means without written permission of the publishers. Printed in the USA. Canadian GST #129597951; Canada Past International Publications Mail Product {Canadian Distribution) Sales
Agreement #0478733.
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Trust your ears

Just listen
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DPA microphones

For more information call 1.866.DPA.MICS or visit www.dpamicrophones.com.
DPA Micropnones, Inc. info-usa@dpamicrophones.com
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The MusicPad Pro Reinventing how musicians look at music both on and off the stage.

Statingratiiess! No more fumbling to find the right page during performance. The MusicPad Pro™ is here and it will

(stand not included) replace all your printed sheet music. You can scan paper scores, import music from all the popular music
and graphics programs or download music from the Internet into this user-friendly, 12.1-inch tablet-sized
digital music reader.

Compose or make rehearsal notations right on the page of music and then store, change or delete your
marks as needed — all while saving your original score. In fact, you can store up to 5,000 sheets of music
And turning the page is a snap. A quick touch on the screen or tap on the optional foot pedal will turn
the page for you. You may never miss a note again.

5,000 page storage capacity avatlable with the MusicPad Pro Plus™ ©2003 FreeHand Systems, Inc. All rights reserved.
MusicPad Pro™ and MusicPad Pro Plus™ are trademarks of FreeHand Systems, Inc '
\/
™
The sound of music minus the rustling of paper. FreeHand

Discover the new look in sheet music. Call 1.800.503.6818 or visit www.freehandsystems.com today.
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FROM THE EDITOR

Guitarvolution!

ome have argued that rock ‘n’ roll was born some half-century ago with the

debut of Bill Haley & His Comets’ “Rock Around the Clock” in 1955; certainly,
that was the first big mainstream blast. But there’s no denying that there was a whole
lotta rockin’ goin’ on before that, and even before DJ Allen Freed brought the term
“rock 'n’ roll” into popular use. Actually, rock—modern, vintage or otherwise—owes
as much of its lineage to the soulful blues recorded by Robert Johnson in 1936 to '37
as it does to the mid-'50s " pioneers.”

But whatever the source of rock’s roots, one force has remained constant during
the years: Rock is largely about guitar, from Carl Perkins, Buddy Holly and Dick Dale,
to Clapton, Hendrix, Santana, Page, Van Halen and Satriani, to today’s guitar heroes,
such as Tom Morello, Billy Howerdel, Billy Corgan and Kirk Hammett.

A wailing guitar solo evokes a power and feeling no synth could ever hope to
match. While other technologies have changed radicalty over time, it's ironic that a
guitar in the hands of a great player plugged into an overdriven amp with a bit of
spring (!) reverb is all that's needed to create that emotion. And unlike miking drums
or vocals, capturing a screaming guitar amp to tape can be extremely simple, requir-
ing littte more than a decent dynamic mic and a couple of minutes of experimenta-
tion trying different placements in front of the speaker cone.

Yet, guitar science is hardly frozen into some static, Paleolithic space. Modern elec-
tronics brought into the guitar genre has made getting great guitar tone into a fast
and relatively painless process. Outboard devices and plug-ins can model new and
classic amps with stunning realism, so that producing huge, fat guitar sounds in the
control room-—with nearly any combination of stompbox effects—is just a few but-
ton pushes away. Meanwhile, products such as the Line 6 Variax bring modeling tech-
nology into the guitar itself, creating an instrument that can sound like your favorite
electric, dobro, acoustic, banjo or even Coral electric sitar, all with the same ease with
which a sampling keyboard can switch from Minimoog to B3 to Bésendorfer grand
piano sounds.

Just months ago, Taylor Guitars teamed with legendary audio designer Rupert
Neve to create a new approach to acoustic guitar electronics. Taylor's Expression Sys-
tem uses two vibrational body sensors and a sub-fretboard string sensor, with the
three precisely blended/boosted via no-compromise electronics. A little attention here
goes a long way.

At the same time, guitars themselves are constantly improving. I'm tempted to give
up my ‘59 Les Paul! With today’s emphasis on quality vintage reissues, custom shop
axes from the major companies and more boutique futhiers than ever, there are tons
of wonderful new guitars. And it's not just on the ultrahigh end: | recently bought a
budget Schecter Diamond Series electric and it rocks: very playable, with a just-right,
punchy edge. As the old saying goes, “You can never have too many guitars...”

You may have 50 virtual amps or crank up the real thing, yet getting cool guitar
sounds doesn't require a lot of technology. But whether you have one or 100 tracks,
the right song and the right player remain all-essential elements in the creative
process. Robert Johnson proved that point so long ago.

George Petersen
Editorial Director
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FEEDBACK

Letters to Mix

WHAT

CAN SAVE
THE MUSIC
INDUSTRY?

Once again, most of this month's “Feedback”
came in response to our May “What Can Save
the Music industry?” issue. Unabridged versions
of these and other letters, and a chance to add
your own two cents, can be found at www.
mixonline.com.

WRONG PRICE

The main problem with the music industry is
the quality/price relationship of the product.
Rather than admit that, the “industry” blames
everything and everyone else except them-
selves. | think they could learn a lot by the in-
credible success of the recent Norah Jones CD.
Nothing on that very pleasant record was rev-
olutionary, but its success was and should be a
wake-up call to the industry. In studying one of
their rare successes, they could learn the fol-
lowing: It's possible to sell the same CD to dif-
ferent age groups at the same time; melody is
in huge demand now; you don’t have to over-
sing and excessively emote to get your point
across; and the public longs for something real
and “straight-ahead.” The answer is not in cre-
ating more contrived, producer-created “artists”
putting out questionable product at inflated
prices. Everyone knows CDs cost less than $2
to manufacture.

Mike Perkins
Whoopy Cat Music (ASCAP)

WRONG FORMAT

Your May special edition answers the question
of how to save the music business very well, in
bits and pieces. Bob Clearmountain asks,
“Wouldn't it make sense for the labels to add
value to the CDs they're trying to sell for $18
apiece?” Yes, it would. Luke Lewis proposes
“great, unigue artists and music.” Absolutely.
Bruce Iglauer says, “"Music is losing its promi-
nence as a leisure-time activity, competing with
DVD, video games, 100 channels of cable, and
rampant copying and downloading.” But it's
Stephen St.Croix who really puts his finger on it
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when he states, “There is no excuse for what
these things [CDs] cost. But wait. Who cares?
The real point is that there is no excuse for them
still existing at all.”

Why are DVDs flying off the shelves while
CDs languish in their bins? Value. Why would
anyone in their right mind buy a shiny silver disc
that just has an hour of a band playing on it for
$18, when two aisles over they can buy a sim-
ilar disc that has an amazing two-hour, $100
million mega-hit movie with a great 5.1 sound-
track and tons of extras for virtually the same
price and sometimes less? The movie biz has
done an excellent job in identifying what used
to be called the sell-through point and moving
from a rental to a retail market, while the music
biz has just tried to force its fantasy valuation
down the public’s throats. You also report that
Listen.com and others feel that the online
market will settle out at $.50/song. Based on
that model, we should be paying $6 for a typ-
ical 12-song CD: A great price point for a for-
ward-looking, growth-oriented business, if you
ask me.

Tim Sassoon

Santa Monica, Calif.

WRONG MUSIC
What can save the music industry? In one word:
content! The Big 5 have gotten too big for their
own good. They're too busy trying to make a
fast buck by hitching their wagons to the next
pop sensation, while alienating great musicians
who actually deserve to have their music heard!

This whole stink about how file sharing is
going to put the record companies out of busi-
ness is absurd! It's like saying instant messaging
will bring down the phone companies. Sure,
there are a few cheapskates out there who
won’t buy CDs when they can just download
the tracks. But | can't tell you how many people
| know who have heard tunes from bands that
they've found through file sharing and then
gone out and bought CDs from that band.
When | find bands that | like, I'll support them.
Who wants to support a handful of muiti-
billion-dollar companies pumping out the same
old crap?

Scott Mogé

WRONG NAME

Music is not an industry. Music is the deliberate
excitation of air molecules. That's the “product.”
One cannot have an industry based on that.
Based on electronic equipment, littte plastic
discs, advertising, yes; everything except actual
music. When you buy a CD, what you are buy-

ing is the plastic and the packaging. It's the only
element that can be sold.

The move to CDs—the digitizing of “record
albums“—was done for reasons of pure greed
on the part of the “industry,” and it turned
around and bit them on the ass. Once you com-
mit something to the digital domain, you can no
longer control its reproduction. You can code it,
but codes can be easily hacked. No other in-
dustry in the world could survive doing business
the way the "music industry” has gotten away
with for 100 years. Because it isn‘t an industry.
It's been a house of cards.

If it was a real industry, the head of person-
nel at XYZ Records could hire a bunch of musi-
cians in China to make records at $0.20 a song
and no royalty rate, just like every other indus-
try is doing. Oh, wait, they sort of used to do
that, didn’t they? That's why the movie Stand-
ing in the Shadows of Motown is such a revela-
tion to most people.

Ted Moniak

Laughing Bear

WRONG MARKETING
If a record company is only marketing five re-
leases, MTV is only playing five releases and a
radio conglomerate is only airing those same
five releases over and over again on five chan-
nels it owns in each of 500 markets, then the
record company is only going to sell five re-
leases. Because all five are directed at the same
kiddie market, the rest of the listening public is
ignored. Why is this such a mystery?

Mark Lipko

Barrington, N.J.

WE WERE WRONG
Nice interview with Bob Brockman and Yaron
Fuchs (“Producer's Desk,” April issue), but |
must correct several of Fuchs’ and Brockman'’s
statements. Lou Holtzman founded Eastside
Sound in 1972. I met Lou in 1979, and | was in-
volved in a major renovation of the studio and
building at 98 Allen St. Along with several other
people, we left our blood, sweat, tears and san-
ity in that renovation for a period of two years.
In what can only be described as a labor of love,
we created one of the finest control rooms, and
certainly one of the first, on the now fashion-
able Lower East Side.

Yaron Fuchs made an investment and became
a partner in 1990 in a studio that had been
around for 18 years. Eastside added a “B” room
when Mr. Fuchs got involved. MIN o —

Richie Bittner ONUNE

Greenwich, N.Y. EXTRAS
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by those little things in life, like the right refreshment, the right
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CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
T0M DOWD & THE LANGUAGE OF MUSIC

NEW DOCUMENTARY REFLECTS PRODUCER’S LIFE
At the grand opening of the Stax
Museum of American Soul Music,
revelers got one of the first glances
of the Tom Dowd & The Language of
Music feature-length, independently
produced documentary. Profiling the

2000: Thirty years affer recording the

were used fo shoot this scene.

PHOTOS TERRY TOWNSEND

life and work of legendary producer/
engineer Tom Dowd (who passed
away in October 2002), producer/
director Mark Moormann pre-
miered the film at the 2003 Sun-
dance Film Festival. The film
includes interviews with such nota-
bles as Ray Charles, Eric Clapton,
the Allman Brothers Band, Les Paul,
Arif Mardin, Phil Ramone, Al
Schmitt and many others, while his-
torical footage, photographs and
classic music tracks expose the au-
dience to the world of the record-
ing studio. Of special interest is
Dowd recounting the collaborative
nature of his recording sessions and
technical achievements.

song there, Tom Dowd
brings up the mix of Derek & The Dominos’ “Layla” at Criteria
Recording Studios in Miami. A crane arm, dolly and remote head

BOB RICHARDSON, 1927-2003

Atlanta studio pioneer Bob Richard-
son died in Stuart, Fla., on April 15.

As a district sales manager for
Columbia Records, Richardson's fre-
quent visits to Nashville recording
facilities compelled him to build
his own studio in his Charlotte

y—e—pre——y
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home in 1958. By 1972, his Atlanta
studio, Mastersound (a partnership
with music publisher Bill Lowery),
was one of the first to have full
console automation, a Jeep Harned
custom-designed board, multiple
24-track synchronization and Quad
mixing capability; the facility was
designed by Tom Hidley and George
Augspurger.

During the ‘70s, Richardson re-
mained active as an engineer,
recording albums for Lobo, Isaac
Hayes, Dionne Warwick, James
Brown, Peabo Bryson and Eddy
Arnold. Richardson was inducted
into the Georgia Music Hall of
Fame in 1987; at that time, he was
also the only studio owner and en-
gineer to be included.

wreremixonline.com

From left: Director of photography
Patrick Longman operates the jib-arm

camera, while assistant cameraman Camillo Jarquin pulls focus and director

Mark Moormann operates a handheld camera. These scenes were shot with
black-and-white film, evoking the look of a late-1940s recording session.

TELEFUNKEN VISITS OCEAN WAY

Telefunken North America has
been debuting its newly manufac-
tured ELAM 251 condenser miqo-
phone at studies in Southern
California, with the trip ending in
Ocean Way's Studio D. The new
Telefunken mics were set up along-
side the vintage models from
Ocean Way owner Allen Sides’
renowned mic closet, with a tal-
ented and dynamic vocalist pro-
viding the sound source.

Sides remarked after the de-

Pictured;

monstration, “All of the character-
istics that make the ELAM 251 ex-
ceptional were there, and the
overall sonic sigmature fit in per-
fectly with the rest of my collec-
tion. I can say without reservation
that the new Telefunken ELAM 251
is everything I hoped it would be.”

The company is currently fo-
cused on producing the micro-
phones one at a time and has
plans to expand its product line in
the near future.

, in Ocean Way's Studio D are Craig Allmendinger,

Telefunken president; Allen Sides, owneref Ocean Way; Toni Fishman—,"
Telefunken CEO; and Joe Sanborn, Telefupkan director of operations




Who. Chns Martirano, founder of Brain-
child Group LLC, exclusive U.S. dis-
tributor for Evolution Products

Main Responsibitities: overseeing all
facets of distribution, public rela-
tions and advertising placement

Previous lives:

1999-2002, Young Chang America,
director of product development

1986-1999, Kurzweil regional and district sales manager

1985-1986, keyboard retail sales for Ed Roman (East Coast Sound)

1985, keyboardist for Voices

The one profession that I would like to try is...owning my own scuba
diving tour business in Maui. It would be cool to combine underwa-
ter recording and sound design and create some new CD-ROM titles.

The one piece of studio equipment most like my personality is...the
Kurzweil KSP8/RSP8 due to its multiprocessing skills.

If I could have been a fly on the wall for a recording session, it
would have been...Yes' Close to the Edge or Relayer sessions.

Currently in my CD changer: Tower of Power's Power, Jimi Hendrix's Elec-
tric Ladyland, Wendy Carlos’ Tales of Heaven & Hell, the Three Tenors
Volume 1, Thomas Dolby's Aliens Ate My Buick, Steely Dan's Gaucho,
Pink Floyd's The Division Bell, Emerson, Lake & Palmer’s Trilogy, Peter
Gabriel's Us and Chick Corea’s Elektric Band's Inside Out.

When I'm not in the office, I'm usually...trying to be a good husband
to my wife of 20 years, Deborah, and father to my three sons: Jeff,
18, Stephen, 16, and Christian, 13.

A MASTER RECOMMENDATION

Twenty-five years from now, when an  vides a glossary of tech-

COMPILED BY SARAH BENZULY

INpusTRY LS

New York city-based Tekserve
opened its pro audio division, head-
ed up by Ken Patnaude...DiGiCo
USA (Nashville) hired industry vet
Tom Semmes as its general manager
to direct U.S. operations. . .Phil Celia
was promoted to general manager of Fostex America (Norwalk, CA),
while Derek Badala moved up to national sales manager...Based in
Tokyo, Nao Ohtake is the new director of operations for DTS
Japan...Overseeing product design, engineering and implementation,
David Fournier joins Eventide as director of product management...Lars
Fuchs (While You Were Out) joins Click 3x (New York City) as its first full-
time staff editor; Fuchs will call the all-new Avid edit suite his
home...SurgeX (Pipersville, PA), a division of New Frontier Electronics,
has hired Don Kugler as VP of sales...Korg USA, exclusive distributor for
Vestax DJ/pro audio products, named Joe Giacopelli (aka, DJ Joe Jack)
as the Vestax associate product manager...Paul Jenkins joins AKG
(Nashville) in the newly created position of U.S. national sales manag-
er...Sweetwater (Fort Wayne, IN) welcomes Jim Rorick, studio account
executive, and Chris Waldron, art director...Digigram (Montbonnot,
France) hired Miranda Hageman as sales and communications direc-
tor...Sennheiser (Otd Lyme, CT) hired its first VP of marketing: Stefanie
Reichert...Distribution news: Bag End (Barrington, IL) has expanded
Bob White Associates’ (Solon, OH) territory to include Indiana and Ken-
tucky; Mackie (Woodinville, WA) signed Eakins/Bernstein & Assoc.
(Kansas City) to handle Nebraska, Iowa, Kansas, Missouri and southern
Illinois; Evelution products in the U.S. will be handled by Brainchild
Group LLC; Marketing Concepts (Dallas) will represent Auralex
Acoustics’ (Indianapolis) products in the Southwest.

Joe Giacapelli

Stefanie Reichert

I think that this really “Two years ago, we set out to de-

executive from one of the Big Two la-
bels enters the vault to find the mas-
ters for a re-release of Best of the
Dixie Chicks, what will she find? Tape,
hard disk, magneto-optical, session

nical terms and recording
technologies, and closes
with a call for proper
note-taking and label-
ing, with the inclusion of

PRODUCERS &
BNGINEERS WING

could have only started in
a place like Nashville,
where there is a real sense
of community, and pro-
ducers, engineers, label

fine a single delivery format,”
Massenburg says. “But we quickly
found that we couldn't. Technologies
were just advancing too rapidly, and
there were strong opinions from

files? And what about the individuat
tracks? Will she know what went
where on the original mix?

In a two-pronged effort to both
preserve our national recorded her-
itage and provide guidelines for de-
livery of masters, the Nashville
section of the Producers & Engi-
neers Wing of the Recording Acad-
emy has created a master document
called The Delivery Recommenda-
tions for Master Recordings. The doc-
ument first specifies the physical
deliverables, with the idea that they
should be accessible both in the
short and tong term. It then pro-

sample forms.

“This has been in development
for more than two years now, but it
actually goes back to the MPGA days,
when a bunch of us started talking
about the need for some standards
in delivery to labels,” says producer
George Massenburg, who with pro-
ducer Kyle Lehning and a small group
in the Nashville recording communi-
ty was largely responsible for kick-
starting the effort. “When the P&E
wing got a new director, Leslie Lewis,
they started talking with us about
narrowing it down for digital deliv-
ery and making it industrywide. But

executives and A&R reps will all sit
down together.”

While there are issues to be
worked out on individual projects,
the most emphatic statement is that
the committee includes a provision
that all audio tracks be flattened and
migrated to the Broadcast WAV file
format, including headers and meta-
data. Also, each master must be de-
livered with two backups of the same
or greater resolution in two different
formats, among which are some ex-
isting technologies—SCSI, FireWire
drive CD and DVD-R, and AIT tape—
as well as some future technologies.

across the industry to open up the
format list. If you think about it, two
years ago, FireWire wouldn't have
been an acceptable delivery format.
Now it is. In the very near future, we
expect Blu-Ray to be on the list.”

Existing analog material will be
archived by transferring to at least
24-bit/96 kHz or, more preferably,
DSD to ensure the best possible
preservation.

To view the document, visit www.
grammy.com/pe_wing/DeliveryRecs
.pdf. Public comment is welcome
by e-mailing p&edeliveryrecs@
grammy.com.
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WEBCASTING ROYALTIES

BRUCE SPRINGSTEEN, EDDIE KRAMER ATTEC
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Christion L. Castle

HOW PRODUCERS CAN GET THEIR FAIR SHARE

By Christian L. Castle

The fight to get public-performance
royalties for sound recordings in
the U.S. has a history that is long,
distinguished and largely unsuc-
cessfut. Congress took a relatively
small step with amendments to the
Copyright Act that established a
limited public-performance royalty
for digital transmissions of sound
recordings, but stopped short of
suggesting rates. That resulted in
the Copyright Arbitration Royalty
Panel addressing Webcasting and
simulcasting royalty rates, which
resulted in the deci-
sion of the Librarian
of Congress last year
establishing rates.
Those rates were re-
visited recently by a
negotiation between
the RIAA and the
Digital Media Associ-
ation, which estab-
lished rates through 2004. The
good news for producers (and any-
one who has a contracted royalty)
is that they are finally cut in for
some royalties. The bad news: Roy-
alties won't come to them auto-
matically.

The Copyright Act divides
“Webcasting” royalties among four
groups: copyright owners (50%),
featured artists (45%), nonfea-
tured musicians (2.5%) and non-
featured vocalists (2.5%). Missing
are producers, who typically have
a contractual right to royalty in-
come from sound recordings.

However, given that produc-
ers’ royalties are deducted from
an artists “all-in” royalty, Sound-
Exchange, a division of the RIAA
that is responsible for collecting
these monies, currently requires a
separate letter of direction from
the artist in order to pay produc-
ers, even if the producer has al-
ready sent a similar letter to
the record company or copyright
owner,

However, there are a few ways
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to fix this problem.

1. SoundExchange should take
flat-fee rates and payment instruc-
tions from existing letters of di-
rection that artists provide to the
record company copyright owners.

2. SoundExchange should pro-
vide Web access to part of its data-
base so that artists and producers
can confirm if they are included and
are receiving royalties properly.

3. Producers should require
artists to send a confirming let-
ter of direction on a go-forward
basis to SoundExchange for new
recordings produced, which could
be included in the producer
agreements.

4. Producers and artists should
agree on a fixed share of perform-
ance royalties to be paid to pro-
ducers and call upon Congress to
amend the Copyright Act to in-
clude producers.

If none of these steps are fol-
lowed, producers will have to ask
artists to sign new letters of di-
rection for each old recording, a
process that will involve lawyers
and cost hundreds of dollars for
each letter. When one considers
that some recordings could be 20
to 30 years old or older, it may be
difficult to find the artists in the
first place.

But the real significance may
arise when and if SoundExchange
starts collecting foreign-perform-
ance royalties, and if Congress
passes legislation that extends
these royalties to regular radio and
television broadcasts. Together, all
of these streams will likely consti-
tute a significant amount of mon-
ey. As a result, producers should
get their act together now or risk
further frustrations down the road.

Christian [.. Castle is senior counsel
in the music group at the law firm
Akin Gump Strauss Iaver & Feld
in Los Angeles. Write to ccastle@
akingump.com.

Bruce Springsteen will be awarded the prestigious Les Paul Award at the
19th Annual Technical Excellence & Creativity Awards, to be held Satur-
day, October 11, at the Marriott Marquis in New York City. Also during the
ceremony, famed engineer/producer Eddie Kramer will be in-

ducted into the TEC Awards Hall of Fame.

Working with several of the most talented engineers
of the era, Springsteen has crafted some of the most pow-
erful and distinctive records of the past 30 years. From
the boisterous Born to Run through his moving 2002 al-
bum, The Rising, he has produced a string of Platinum al-
bums, headlined sold-out stadium tours and garnered nine
Grammy Awards and an Oscar.

Kramer has worked on classic recordings by Traffic, the Rolling Stones,
Led Zeppelin and The Beatles, but he is best known for his work with Jimi
Hendrix. Kramer engineered all of Hendrix’s original albums (4re You Expe-
rienced?, Axis: Bold As Love, Flectric Ladyland and Band of Gypsys) and
helped Hendrix create and design Electric Lady recording studio. Kramer has
also had a successful career as a producer of live albums, working with KISS,
Peter Frampton, Joe Cocker, David Bowie and Santana, among others.

For tickets or information about the TEC Awards, call Karen Dunn at
925/939-6149 or e-mail Karen@tecawards.org. Registration forms are
available at www.mixfoundation.org.

BUTCH WALKER OPENS RUBY RED

Arista recording artist/song-
writer and producer Butch
Walker recently opened up his
Russ Berger-designed Ruby Red
Productions in Atlanta. The
retro/modern-inspired studio
features two control rooms: “A
Control” offers an SSL 4048
E/G with Ultimation, Studer MK
IIT A800 24-track recorder and
a Pro Tools rig; B features an
expanded Pro Tools MIXPlus
system with Pro Control. An
A/NV SAN Fibre Drive Network
connects the two rooms.

“I just wanted a place that
would be my musical club-

PHOTO FRAN STRINE

Sevendust inside A contral room, from left:
gvitarist John Connolly, engineer Rus-T Cobb,
Wolker, bassist Vince Hornsby, drummer
Morgan Rose, guitar/vocalist Clint Lawery
ond lead vocalist Lajon Witherspoon,

house,” Walker said. “That's why
when you walk in here, it feels like
a hangout rather than a sterile
recording studio. Plus, it gives me
a private place to produce my
projects [including his recently re-
leased Left of Self-Centered], with
no worries about whom I'm gonna

write the check to for studio time.
Beats the hell out of investing in
the stock market!”

Recently in to record, with
Walker handling production
chores, were Sevendust working
on their as-yet-untitled fourth
studio album.
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Send Your “Current” News to Sarah Benzuly at sbenzuly@primediabusiness.com.
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ON THE COVER

NASHVILLE

Paragon Studios

By Barbara Schultz

t was a long time coming. Engineer Fred

Paragano’s Paragon Studios, a new,
ground-up facility in Franklin, Tenn., just
outside of Nashville, was the product of sev-
en years of discussions, design and the
search for the perfect location.

“| tried to do this a bunch of times, and
everything kept falling through,” recalls
Paragano, whose engineering and mixing
résumé includes Amy Grant, Michael Craw-
ford and Third Day. “Whether it was putting
[a studio] in at home or going into an exist-
ing space, nothing suited my needs. So
when | found this property, | thought, ‘Let’s
do the ground-up thing.’

“I knew from the beginning that | want-
ed to work with Russ Berger,” he continues.
“I've admired his designs, and | had been in
contact with him for seven years, on and
off. When we finally found this piece of
property, he checked it out and said, ‘Fred,
| couldn’t think of a more perfect property.’”

The building was constructed in a wood-
ed area about a mile from a main highway,
offering privacy, but easy access and plenty of
natural light. Paragano, who has also been in
the real estate business with his father, Larry,
for some time, asked Berger for a design that
would give him leasable space, as well as stu-
dio space, so the completed structure gives
10,000 square feet to the studios and 12,000
square feet to future tenants. “I would like to
attract media-related tenants,” Paragano ex-
plains. “It becomes a synergistic thing, where
everybody feeds each other under the same
roof and creates business. For example, one
tenant is Rob Graves, who leases a produc-
tion suite in the studio portion. He is a pro-
ducer, songwriter and session guitarist. We're
always working side by side.”

The studio area consists of a large live
room; a spacious central machine room that
allows the studios to be patchable via audio
cable and a multi-seat fiber-channel system
provided by Studio Network Solutions; and
two control rooms, both of which handle
music recording/mixing or sound for picture.
The commercial “A” room is equipped with
an SSL 9080K XL console and Dynaudio M4+
5.1 monitoring; the “B” room, Paragano’s
personal production space, has the same
monitoring system but centers around an ex-
panded Pro ToolsHD system. Acoustically
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and aesthetically, the control rooms are iden-
tical. “Front-wall surround monitoring is ac-
curate across the console and the producer’s
desk,” Berger says. “The finishes are warm
and comfortable, the acoustics are inspiring,
and the atmosphere is creative.” There is also
a "C” room, a small overdub, editorial and
picture-editing suite currently in use by
Dreamhouse Media, a full-service filmavideo
production company owned by Devin Pense.

The recording room shares many of the
aesthetic and acoustic finishes chosen for
the control rooms: Natural wood, stone,
stained concrete, fabrics, glass and leather
are used to effect variable acoustics and to
Create an appearance that is as warm as it is
modern. Natural light floods the main space
(26x32, with 21-foot ceilings) through 16-
foot-high windows, some of which are
floor-to-ceiling but can be closed off by re-
tractable acoustic panels. Two iso booths,
one of which houses a Yamaha grand piano,
also have 16-foot ceilings.

“Fred has always wanted a big-sounding
room to record drums, string sections,
woodwinds and brass, and large vocal
groups,” Berger says. “He now has one of
the best-sounding live rooms I've ever heard:
well-balanced, with a sweet, ambient decay. "

Obviously, a project of this magnitude
and quality takes many hands to achieve,
and Paragano and Berger are quick to rec-
ognize the contributions of their colleagues.
"My studio manager, Amy Hendon, is amaz-
ing,” Paragano says. “And we had a lot of

The grand RBDG-designed studio and, above, Fred Paragano with facility manager Amy Hendon

help from Dave Malekpour of Professional
Audio Design; they put together the main
monitoring and some of the outboard gear.
Rob Dennis’ Rack ‘n’ Roll Audio provided
equipment and cabling, and they were
great. The wiring is all Monster Cable, and
that was installed by White Noise Technolo-
gies, which is owned by Jason White. Con-
struction was done by J.E. Crain & Son, with
supervision by David Curtze and Jim Ballard.
These people were alt so important.”

“I'm so proud of the people in our office
that worked as principals on this project,”
Berger says. “Blane Kelley, Robert Traub,
Nichole Bradley Culak, Richard Schrag and
Johnson Knowles. I'm especially pleased
with the way we are able to work together
as a team.”

Since it opened last fall, Paragon has
hosted sessions with Martina McBride,
Brooks and Dunn, Dionne Warwick and oth-
ers. Paragano’s own engineering projects
have included multichannel DVD mix work
for Stephen Curtis Chapman, music for The
Matrix video game and a surround demo for
Microsoft’s Mediaplayer 9.

“Fred is a nice guy and has a work ethic
that is an example to all of us,” Berger ob-
serves. “It's been rewarding working with
him on a project where we were called
upon to use all of our capabilities and
resources.” ]

Barbara Schultz is the senior associate editor
of Mix.
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Or, If You Like
You Can Do It This Way

BY STEPHEN ST.CROIX

HLUSTRATION: DAVE CUTLER

his month's subject is really a continuation of

the topic at hand, part three in the mini-series

on the death of the music industry as we knew
her and the resurrection and evolution she is under-
going as we watch (and listen).

But first, for those of you just joining us who wish
to pretend that you have read the entire series, I offer
the following synopses:

Part one was about the new road kill along the in-
formation highway. Its primary feature was a dark and
foreboding description of the state of the music in-
dustry and how they were refusing to join the real
world of instant www.iwantitNOW!.com. There was a
cheery conclusion outlining the basic reasoning and
old-school attitudes that make it highly improbable
that those in control would be willing to try what was
needed to survive.

If you reword the paragraph above, you should
sound pretty much like you read the whole column.
Also, if you pick one of the basic concepts and argue
vehemently against it, you will appear to be actively

www.mixonline.com

interested in the future of our little world. There was,
in fact, a rather detailed, if not sharply skeptical, plan
for mutation and rebirth. You could even refer to it as
the “irrelevant St.Croix Phoenix Plan.”

Part two, last month, was a shocked, overwhelm-
ingly and somewhat atypically positive reaction to
Steve Jobs and Apple Computer’s series of announce-
ments and services, along with associated hardware
and software updates. Not only had a plan been de-
vised to save the industry, but that it had already been
implemented (and Jobs somehow had secretly struck
distribution deals with all of the big boys) when I
wrote part one!

It was a done deal. Zeitgeist: the ultimate cosmic
competition.

And that would bring you up to date. So let’s move
ahead.

AND NOW, AN ALTERNATE PATH
Of course, there have been many other legal MP3
music services online for some time. But the others
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have, for the most part, been structured
in somewhat bizarre, experimental ways.
The operational models for these services
reveal vast areas of confused rights, in-
sane DRM solutions, arbitrarily defined
data rates and rip qualities, and, of course,
poorly structured and implemented deliv-
ery methods.

If you look carefully, you can find
just about every damned way to sell,
rent, loan or stream music that you
could imagine out there. Approaches
range from Sort-of-Okay to You-Gotta-
Be-Kiddin’-Me!

But who cares? How much does it
even matter when the catalogs are jokes?
But they have to be, don't they? If a litle
$2 million start-up wants to serve some
tunes, you know there is no way that they
can ever get their hands on prime prop-
erties. This problem will never be solved,
but it has been effectively rendered a non-
issue by Apple’s coup.

Sadly, I have to say that after visiting
many of these sites, [ came away a/most
seeing why the spineless unwashed might
be attracted to the significantly easier
temptation of theft. Almost. Some of the
payment schemes, and what you do and

PR 5 L

do not get once you do pay, are, well...
insulting.

Don't get me wrong. I understand ex-
actly how they came to be: Anybody wish-
ing to serve music legally has, no doubr,
had an indescribably frustrating and crip-
pling experience with DRM. The owners
of the catalogs are paranoid as hell. I am
amazed that Jobs got them to sign. I won-
der what he put in their water. ..

I mean, wouldnt you be terrified if
you had built an empire selling five bucks’
worth of intellectual property for 15, and
had been delivering it on controllable
physical media, and then one day, the
world demands that you serve it all up
hot, online, in pure digital, copyable form,
with no physical components of any sort
to track and protect? No comfy blankees
to shield you from the hacking public?
And to make its point, the same world
blackmails you by stealing everything you
own, daily, because you have not offered
it to them online, on rtheir terms? And, of
course, their terms are so foreign to you,
so alien, that they seem absurd. Yeah, it's
tough to be King when your subjects are
swimming in your pool and on their way
to break down your kitchen door.

ESBTOM HOTTTOM Enables  PTHD Exte

I

THERE ARE OPTIONS

I said before that I will never buy another
CD. That stands, and I add that 7 1/l never
buy a tethered MP3. I'm sorry—you know
that I am against theft, and for the devel-
opment of an honest, functional system—
but renting my music from a monthly
subscription service is friggin’ insane. The
idea alone of all my music instantly be-
coming unavailable to me one day be-
cause the provider that I subscribe to
folded is enough to ensure that I never
even (ry this. No way.

Ah! But there is a third way to go—
almost the opposite of the iTunes Music
Store model. I am amazed that this ap-
proach is economically viable, but here
goes. Ten bucks a month (one-year con-
tract) or 15 bucks (measly three-month
contract) gets you unlimited, untetbered
VBR MP3 downloads. Legally (I think).
Not prime big label stuff, but off-the-
beaten-path alternatives. Thirty-second
previews of any and every song! Visit
www EMusic.com.

EMusic just changed its whole setup
the day before I tried it, and downloads
were failing or arriving empty, but within

—CONTINUED ON PAGE 146

TDM Collection Vintage Collection

e

mL NI REL DTN L TN N IR N W TR TR TIN
More options. Less money.

These new collections combine Emagic’s highly praised
Software Instruments and products for TDM users in
three compact and competitively priced packages. The
Vintage Collection is ideal for all those who love nostal-
gic, original sounds together with easy handling and

new creative possibilities. With the Synth Collection you

can add the best from 30 years of synthesizer history
to your Logic production software. Finally, the TOM
Collection is a unique toolkit for TDM users wishing to
exploit the creative possibilities of Logic Platinum and
Emagic’s Software Instruments. More information can be
found directly on our website or at your Emagic dealer.

-
emagic

Technology with sout

Music Production
Soft- and Hardware

o= e

www.emagic.de




ARE AT YOUR SERVICE!

5 Sweetwater has been the retailer of choice for
countless musicians and studio owners for over
20 years, offering great prices and unparalleled
customer service.

";vd Disk
a1
w..n’:g.ll,"‘ 9

QOur selection of music equipment is second to none, and includes the most
respected manufacturers in the business. We back it up with a level of
knowledge that you just won’t find anywhere else. NO ONE knows gear
like Sweetwater!

Professionals with demanding clients and tight schedules don't have
the luxury of using their studio as a testing lab for new gear. With our
knowledge of the latest music technology, we can get you the gear you
need fast, and at an excellent price, so you can get back to work, saving
you time and money!

If you're just starting out in pro audio, money is always tight and the
choices can be overwhelming. We'll help you sort through the wealth of
options available to find the gear that fits your needs and budget!

And i you're simply a project studio enthusiast or musician looking for
great gear at a price you can afford, Sweetwater’s combination of stellar
customer service, competitive price and technical expertise puts the world’s
finest professional audio equipment at your fingertips.

Call for your FREE copy
of our 2003 New Gear
Directory packed with the

B very latest pro audio gear.

shHupnaeniine at
weetwater has never
beeneasier!

Sweetwater has made tons of exciting changes
fo our webstore, putting product information

and knowledge at your fingertips. 1
(800) 222-4700
¢ An extensive Media Library
* Essential Gear Picks from Sweetwater experts

and 1,000s of customers. , WWW, Sweel'wa te r.com

¢ Insightful User Reviews
o And much, much mere to come. .

) fimn ( rl’(/ B Now.’ ’-n : e
Check us out at sweetwater.com today! {&s A;.:.“J.' P Musi ci'::\' s All Az“s _ - -_"-“ deta

el e ey el 2003 Sweetwaler, Inc



INSIDER AUDIO |

The One-Eared Monster

The Revolution Might Be Televised, But Not in Stereo

sion. I mean, the kind that you have to look at

with both eyes, probably through special
glasses like at the IMAX 3-D theater. Until then, it
doesn’t matter whether you use one eye or two: The
picture is the same. And that may have something to
do with the fact that a lot of people in the world of
television still think human beings are born with only
one ear.

After all the work we've put into standardizing for-
mats, simplifying delivery systems, bringing costs
down and just getting the word out to the video peo-
ple that, yes, sound counts—and by the way, we do
hear in stereo—you’d think they’d get it by now. But
don't bet on it. If a recent experience of mine is any
indication, then there are many folks on whom, un-
fortunately, my living and yours will at some point de-
pend, who haven't got a freaking clue.

Sometimes [ find myself thinking that there's no
longer any way that [ can be surprised by people in
our business screwing up. At this advanced stage of
my life (to plagiarize Tom Lehrer, “When Mozart was
my age, he had been dead for 15 years”), you'd think
I've seen enough incompetence, wrongheadedness,
misconceptions, superstitions, stupidity and plain old
recto-cranial inversions that today there is nothing I
could encounter that I couldn't shrug off with, “Been
there, done that.”

Guess again.

Here’s the story. About three months ago, I finished
producing my very first full-length documentary film.
I had received a small (I mean small) grant that al-
lowed me to hire a director on the West Coast (some-
one who usually hires me to do music for his pro-
ductions, so this was a nice twist) and shoot some
interviews in places like Palm Springs, Santa Barbara
and Martha's Vineyard. We shot on DVCAM and
MiniDV with professional, although usually one-
person, crews. We wrote the script together. He ed-
ited on the Avid in his basement, and I mixed on Pro
Tools in my attic. Outside of the crews, the biggest
item in our budget was for FedEx.

The film is about an avant-garde composer in the
last century, and as you might expect, it's filled with
his music. The audio goes back and forth between
mono for the dialog and narration, and stereo for the
music. [ wondered for a bit about the wisdom of this
approach, but an experienced television mixer I hired
to come in and coach me for a couple of hours (at 71
minutes straight through, this was the longest and
most complex Pro Tools session I'd ever done, and I
needed all the help I could get) assured me it was a

f ; ome day, they'll come out with stereo televi-
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terrific idea, provided that the stereo sections trans-
lated well to mono. I'm very happy to say that it went
off without a hitch. It's amazing what you can achieve
with a G4, a gigabyte of RAM and an 80-gig hard disk.

We actually came in just under budget. With the
last few hundred dollars from the grant, I decided I
would make about five dozen copies of the film on
VHS for the people who had worked with us and
those we'd interviewed, including some folks who
might potentially be interested in broadcasting or dis-
tributing it.

Since the early 1980s, I'd been getting my video
dubs done very reasonably and quickly at a local du-
plication house, so naturally I called them. They
weren't there any more: In the three or so years since
I had last used them, they had been bought out by a

If a recent experience
of mine is any indication,
then there are many
folks on whom,
unfortunately, my living
and yours will at some point
depend, who haven'’t

got a freaking clue.

bigger company that had shut them down and moved
the whole operation to another state. So I called a
bunch of other local facilities, but found, to my great
dismay, that during those ensuing years, the price of
VHS dubs in the Boston area had gone up approxi-
mately 400%.

Fortunately, in the back pages of a professional
video magazine, I found hope. An outfit about a half-
dozen states away from me (no, I'm not telling you
their name or divulging their location for reasons that
will become obvious) was advertising video duplica-
tion at prices not outrageously higher than what I was
used to paying. I sent them an e-mail asking for a de-
tailed quote, and they came back to me with some
numbers that made a lot of sense. Because I didn't
know them from a hole in the wall, I asked for refer-
ences. They sent me three. I [ooked them all up on
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the Web, saw that they were legitimate
businesses and called two of them. Both
reports were just fine: good quality on the
tapes, delivery on schedule and no sur-
prises in prices or processes. I decided to
go ahead and put in my order.

It proved to be a simple procedure:
download a PDF form, fill it out, e-mail or
fax it in, and then send the master tape,
heavily insured. While we hashed out the
details, they made a number of intelligent
recommendations, like suggesting that
they should ship the master back sepa-
rately from the dubs (for an extra $10),
and letting me know that if I ordered 100,
it would actually end up costing less than
if T asked for 60. I needed some European
copies, too, and they gave me a good
price on a half-dozen PALs and a couple
of SECAMs.

One thing I did notice about the order
form was that there was nothing on it
about audio: They weren't asking any-
thing about whether I wanted hi-fi tracks
or separate left and right channels. And
how about Dolby on the linear tracks for
those six or seven machines still in exis-
tence that can handle it?

The last time I ordered video dubs, I

made a point of telling the salesman that
the tapes needed to be hi-fi stereo and he
was insulted. “Of course we’ll do them in
hi-fi stereo,” he said. “There’s no other
way!” Surely by now, everyone in the in-
dustry recognized this, didn't they? So I
figured if my new friends didn't think this
was an issue, [ wouldn't either.

Okay, I know you're telling yourself, “I
can stop reading now.” You're right, you
do know what’s coming. But I'm going to
make you squirm just like I did, because
it's even worse than you think.

The final cut the director sent me was
on Beta SP, and I was supposed to lay the
finished audio onto it, which is not really
ideal for sound quality. (You folks who've
worked with Beta know all about this, but
bear with me for the sake of those not so
lucky.) When you lay audio onto existing
video in Beta format, you can only use the
relatively low-fidelity linear audio tracks,
not the hifi (AFM) tracks. But I had an-
other choice: I could do the master on
MiniDV. The video would be slightly
lower in quality because it would be a
copy of the Beta original—albeit first-gen-
eration digital, which looks awfully
good—and the audio would come

straight out of Pro Tools onto the tape as
16-bit, 48kHz PCM. Well, actually, that’s
not quite true, because MiniDV decks
don’t have separate digital audio inputs.
But taking an analog output from Pro
Tools and feeding it into the analog input
of a MiniDV deck isn’t going to hurt the
signal very much.

I borrowed a MiniDV deck from the
video lab at my school (a Panasonic AG-
DV1000; gosh, this thing is cute!) and
rented a Beta SP machine. And because I
could, I made masters in both formats.

On the MiniDV tape, I dutifully
recorded 1kHz tones right after the color
bars—left, right and both channels—at
-15 dB below full-scale. I wrapped a note
around the tape for the duplication engi-
neer, telling him that the audio levels on
the dubbers should be set so that the
tones were at -3 dB below nominal zero.

A week or so later, UPS dropped two
big boxes (and one small one that had the
master) on my front porch. I eagerly
opened them up and popped one of the
VHS tapes into my deck. I was in such a
hurry, I didn’t even hook the deck up
to my audio system but just played the

—CONTINUED ON PAGE 148
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was a time, not so very long ago,
nearly all “Inve albums” were record-

r remote trucks. Typically, a per-

or group (or, more likely, their

label) would hire the truck to fol-

tour, and then the album would be

from the tapes of that tour. Occa-
sionally, you would find a band—such as
the Grateful Dead—who were serious
about keeping an archive of a/l their per-
formances for posterity and so made sim-
ple stereo recordings from the sound-
board's feed, but they were the exception
rather than the rule in the '60s and 70s.
When the Dead would put out live albums
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through Warner Bros. or, later, Arista, they
were always from multitrack tapes, often
involving a remete truck.

Needless to say, things have changed.
Now, there are many groups who rou-
tinely record all of their concerts—some in
multiple formats—and an increasing num-
ber even release an entire tour’s worth of
shows to their fans, either on CD or over
the Internet, or both, without using a re-
mote truck. Stereo DAT is probably still the
most prevalent medium for simple archiv-
ing of shows (having replaced the vastly
inferior analog cassette), but increasingly,
we’re seeing bands capture shows on var-

in

e -
e

ious multitrack media, from MDMs to disk-
based systems such as Pro Tools. Recent-
ly, we contacted a handful of engineers to
find out what recording equipment they’re
carrying gig-to-gig to capture the music for
their private vaults or for future release.

STRING CHEESE INCIDENT

Engineer: Jon O’Leary

The popular Colorado jam band String
Cheese Incident have released in the
neighborhood of 70 CDs of their live con-
certs (most encompassing three discs) on
their own SCI Fidelity Records label dur-
ing the past couple of years. Basically, fans




;| -

‘the Band

Simple Reference or Tomorrow’s Release?
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can own just about any SCI show they see
on a tour, and because each night is dif-
ferent (in the Dead,jam band tradition),
there’s plenty of incentive for hardcore
fans to collect many or all of their shows.

When Jon O’Leary started mixing the

String Cheese Incident

band in 1996, *I just ran a stereo sound-
board every night because I liked to hear
how it came out for my own sake,” he
says. “Most of those are on DAT. It wasn’t
until a year or two into taping that the
band started listening mwuch. But then
what I also did is [ made a tape for them
with my audience microphones, which
would usually be at the soundboard, if the
soundboard wasn't in the last row under
a balcony in a theater. If that was the case,
I'd usually hang my mics from the front
lip of the balcony and then run a couple
of cables back to me. [ have a pair of B&K
4011s that [ use for the audience mix. Any-
way, the group likes hearing the hall mix
more than the soundboard because they
realize that soundbard tapes sometimes
are the opposite of what you're hearing in
the hall. In other words, if someone is too
loud off the stage [amps], they're going to
be quieter in the soundboard mix, where-
as the audience mics let you pick up the
way the music sounds in the hall. They
like to hear the ambience, and the bass
usually comes out a little more realistic on
the audience tape.

“Then, what [ eventually started to do
was make what the kids call ‘matrix’
tapes—combining the soundboard stereo
mix and the audience mix—and that goes
directly to DAT. We did a tour or two with
the DATs, but now we record it onto a
Fostex DV40 4-track digital hard drive
[recorder], which sounds really good. The
converters are really good in that machine
and that’s really important. So we put the
two audience microphones on there and
the two soundboard channels, and then
we send those to a mastering facility and
they do a quality-control check to make
sure any ticks or digital noise comes out.
They do some EQ’ing
and compression, and
they time-align it.”
(O’Leary notes that
Peter Dressen is the
primary recordist, as
O’Leary has his hands
full at FOH.)

“On top of that,
we also multitrack
every show, we've
been doing that for

By Blair Jackson

several years. We started out on DA-88s,
then we graduated to DA-78s when they
got up to 24-bit. And now we’re doing it on
a pair of Mackie 24-channel hard drives. I
also back up the 4-track onto four channels
of the hard drive. So now, instead of deal-
ing with boxes and boxes of tape, we pull
two hard drives and mail them [back to
their office in Colorado] and put two new
ones back in; we’re storing them all at our
archive in Boulder. I have no idea what will
happen with those, but we’'ll probably need
them at some point for something.” O’Leary
mixes the band through one of the new
Gamble DCX digital boards.

As for future plans, O'Leary says, ‘I

want to start mastering on the road myself,
on a workstation I'm going to put togeth-
er. I'll get up in the morning, pull my work-
station into wherever we're playing, find a
litle room, put some baffling and remaster
the previous night’s show, because what
we want to do is get the product out about
72 hours after the show. Right now, we
can't do that. Our grand plan is to get it so
people can download it on either MP3 or
_shn within 72 hours of the show, and then
for people that want the CD in the pack-
age, they can still do that later through our
Website. But even that will be quicker, be-
cause we're thinking of pressing our own
CDs on the road, too.”

MARCUS MILLER

Engineer: Dennis Thompson

When jazz/fusion bassist and reedsman
Marcus Miller was in Japan a couple of
tours ago, says the musician’s principal live
sound engineer, Dennis Thompson, “A fan
came up to him and gave him a CD to sign.
Marcus looked at it and said, ‘Hmm, I don’t
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remember making this CD.’ It turns out it
was a bootleg that had been recorded en-
tirely from [in front of] the bass speakers
and it sounded borrible. So we decided
rather than having bootleggers put out this
stuff, we'd listen to what we’d been record-
ing and put it out ourselves.”

The result is Miller’s vibrant and excit-
ing new live album The Ozell Tapes: The
Official Bootleg, which captures Miller and
his six-piece band (along with guest
singer Lalah Hathaway) during their
spring 2002 tour. Thompson, a Jamaican
who has worked with Miller for the past
several years, records every show on a
Sharp 702 MiniDisc Recorder. (He previ-
ously recorded to DAT.) The two-CD set
was compiled from those stereo record-
ings. “No fancy multitrack mixes, just di-
rect from the mixing board,” Miller writes
in his liner notes for the set.

Thompson generally mixes through ei-
ther a Yamaha PM4000 or a Midas Her-
itage console. “You'd be surprised how
good that MiniDisc can sound,” he notes,
“if you take care of the sound that's going
to it. Obviously, we use good micro-
phones and have the good console every
night. If you listen to the CD...I really did-
n't have to do anything to it; there’s just
some EQ after the fact.” Thompson did
not put up any audience mics: What's on
the CD is coming through stage mics.

Thompson admits that not every per-
formance he records in stereo through the
soundboard would be usable: “Certain
venues you know it's not going to hap-
pen. Sometimes things are so loud on-
stage, you have to compensate for it in the
P.A. mix. It’s hard to get musicians to turn
down sometimes. So it's kind of a ‘luck of

the draw.” Sometimes a guitar is missing
here or a drum there, etc. Musicians turn
up and down during the night. There are
a lot of things that can change over a night
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onstage, and that will usually be on the
tape, which isn’t always good.”

This is a major reason why Thompson
is now considering taking a multitrack Pro
Tools rig on the road to record each
night’s performance. “Marcus is such a
fantastic player, and he plays differently
every night,” Thompson says. “It would
be nice to [record] every show and have
a little more control over it afterward.
That’s probably where we’re going.”

DAVE MATTHEWS BAND
Engineer: Jeff Thomas
The Dave Matthews Band is the most suc-
cessful touring group in America right now
and they’re very serious about recording
and archiving their shows, which they pe-
riodically release on CD such as last year’s
Live at Folsom Field two-CD package, a
forthcoming set from The Gorge in Wash-
ington and various DVD-Video releases.
From Matthews’ new studio outside
Charlottesville, Va., engineer Jeff Thomas
described the group’s live recording setup:
“Every show on tour is redundantly multi-
tracked,” he explains. “We run 48 tracks of
24-bit, 48k audio, and we do it on two
different formats: Tascam DA-78 tape re-
corders and MX-2424 hard disk recorders.
The 78 tape is considered the redundant
backup tape. Then we mail off the hard
drive to a gentleman in Charlottesville
who does a data-transfer service for us; he
transfers all of the data to compact disc,
which creates a very long-term stable stor-
age format for the multitrack audio. We
use about 100 to 120 compact discs per
show, which sounds like a lot—and it is—
but megabytes per dollar, it's the most
cost-effective and time-stable [method]
you can use. We vacuum-seal it in these
heavy-duty food bags to remove air and
we seal it in a PVC tube that protects it
physically. Mitsui is the supplier of the CD
media and they guarantee us over 100
years of shelf-life, storing it at 70°, 40-per-
cent relative humidity. During the transfer,
there’s [also] two different tape-drive
formats—AIT-3 cartridge and On-Stream
cartridge—that we make, and that’s good
for five to eight years. We also make a DAT
reference and a compact disc reference of
every show, so if we need to look at the
songs played or a quick check of the per-
formance of the show, we've got that in
simple form.” The different media are
stored in three different locations.
Thomas says the feed for the multi-
tracks is “a nontransformer-isolated split
off a snake. We use API 212 mic preamps.
We've modified the output transformer to
give us a dual-output line, so one output
goes to the DA-78 and one goes to the

MX-24s.” As befits such a serious opera-
tion, the DMB records four tracks of au-
dience for maximum flexibility later.
Until recently, Ryan Nichols ran the
group’s live recording operation, and
Thomas notes, “It’s definitely its own job.
Everything has to be shipped out the
next day, and the transfer process occurs
within two to three days of the show;
then the disks are shipped back to us. We
have 25 to 30 hard disks that rotate be-

tween shows on tour.” Where do they
keep the recorders? “The machines have
been all over the place,” Thomas says.
“We've had them in monitor world; at
front-of-house for many years. Now,
we've got them onstage.”

TOM PETTY & THE HEARTBREAKERS
Engineer: Robert Scovill

Veteran engineer Robert Scovill, currently
out with Matchbox Twenty, has been
recording Tom Petty from the FOH posi-
tion for many years. “These days, I have
my own Pro Tools rig that I carry with
me—a 64-1/0O 888 rig—and we do multi-
track most nights,” he says. “If we think
we caught something good, we’ll save the
multitrack, but if not, we don’t save it, be-
cause the process becomes so intense if
you want to go back and find anything. If
we decide to keep it, we dump it off to
AIT-2 the following day, and that takes
about half the show time to archive it. I'll
usually run it at 24-bit, 44.1. I can usually
get one entire show at that bit rate and
sample rate on one AIT-2 tape.

“Every night that I track Pro Tools, I
have other things running in conjunction
with it,” he adds. “I'll have a couple of
CD-Rs going with a wet 2-track mix; in
other words, it has all of the ambience. I'll
also run a timecode DAT to save as a re-
view for the Pro Tools. The one downside
to archiving to some sort of backup me-
dia is that, since you're archiving an en-
tire session, if you want to audition one
song, you have to pull up the whole
archive. So we try to get something that’s




SAATINALTY 41 MAIETY X5 L

148y

only Mackie HRG626 Active Studio Monitors let you

- center channel

extremely accurate midrange and transparent

No matter where they place ‘em.

Hear for yourself at a Mackie dealer near you!

— — —
WWW.MACKIE.COM [ e
80DD0.258.6883 ®

make them a favorite with his pro studio customers...

ENTER 7O WIN A COMPLETE

N\acfa' Nokeover

Worth up to 10,0002
B Uisit mackie.com

W nearfield

RONNAL IVES knows that the HR626s’ massive hass response,

sound



SOLUTIONS
INC.

- ABSORBERS
- BARRIERS
- DIFFUSERS

Free Catfalog
& Sample

800.782.5742

www,acousticalsolutions.com
SEE US AT NAMM BOTH 830

34 MIX, July 2003 » wuww.mixonline.com

Recordi

the Band

synchronous [the timecode DAT] but you
can listen to it. Then I also record Sam-
plitude 2-track files, so I've got a lot go-
ing on.” Scovill says that his audience
tracks go to both the Pro Tools multitrack
and get blended into the stereo mix.

“I try to take copious notes on song
quality,” he adds. “Can you imagine what
it would be like, say 30 years down the
road, for somebody who had no affiliation
with the music to come in and start sorting
through all of this? It would be impossible.
I've done that getting ready for a live Rush
record. The sorting process was back-
breaking; the hardest work I've done.”

Scovill has recorded shows on a num-
ber of different formats through the years,
from 4-track and 8-track Tascam cassette
to ADATs. “It would've been great to have
a couple of nice 24-tracks, but it's really
difficult to maintain those night after
night, and, of course, the tape cost would
have been astronomical.”

Petty’s infrequent live albums have
been recorded using remote trucks, but
Scovill notes that on the High Grass Dogs
video, shot at San Francisco’s Fillmore
nightclub, Petty’s management “didn’t feel
the need for the ADATs recording the
show because they had hired a mobile
recording truck for the event. To make a
long story short, the truck failed on one
of the keeper nights, and management
called me up and said, “You didn’t by any
chance record those on ADAT, did you?”’
And I said, ‘No, I didn’t’ But I always
record something 2-track, and those end-
ed up being used.”

On the road with Matchbox Twenty,
Scovill now finds himself occasionally re-
leasing live mixes “right off the front-of-
house console. They’re putting them up
[and selling them] on the Apple Website.
So my time put in on all of this is paying
off, because I've figured out a way to
make it sound pretty good. They already
have a track from opening night of the
tour on there and there’ll be more. It
seems like it’s heading in that direction.”

CHICK COREA

Engineer: Bernie Kirsh

Jazz keyboard great Chick Corea has
played thousands of performances in
dozens of different bands and groupings
over a career spanning some four decades.
His longtime engineer Bernie Kirsh says,
“We don’'t do anything very elaborate [for
archiving the shows]. The live perform-
ances are basically just stereo DAT; years

earlier, they were just cassette. Normally,
rather than go through the mixer, I just put
up a couple of mics because what the
[soundboard mix] usually tells you is what
is being changed in the room so that it
sounds right coming out of the speakers.
Generally, we found it’s better to just pick
up a couple of mics.”

Kirsh’s mics of choice for that purpose
are the ol reliable: Shure 57s. “I place
them by the mixer usually, assuming that’s
convenient; just an X-Y pair usually, based
on the space available and where it is in
the hall,” he says. “The good thing about
57s is they tend to take the room out of
the equation. If you use condenser mics
[as opposed to dynamic mics], then you're
more reliant on the acoustics of the room,
and when youre going from place to
place [for gigsl, it’s much easier not to re-
ly on that because there’s no guarantee
you're going to get a perfect acoustic en-
vironment. The purpose of these record-
ings is to hear the music, to be able to re-
view the performance, maybe hear some
new ideas that occur within the improvi-
sations. They’re not meant to be released.”

In fact, for Corea’s most recent live

album—the amazing two-CD Rendezvous
in New York, which features him playing
at the Blue Note in duets (with Bobby Mc-
Ferrin, Gary Burton and Gonzalo Rubal-
caba), trios, his Akoustic Band and with
Origin—was recorded DSD using a pair
of DAWSs based on Merging Technologies’
Pyramix systems; the December 2001 con-
certs were the first 16-track recordings of
that type. Clark Germain engineered and
Kirsh mixed the tapes at Media Hyperium
Studio in Tomrance, Calif. Currently, Kirsh
is working on a surround video taken
from the Blue Note shows (which cele-
brated Corea’s 60th birthday) and on a se-
ries of individual CDs featuring each line-
up from the weeklong celebration. Kirsh
is mixing those on the
Yamaha 02R96 at Corea’s
home studio in Florida.

ONINE

Blair Jackson is Mix’s senior editor.
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Thinking DlgltdW G 2
Some reasons to think Yamaha PM1D

EXPERIENCE: Thirty years manufacturing the indusry standard PM series anzlog
console, fifteen years of innovating and refining digital censoles. PM1D isn't our first attempt
at a digital console. Tens of thousands of digitel console sales teach you a few things. —

C RELIABILITY: Everybody knows Yamaha consoles take a knocking and kqa rocking.

Build quality second w hrietary software is feature-rich and stable. How much down
time can you afford? ™" %ﬁ; — f

-

needed. Factory-direct, nation-wide sales force dedicated to supporting PM1D customers.”
Free software upgrades, interest free finance programs, etz. etc. -

USER BASE: Hundreds of PM1Ds in use daily. Over 60C engineers trained at Yamaha's
PM1D seminars in the U.S. alone. These comprehensive sessions are on-going and free
(no extra tuition required). Lots of flight time on PM1Ds.

EASE OF OPERATION: There's a reason we've sold hundreds of PM1Ds. Don't take
our word: “Sure, there’s lots of depth to this console, but as far as hopping on and mixing
you can be doing that after a five-minute lesson.” —Alan Richardson, Monitor Engineer for
Elton John.

SONIC PERFORMANCE: The theoretical sonic acvantages of digital consoles are
well known but not always realized. John Cardinale of the world-renowned Carnegie Hail says;
“What impressed us the most is that it's extremely stable, and sounds very quiet and clean,
almost like a digital recording console. And, it translates the audio passing through without
colorization.” Top tours, concert halls, houses of worship and broadcast facilities all over the
world (lots of golden ears) trust their art to PM1D every day.

HORSEPOWER: 840 Bands of Parametric EQ, 188 Compressors, 112 Gates,
24 31-band Graphic EQs, 8 Multi-Effect Processors, complete DSP redundancy...
Need we say more?

YAMAHA: The most important reason to think PM1D. A 116 year-old company synonymous
with quality and innovation. There's a reason Yamaha is the warld's biggest manufacturer of pro
audio equipment and musical instruments. A large format digital console is a big investment.
Consider the company behind it. We're not going anywhere.

Think it through and you'll figure it out. The Yamaha PM1D Digital Audio Mixing System.




Roadworthy chassis.
Small “footprint™
(13.9'H, 38.3'W, 75' D).
Lightweight (264.6 Ibs).
Maximum configuration ~

96 Mono Inputs, 8 Stereo
Inputs, 188 1/0 Inserts,
112 Direct Outs, 48 MiX

Outs, 24 MATRIX Outs,
2 STEREO Outs,
12 DCA Groups.
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Large 800 x 600 pixel
display. Intuitive

“user friendly” software. .
External VGA Out.

Basic input channel
includes MIX SEND selec-
tion, Input MIX, input PAN
and GAIN encoders,

TO STEREO, input DCA,
CUE and ON switches and
Input A/8, COMPRESSOR,
GATE, METER, Input DCA,
RECALL and MUTE SAFE
LEDs along with a high
quality 100mm motorized
fader and 4-character LED

channel labeling display.
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“Virtual® Output Channel.
Programmabie and
recallable for all nraster
section outputs.

6-band parametric EQ,
programmable COMPRES-
SOR and O to 1,000
miiliseconds of
programmable DELAY.
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Flexible meter bridge

selectable to monitor MIX
or MATRIX buses.
Dedicated meters

for STEREO A and B
and CUE signals.

TIME CODE and SCENE
MEMORY dispiay.
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“Virtual”™ Input Channel.
Programmable and
recallable for all input
channels. Includes
COMPRESSOR and GATE,
4-band parametric

EQ with HPF, O to 250
milliseconds of Input
DELAY, 48V/PHASE/INSERT
section. encoders for
MiX bus levels, digital
ATTENUWTATION, switches
for DCA Assign, CHANNEL
SAFE, CHANNEL SELECT,
metenng or LED displays
for ali functions and
100mm motorized fader.

Master section includes
encoders, 100mm motor-
ized faders and LCD
displays for MIX and
MATRIX Outputs and DCA
Groups as well as
switches for fader “flip®
functions and MIX and
MATRIX layers.

Yamaha Corporation of America ¢ P.0. Box 6600, Buena Park, CA 90622-6600
For additional information, please call (714)522-9000  www.yamaha.com
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World Radio History

Utliity section incrudes
scene memory controls

and displays, computer
interface and controls such
as track pad, keypad, PCM-
CIA card slots, MONITOR A
and 8 controls, delay control
for monitors (O to 750
milliseconds), and quick
access keys for instant func-
tion recall. Software can be
programmed offline on a
PC. Computer can run soft-
ware in parallel with console
for redundancy.
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Today’s Mac, L-R: Lindsey Buckingham, Mick Fleetwood, Stevie Nicks, John McYie

FLEETWOOD MAC IS BACK!

LINDSEY BUCKINGHAM
ON RECORDING THE GROUP'S NEW ALBUM

“Things are good," Lindsey Buckingham says cheerily on the eve of Fleetwood Mac's cross-
country tour. “We've got a nice fresh set going and a fresh album that we all like. The band
sounds really good. I've got two great kids [both under 5]. It's really a nice time for me.”
On this evening in early May, Buckingham is ensconced with engineer Mark Needham
at Cornerstone Studios in Chatsworth (in the North Valley, adjacent to L.A.) working on a
radio mix for Stevie Nicks' song “Say You Will,” which is also the title of Fleetwood Mac's
new atbum: the first studio disc to feature Buckingham and Nicks since Tango In the Night
in 1987. Missing in action from Fleetwood Mac this time around is singer/songwriter/key-
boardist Christine McVie, who left the group during the 1997 reunion tour, which produced
the multi-Platinum live “hits” album and video, The Dance. (McVie does appear on a cou-
ple of tunes but has no songs or lead vocals.) Of course, drummer Mick Fleetwood and
bassist John McVie are still on hand to anchor the band; they are the remaining links to the

group's distant past as a British blues band and to the multitude of incarnations since.

By Blair Jackson
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Say You Will really feels like three albums in one. Dur-
ing the course of 18 songs and 76 minutes, there are a num-
ber of tunes that have that classic, unmistakable Fleetwood
Mac sound: the soaring harmonies, the glistening acoustic
and churning electric guitars, the rock-solid thythm section.
Songs such as “What's the World Coming to,” “Say You
Will,” “Thrown Down,” “Steal Your Heart Away” and “Bleed
to Love Her” are sure to please the millions of fans who
loved Rumours and Mirage and the more commercial side
of the group. But there’s always been an idiosyncratic—
even eccentric—edge to this band, too, and Say You Will
offers plenty of that. Nicks’ tunes have alwayssounded like
they come from her own singular universe. And left to his
own devices, Buckingham will, more often than not, come
up with songs and musical textures that fall outside of
mainstream tastes. In a sense, Say You Will is a glorious
compromise: It began its life as a Buckingham solo album
but morphed into a Fleetwood Mac album over time, tak-
ing on more of the other members’ musical personalities.
In overall feeling and flavor, it most resembles Tusk, the
group’s alternately puzzling and pleasing follow-up to the
giga-selling Rumours.

I spoke with Buckingham about the recording of Say
You Will, and then followed up with a call to Mark Need-
ham (see sidebar), who recorded many of the overdubs
and mixed the album on the Neve VR at Comerstone.

I'm intrigued by this pboto on the center of the album,
which shows you and Stevie and Mick and Jobn all record-
ing in a single room; no isolated control room.What's go-
ing on there and where is that?

That's totally unfraudulent, really. [Laughs] That is the room
in which, not the whole album was recorded—because all
of my songs were already done for the most part—but a
lot was recorded there. We got Stevie on there.

Is that the “Bellagio House” mentioned in the credits?
Yes. 1 was basically done with a solo album [a couple of
years ago] and I took it over to Wamner [Bros.] and they
were kind of in a period of transition where pretty much
the whole regime was going to be leaving because they'd
been bought by AOL. So it was not a good time to be think-
ing about putting out the album. So I said, “Mick, why don’t
we rent a house and see if we can record some of Stevie’s
songs, and either this will morph into a bigger situation or
it won’t. At least we will have started some material for a
possible [Fleetwood Mac] album.” So we found this nice
house up in Bel Air and set up shop in the living room,
and that’s what that photo is. It went really, really well, so
eventually I dropped the idea of doing my solo album and
a lot of it became part of a new Fleetwood Mac album. Ste-
vie sent over a bunch of songs—she was on the road at
the time—and we worked on those. A lot of what you see
in the picture is my gear. I have an old Neotek Elite con-
sole and a whole bunch of other stuff I've had for years.

Those songs were all cut on a Sony 48-track reel-to-reel
and that was it. It was a very low-key situation; I did a lot
of the engineering myself.

So Jobn and Mick were already part of the solo album?
Yeah. There were a couple of stray bass parts that aren’t
John's, I guess, but for all of the other things that got done
later that didn't have them on it, we recut the tracks and
then flew the parts in. So it's all John and Mick. So the
stuff that was cut in that room [Bellagio House] was basi-
cally Stevie.

Can you talk about the transformation of your tracks that
youd done for your album into Fleetwood Mac tracks?
There really wasn't much to do because so much of it had
John and Mick already [on itl. There wasn’t the sense that
you had to open up my tracks and shift them one way or
the other. They were pretty much already there. The only
thing we did was recall most of them and get Stevie’s voice
on them.

What we ended up doing with Stevie’s songs was not
dissimilar to my own process. I guess that was one of the
things that was satisfying for me. It was a more solitary thing
of dabbling and trying things out; it’s a more personal and
subconscious process. And during a lot of that, I would also
engineer, which became very natural for me. It was the
whole connection between the songs and the technology
for capturing the songs, as an artist would have his brush.
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When you work like that, it gets harder to
find someone else 1o intuitively find these
musical ideas that are so specific and elu-
sive and abstract until you find them. So I
tended to work best alone.

One of the things that was significant
about using this process [on Say You Will]
was that I was applying this over Stevie's
songs for the first time, because there was
not an engineer there and there was not
the sort of politics that goes along with that
or even the verbalizing. It was just a direct
connection with that intuition. So the

process of making her songs was very sim-
ilar to the process of making my songs.
Did you do the work on your own album
at bome?

Actually, Mick and [ started at Ocean Way,
where the basic tracks were mixed by
Ken Allardyce. And we had [producer]
Rob Cavallo down there for some of that.
I had just met Rob and we wanted to
work together. Anyway, at the end of cut-
ting those tracks and doing some of the
basic fill-ins, which would be bass and
rough vocals, there was a push to put that
album down and do [Fleetwwood Mac],
which is what I did.

On your solo albums, you're free to ex-
Dlore any style you choose and work 1with
whatever players you want. Did working
with Fleetivood Mac again feel limiting in
any way?

Less so this time. I think it might've felt
more like that had we, say, made a single
album that had 12 songs on it. You would
have really had to marginalize so much of
the landscape that was on the esoteric
side. But by having nine songs of mine
that really run the gamut, it was not that

much of an adjustment for me. It didn't
feel like what was wanting to be heard
was ot being heard.

Obviously, though, you're also work-
ing with another writer who's going to
have a different sensibility, and there can
be a push-pull in terms of the end selec-
tion of those tunes or how they all add
up. Stevie’s sensibilities are always going
to be a little more mainstream than mine,
but that's part of being in a band. I think
it worked out very well for both of us.
When you put together a song and layer
it with dozens of parts and use balf-speed
guitars and rarious arlificial enbance-
ments, do you ever think about whether
it’s going to be performable or is that
something you worry about later; like
right now when yoi’re about to go on
towr?

{Laughs] I don’t worry about it too much.
You have to take a song for what it is; you
have to be excited about it on its own

\ |

MARK NEEDHAM MIXES THE MAC

Over the course of two decades as an engineer and
mixer, Mark Needham has worked with a wide variety
of acts, including rockers such as Chris Isaak (eight al-
bums), Bruce Hornsby, Cake and the Red House Painters,
blues legend Charles Brown, and jazz greats Pharoah
Sanders, Nat Adderley and Cedar Walton. He first met
Lindsey Buckingham two-and-a-half years ago when he
was brought in at the suggestion of Rob Cavallo to mix
what was then to be a solo album for the guitarist at
Conway in L.A. The two hit it off, and when the solo al-
bum turned into a Fleetwood Mac disc, Needham came
onboard to help with some overdubs and mixing.

Needham says that the mixes he'd worked on for the
solo album didn’t change much when the project
changed: “We'd put a lot of time into those already. |
guess we reined a few of them in slightly. On the lead vocals on his
original stuff, we really kept the vocal pretty buried in, with a lot of
effects. When we worked on the mixes again later [for Fleetwood
Mac], we brought some of those vocals out a little; maybe another
10 percent closer to the front.”

Whereas Buckingham used his Neotek console and Sony 3348 2-
inch to cut tracks at the Bellagio House, Needham and Buckingham
mixed at Cornerstone, feeding DAW tracks through the studio’s Neve
VR console, plus racks of his own outboard gear. Additionally, there
were some tracks from the solo project that were on analog reels.
“For most of the stuff, we're using a 64-channel Pro Tools rig, and
then | have probably four or five racks of outboard gear that travel
with me. On a couple of tunes, we actually had 128 channels; we
brought in a [Pro Tools] HD system. But mostly we were just using my
[Pro Tools] 888 24-bit system with the dB Technologies converters on
the output. We added some parts in the studio while we were mix-
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Lindsey Buckingham and Mark Needham (both seated) at Cornerstone Studios. Also pictured
are Conservatory of Recording Arts and Science’s students Phil Nichols (far left) and John Halley.

ing, and then | like to add in additional stuff, as well. | usually add in
several more drum sounds. And | like to have the ability to be able
to split the vocal off onto maybe three or four returns.”

While he used “quite a few” plug-ins on the project, Needham
notes that “all of my compression and EQs are outboard analog. |
have several Neve pre’'s and EQs and API 550s and 560s. | also use
Jeff Daking EQs, Focusrite Reds, 1176s, 1178s. | have a bunch of Man-
leys that | like. | use the Drawmer 1969 [compressor} on background
vocals. Recently, I've been using some SPL [Sound Performance Labs]
things that | got hooked up with on some projects | did over in Am-
sterdam. One is a piece called a Transient Designer, which | love on
drums. Then there’s the cool [Charisma] Tube [processor] and their
Qure EQ. | love what that does for acoustic instruments that have
been processed through the mill on digital gear; the top end can get
a little dull and hard to fit into a mix, but I've been very happy with

—CONTINUED ON PAGE 42



For more info, visit us at: www.artproaudio.com

DIGITAL MPA

The New Digital MIPA™
A Modern Day Classic.

A professional microphone preamplifier is defined by
warmth, presence and clarity - core elements that make
an audio processor desirable. We've designed a NEW

microphone preamplifier that captures all these elements,
with an exceptionally affordable price.

Introducing the Digital MPA™ by ART. With features like
Variable Input Impedance, Selectable Plate Voltage, dual
differential Class A inputs, digital outputs and sample
rates up to 192kHz, it is truly a modern classic.

ART is a world leader in the creation of great sounding,
high-quality tube dynamic processing devices, and we
prove it yet again with our new Digital MPA, Many years
of research, development and testing have resulted in a
processor every recordist (and dealer) will appreciate!
And with the addition of digital functionality, they'll be
fully integrated for both analog and digital recording
environments.

DIGITAL MPA FEATURES:

o Variable input Impedance For Flexible Microphone Voicing
(150 Ohms to 3000 Ohms)
* Selsctable Tube Plate Voltage
o Large VU Meters and Peak-Hold LED Meters
* Metering Switchable Between Output Level and Tube Warmth
* Improved Discrete Class A Input Microphone Preamplifier
© Lower Noise At Low Gains, Wider Frequency Response
and Lower THD Than Pro MPA
* Front Accessible instrument Input Jack With Very High Input Impedance
* Automatically Switches To Instrument Input When You Plug In

The Digital MPA also features digital connectivity for use with
various digital processors and digital recording devices.

THE DIGITAL INTERFACE FEATURES & FUNCTIONS:
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o Switch Selectable Optical Output (S/PDIF or ADAT)
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* AES/EBU Qutput on Cannon Connector

* Two Wordclock Jacks Allowing Loop Through

Tube Processing. From the innovative minds at ART.

Applied Research & Technology ¢ 215 Tremont St., Rochester, NY 14608 ¢ USA ¢ 585.436.2720 te| ¢ 585.436.3942 fax

For more info, call us! Be sure to ask for our full-line brochure.



FLAWLESS
24 BIT 192 KHZ
INPUT AND QUTPUT

terms. You can’t think, “Well, gee, this is
a nice piece of studio music, but we
shouldn’t be doing this, or we should
change it because it’s possibly not lend-
ing itself to a live situation.” You have to
get past that first and deal with the whole
act of making an album and not think
too much beyond that; or I do, anyway.
Usually, even in the most complicated
arrangement, there’s a song underneath
that you could perform. Finding that and
developing that becomes another chal-
lenge and a new way to think about the
song. But not everything works live.
You’re famous for being a tinkerer in the
studio. Is it bard to know wben to stop
and when a song is done?

Oh, yeah! [Laughs] There’s always one
more thing you can try.

Of course if you’re not using zillion tracks
of Pro Tools, I guess maybe you're a little
more limited.

You have to prioritize after you run out of
tracks. [Laughs] Actually, 'm getting bet-
ter about knowing when to stop, and
then, of course in a band, it’s a bit easier
to stop because there is “x” amount of the
musicality and the rhythm and the style
and the color that’s already been covered
by this fantastic rhythm section. That's dif-
ferent than working a more overdub-y
musician-esque approach, which I have
done also. It wasn't too hard this time,
plus there were other people to tell me
when to stop. [Laughs]

What was the mix like? Obviously, there
are a lot of vocal effects, guitar effects, in-
teresting reverbs and the like. Was most
of that done at the mix stage?

Well, it depends. I predid a lot of that as
an aspect of defining the style, really. On
songs like “Miranda” and “Come,” one of
the things I was interested in was break-
ing up the line of singing so you are

-FROM PAGE 40, DIGGING DEEPER
what [the Qure] did. | have stacks and stacks of gear, and we used a lot of it
on this album.”

Needham says that he enjoyed the challenge of making a coherent mix
out of the many layers of tracks Buckingham delivered. “The goal, of course,
is to be able to actually distinguish all the parts. Sometimes you have 20 or
30 vocals going and seven or eight percussion tracks and numerous guitar
parts; really, a lot of information.”

I asked Needham the same question I'd asked Buckingham: How do you
know when it's done? He, too, laughed. “When we've tried every possibility
that we can imagine?” He notes that on the two songs that used 128 tracks—
“Peacekeeper” and "What's the World Coming to”—"| took two older ver-
sions of each [from the solo sessions] and the new versions that the band had
recorded, which were in slightly different tempos and keys, and combined
all that together, pulling out parts from both; | made a hybrid of them.”

One challenge Needham faced was dealing with Buckingham’s beloved
half-speed guitar parts: “The tempo variations made it a little difficult to
transfer it over to Pro Tools because his VSO speeds range from two whole
steps up to a whole step down, which caused some problems with the Pro
Tools clock,” he says.

Needham and Buckingham spent close to four months working on the
album, including time spent mixing a 5.1 version. Not surprisingly, the sur-
round medium opened up a lot of possibilities for Needham, because there
were so many layers of information available to be spread around. “| tried
not to go overboard with things spinning around,” he says. “I still like to
keep a fairly direct sound up front. | think if you split off too many things,
you start to lose the focus of the band's upfront playing.”

Asked if he was very conscious of Fleetwood Mac’s impressive track record
as he mixed the album, Needham says, "It's hard not to be aware of their his-
tory and have that make some impression on how you're approaching your
mixes. For at least 50 percent of it, we were trying to keep the classic, fat Fleet-
wood Mac sound, but with a few experimental edges on it, a la Tusk. It was
a really interesting experience. I've always loved the band, and it was fasci-
nating to go in and mix their album. | cant thank them enough for the
opportunity.” —Blair Jackson

ECHO DIGITAL AUDIO
OUTPUT INPUT

Windows and Mac 0S X

www.echoaudio.com




aware that the sound is changing, and it
becomes dimensional in an aftificial way
and you are aware of the artificiality of it.
The idea was to sort of create facets, as if
you were viewing, say, a Cubist painting
where the surface had been broken up
and made artificial by painting it from dif-
ferent angles or just by breaking it up. It
was an idea from [Cubism] to make some-
thing more surreal and stylistic, and yet
also interesting. So a few of those [effects]
were done during the tracking, some as
part of the overdub process, and then
Mark [Needham)] had a few of his own
tricks.
Is it fair to say that this album bas more
in common with Tusk than other Fleel-
wood Mac albums?
Absolutely. After we'd done Rumours and
it was a big success and all that, and we
toured a lot, I went to the band before we
made Tusk and said, “Look, when we
record this album, I want to spend a lot
of time at home and I want to try some
different things. I want to try to expand
our recording process and our songwrit-
ing.” And, obviously, try to undermine the
status quo a little bit, too. So that was an
idea that was understood and really em-
braced quite well by the band at the time,
and that was kind of a victory for me.
Then what happened was, when
Tusk didn’t sell 16 million copies like
Rumours...
When it failed to sell 16 million copies!
Right! It was just a horrible situation!
[Laughs] It clearly wasn’t as commercial
and there was kind of this backlash that
came down and everyone sort of said,
“Well, we're not going to do that any-
more.” So Mirage and Tango were situa-
tions where I was, to varying degrees, cut
off at the knees in terms of the whole pos-
sibility of working that way. And that's
one reason [ started doing solo albums.
Anyway, working on [Say You Willl
was more like the Tusk model. Of course,
things were different: The dynamic had
changed, my skills had changed, the times
had changed and the context of what we
were doing had changed. But given all of
that, it was satisfying to me, personally, to
be able to get back to what was Tusklike
about the process, but also have it be
much more inclusive in some ways; not
just of the people, but of a [musical] style,
which was not just esoteric but also some-
what mainstream. For years, 1 was very
schizoid about the Tuskside of what I
wanted to pursue and the Rumours side,
if you want to pick two albums. And I
think this album does really o s
quite well at kind of marry- !&L“E
ing those two things.
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The Line Array

A Quick Primer and
Buyer’s Guide

he list of largeformat line array

T speakers introduced during the

past decade is well-known and well-
used. But a new generation of compact satad
systems has emerged to provide smaller venues with the benefits garnered from line ar-
rays. Everyone recognizes the limitations of the big guns: Weight, size, cost and limited
ability to bend in a vertical arc have kept line arrays from being much more than a cu-
riosity in smaller venues, where traditional modular speakers are better suited. Smaller,
compact line arrays fit smaller budg-
ets and venues better to offer the
near-field listening experience to a

Nexo Geo T4805 . "
wider audience.
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E-V Xlc127+

HOW DO LINE ARRAYS WORK?
There's been much discussion abont how sound from an
infinite line source defies the inverse square law: Instead
of attenuating by 6 dB for cach doubling of distance. it on-
Iy attenuates at 3 dB. This propagation of sound is de-
scribed as a cylindriczl wavefront instead of the sual
spherical wavefront generated by traditional speakers
and horizontal arrays.As a practical matter. this cylindrical
behavior only exists in the near-field of a line array, where
a tall column of closely coupled speakers address listen-
ers through a relatively large angle. At farther
distances, the array loses its tight vertical-pat-
tern control.

This phenomenon provides improved
sound quality in arenas: in smaller rooms, it
can guarantee fantastic sound to all seats, pro-
vided that the venue’s geometry is appropri-
ate. A line array's horizontal coverage is
fixed—dcpending on the manufacturer’s de-
sign—at somewhere between 90° and 150°
wide. If the venue is wider than this, then it
must have the side areas addressed by addi-
tional side arrays or fill systems. Furthermore.
the venue must have hanging points at a suf-
ficient height to get a line array up and prop-

World Ra

by Mark Frink
ecly aimed. Smaller. lighter boxes make this pos-
sible in reoms where large-format line arrays
would not be practical.
The sound» coherence that is provided by
a line array is startlingly clear, as the array ele-
ments are vertically arranged so that there is
no interference from one enclosure to the
next. The coverage throughout the listeaing
area can be very smooth and consistent from
one seat to the next, and the difference in
sound level can be just a few dB from front to
back. This improved sound quality enhances
the sterco image so that it can be enjoyed
throughout a much larger listening area, not just down
the center of the room. A line array can exhibit great pat-
tern control to provide fewer unwanted reflections off of
cedings and walls, plus greater gain-before-feedback for
open mics onstage

WHY A COMPACT SYSTEM?

The limits to using a line array in smaller venues include its
weight and height. Smaller. compact enclosures are not on-
Iy less expensive, but they also weigh less and can more

Martin Audio W8LC
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Downsizing

easily bend. Due to coupling issues (for
fundamentals on coupling, read “Under-
standing Coupling” on page 47), there is a
limit to how much an angle can be placed
in an array from one enclosure to the
next. Beyond about 59 the highest fre-
quencies no longer couple together and in-
stead start to beam, which provides spotty
coverage from one elevation to the next.
The advantage that smaller cabinets
have is that their arrays can bend for more
vertical coverage in a shorter height. In
smaller venues, it's not unusual to need
20° of uptilt at the top of the array and
even more to get down to the front of the
audience: 10 cabinets might need an aver-
age splay of 5° just to make this coverage.
The pattern control provided by line
arrays extends down to the lower fre-
quencies as a function of the array’s
height. Arrays lose vertical-pattern control
at frequencies whose wavelengths are
longer than the array’s height. To achieve
pattern control down to 100 Hz, for ex-
ample, an array must be over 11 feet tall
and with a typical cabinet height of a foot
or less; control down to 100 Hz means
using 10 or more cabinets in an array.
Most compact line arrays are not de-
signed as stand-alone systems, but are
intended to be supplemented with sub-
woofers for fullrange response. Most have
purpose-designed subs that can be inte-
grated into flown or stacked arrays. And

Adamson
Apogee
EAW

EV

JBL

JBL

L'Acoustic
Martin Audio
McCauley
Meyer

Meyer

Meyer

Nexo

Nexo
Renkus-Heinz
SLS
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while manufacturers recommend arrays
that employ a minimum of four to six cab-
inets to achieve pattern control down to
their lowest octave, there is no rule that
says they cannot be employed in short ar-
rays or even by themselves. In fact, some
of the smallest models have been success-
fully used as under-balcony and frontfills
due to their height and horizontal disper-
sion. Other uses for compact line arrays
are in short arrays as delay zones in dis-
tributed systems for large convention cen-
ters, where they can be more effective
than individual two-way cabinets with
fewer points. Lastly, compact line arrays
are the best hope to provide surround
sound in live venues due to their enlarged
sweet spot.

THE SYSTEMS

Interested in purchasing a compact line
array? The following information and specs
in the chart below will help you get start-
ed; visit manufacturers’ Websites for more.

Adamson’s (www.adamsonproaudio
com) Y-10 employs a JBL 1.5-inch exit
compression driver co-axially mounted
with a proprietary 9-inch Kevlar midrange
compression driver. On either side of the
mid-high chamber is a 10-inch woofer. The
company’s new (and unnamed at press
time) dual 8inch line array module has
proprietary Kevlar Neodymium woofers
with a 2.5-inch voice coil and a B&C com-
pression driver.

Apogee (www.apogee-sound.com) was
the first manufacturer with a modular line
array product, the ALA-3, which employs
dual-10s with a pair of conical horns for its

two l-inch compression drivers between
them.

EAW’s (www.eaw.com) KF730 is a
three-way, bi-amped speaker whose entire
face is the mouth of a mid-high horn for
its dual 7s and dual 1-inch exit compres-
sion drivers. Ten-inch woofers are mount-
ed on the two ends of the enclosure. A
companijon sub, the SB730, employs a

Renkus-Heinz PNX 102/LA

Dispersion  Front  Splay
(degrees) (inches)

(degrees)

Angles
[degrees)

90

Step Width Depth
(degrees)

[degrees)
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pair of high-excursion 12s in a clam-shell
arrangement.

Hectro-Voice’s (www electrovoice.com)
Xlc127+ is a tri-amped, three-way enclo-
sure that uses two of the same com-
pression drivers as its larger X-Line. Its
asymmetrical design places a single-12 at
one end, a pair of horn-loaded 6.5s at the
other and a pair of NDym compression
drivers on plane-wave generators down
the center. The Xlc124 is the downfill ver-
sion. The Xlc118 is a companion single-18
subwoofer designed to be flown in adja-
cent arrays or integrated at a 2:3 ratio.

JBL’s (www.jblpro.com) VT4887 is a
smaller version of its original large-format
VerTec based around dual-12s instead of
15s, and using the same type of pinned
hinge bars for rigging. JBL’s smallest
VerTec, the VT4888, is a bi-amp, three-
way, dual-8 enclosure whose quad-4s are
passively crossed over to dual- 2407 ring
radiators. The VT4881 is its companion
single-15 subwoofer. All three of JBL's
VerTec Line Array elements can be self-
powered by the addition of a Crown-
manufactured Drive-Pack.

LAcoustic’s (www.l-acoustics-us.com)
dV-Dosc is one-half of the mid- and high-
frequency section of its large-format V-
Dosc cabinet, the original line array. The
triple-15 companion dV-Sub uses the
same drivers as the V-Dosc, and is in-
tended for use at a 1:3 ratio to provide
identical response in small arrays.

Martin Audio (www.martin-audio.com)
is the only company with all horn-loaded
line array solutions, and, like its large-
format W8L, the W8LC is tri-amped. Its

Undergtanding Goupling

Coupling, the mechanism by which a line array works, is familiar to anyone who has assembled
large quantities of speakers into systems. Coupling between transducers occurs when the dis-
tance between their acoustic centers is less than half of a wavelength. The best case for 12-
inch speakers, with their drivers nearly touching, can provide coupling up to about 550 Hz. For
10-inch speakers, coupling can occur up to 630 Hz, and for 8-inch speakers, coupling can ex-
tend up to 800 Hz. (This is why simply putting a hand’s width of space between adjacent speak-
ers in a traditional array attenuates the mids.)

At higher frequencies, the drivers’ acoustical centers must be even closer for coupling to oc-
cur. For coupling clear up to 20 kHz, acoustical centers of adjacent drivers would need to be a
fraction of an inch. Clearly, this requirement makes it impossible to create line sources with high-
frequency coupling unless there’s another way to couple the output of drivers.

Modular line array developer Dr. Christian Heil has shown that the output of individual com-
pression drivers’ horn mouths can couple when their output is in phase at all points of the
mouth’s cross-section and when they are in close enough proximity. The patented DOSC wave-
guide is his solution for high-frequency coupling from the openings of tall, thin isophasic horn
mouths. Different manufacturers have come up with their own waveguides to vertically couple
high frequencies from one speaker module to the next, while others have abandoned line array
principles at higher frequencies. Readers should understand that it's possible, and sometimes
even prudent, to employ a hybrid design that provides low-frequency coupling, while employing
multiple horn elements for high-frequency pattern control when an array must be bent more
than a few degrees per cabinet. There are line array speakers that, strictly speaking, do not
behave as line source arrays at all frequencies.

—Mark Frink

individually horn-loaded elements are
able to provide even horizontal coverage
down to 500 Hz.

McCauley's (www linearray.com) M.Line
is a two-way speaker that comes in three
models with three different high-frequency
horns. Nominal vertical coverage of 60°,
90° or 120° allows designers to create
systems with high-frequency coverage
tailored to a listening area by employing

narrower horns at the top and wider horns
at the bottom. The company’s In.Line is
similar to the M.Line, but its simplified rig-
ging system saves weight and cost; it is
only meant for permanent installs.

Meyer's (www.meyersound. com) M1D
is a self-powered, bi-amped enclosure
employing dual-5s and triple dome
tweeters. Like all of its dual-woofer
speakers, one driver is lowpassed to pro-

Low-Freq. Nominal RMS  Crossover Mid-Freq. Nom. RMS Crossover High-Freq. Nom. RMS
Imp. Power
(ohms)

Driver(s)

(ohms) (watts)  (Hz)

Impedance Power Frequency Driver(s)

(ohms)

Imp. Power Frequency Driver(s)
(watts)  (Hz)

(watts)

1,000/1,900

350/575

1,000

250/1,200
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vide more even midrange coverage. Also
available is a companion dual-10 M1D
subwoofer. The company’s M2D is a self-
powered, dual-10 enclosure that employs
an amp package similar to the powered
UPA and the same compression driver as
Meyer's CQ-2. The companion self-pow-
ered dual-15 M2D Sub is easily integrat-
ed into arrays and packs twice the pow-
er of the 650-P. At 235 pounds, Meyer's
new dual-12 MILO is a bit too heavy to be
called compact, so it fits at the top end of
this category. It has a single 1.5-inch com-
pression driver, and above 4 kHz, three
0.75-inch compression drivers take over to
provide plenty of highs for long throws.
MILO can easily be integrated into M3D
and M3D Sub arrays.

Nexo's (www.nexo-sa.com) Geo S805
employs a single 8-inch woofer passively
crossed over to a 1-inch driver mounted
on its patented Hyperboloid Reflective
Wavesource. The $830 is a companion
downfill module with 30° of vertical cov-
erage; its companion subwoofer is the CD-
12. Nexo’s new Geo T4805 employs dual
8-inch drivers, plus another pair of rear-
firing 8-inch drivers—lowpassed at 250
Hz—that not only create cardioid cover-
age in the low frequencies, but also con-
tribute to forward pattern control. Its
unusual rigging system, designed by SSE
director Chris Beale, comprises the T2815
downfill box that provides 15° of verti-
cal coverage and the companion CD-18
subwoofer.

Renkus-Heinz's (www.renkus-heinz
.com) new PNX 102/LA is a two-way
enclosure with dual-10s and dual 1-inch
exit compression drivers that boasts
150° dispersion with no horn-loading. It
can also be ordered as the self-powered
PN 102/LA enclosure, which has an R-
Control supervision network and weighs
an additional 10 pounds.

The SLS (www.slsloudspeakers.com)
RLA/2 uses its unique PRD1000 ribbon
driver to provide a very smooth high
end; coupled with other array elements,
it can be used as a planar line source.
Though it can run as a bi-amp system,
when ordered with NL-8 connectors, the
cabinet can be tri-amped and the out-
side woofer lowpassed at 300 Hz to im-
prove its horizontal coverage in the
mids. |

Mark Frink is Mix s sound reinforcement
editor.
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Nathaniel Kunkel is one of today’s
hottest producer/engineers. It's his job
to know good mics when he hears
them. A few of Nathaniel’s credits
include: Robert Altman, Billy Joel, Little
Feat, Lyle Lovett, Graham Nash, Aaron
Neville, James Taylor, Anna Vissi, and
dozens more.

Legendary studio drummer Russ
Kunkel is Nathaniel's father. Russ's
credits span four decades of illustrious
session work for artists that range from
A-to-Z — Herb Alpert to Warren Zevon.
And as a successful producer of Jimmy
Buffett, Graham Nash and many others,
Russ also knows a good mic when he
hears one.

"A-T's 40 Series are my 'go to’ mics,

without hesitation,” says Nathaniel.
“When | first heard the AT4050, | was
very impressed. It was transparent,
open and predictable. It is a stunning
acoustic instrument microphone with
the ability to handle extreme dynamic
range very musically.”

Take a professional tip from the Kunkels
and hear what a 40 Series mic can do O S E R l E S
for your next session. Who knows? You

might just be making musical history —
like they have.

Special thanks to O’ Henry Sound Studios, Burbank, CA

(daudiotechnica.

Audio-Technica U.S., Inc. | 1221 Commerce Drive, Stow, OH 44224 | 330.686.2600 | Fax: 330.686.0719 | E-mail: pro@atus.com | www.audio-technica.com
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He's Green

He's Anﬁg;
and He Sounds




n the final day of April, the Technology Build-

ing at Skywalker Ranch is buzzing with ac:

tivity, as post-preduction work on director

Ang Lee’s eagerly anticipated film The Hulk
charges toward its final mix and its much-hyped
Jure 20 opening. Outside, the rolling Marin Coun-
ty hills are Hulk-green, thanks to heavierthan-usual
spring rains. Iesice the main mixing theater Os-
Lar-winning sound designer and re-recording mix-
X Istror is olling his chair down the
¢ f“;'am)le,maldng minute ad-
a serie in which the Hulk banles a
nt, wicious dogs who have been blasted
same tvpe of gamma rays that turned sci-

entist Bruce Bannsr into the brutal Hulk. Assistant
Krysten Mate sits at a computer helping Rydstrom

fimd the right combination of growls. Rvdstrom is
at a slight disadvantage because he is working from
2n unfinished visual: The refined version of the ac-
tion has yet to te completed by the folxs at Indus-
trial Light & Mag:c.

“There are three cogs,” Rydstrom exphins, “and
the problem when vou do any sort of creature vo-
cals is to make them distinguishable. The first ene
I'm doing today is mostly from bear recordings that
Eugenc [Gearty, co-sound designer wita Rydstrom]
had. The [Hulk] poodle sound is mostly from dogs:
pit bulls and other dogs pitched down a Lttle bit.
One dog has a particularly drooly, wet mouth, so
we emphasize that We're trying to make them not
so overtly doglike,now tha: they’re big and they're
Hulk-like”

Of course, Rydstrom is no stranger to this sort of

sound work, having contributed to-many big effects
shows through: the years, including Terminator 2,
Jurassic Park, Titanic, Saving Private Ryan (all of
which eamed him Oscars), The Pbantom iMenace,
Attack of the Clones, A.L. Minority Report, Mon-
sters Inc. and dozens of other films. Before begin-
ning work on The Huik, he had completed Pixar’s
latest, Finding Nemo, a children’s film as benign as
The Hulk is disturbing.

Great

00



him. He has a lot of internal strife. He’s
struggling with his inner rage. He needs
anger management!

“One thing we did was give Hulk his
own set of premixes, so we literally have
four or five 5.0 premixes of just Hulk,”
Gearty continues. “So there’s one [premix]

thing was, ‘This is »not a happy experi-
ence.” He wanted to hear cartilage and
bone growth and muscle tendon tearing
and growing. He wanted sinewy sounds
of stretching and ripping. This is a very
traumatic transformation. So we did the
usual Foley stuff...”

You mean the dog food coming out of
the can noise? “We didnt do the dog
food,” he says with a laugh. “It’s about the
only thing we didn't do, and actually Ang
mentioned it: the sucking can. But we did
a lot of ripping of things, like hemp door-

When not on the Universal soundstage, the Hulk can be seen rampaging through San Francisco.

for his footsteps and one for what he steps
on underfoot. When we first did Hulk’s
foot stomp, Ang thought it was too singu-
lar, so we went back and re-addressed it as
a heel-toe stomp. For some of the foot
stomps, we took a tree trunk and wrapped
it in leather, and we’d [pound)] that on cer-
tain surfaces, and then that gets sent to a
subwoofer, which makes it really big,

“Then, to give a further sense of the
Hulk’s size and his physicality, we've
done the equivalent of a Foley rustle track
for him, which is all of this skin move-
ment. Then we’ve used his regular move-
ment to gate a rumble, so every time he
moves, he has this sort of air-pushing
presence that gives him some heft. Also,
Ang has this sound he wants to have
every time the Hulk’s around. And [com-
poser] Danny Elfman has been scoring
around this low-frequency rumble: the
Hulk tone. It’s the equivalent of the Jaws
theme, I guess.”

Gearty adds, “Ang also wanted the
transformation to be painful; his whole
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mats, anything that was fibrous and gave
an interesting sound of individual rips.”
Gearty did his initial sound work on
the film at C5 Editorial in New York
(where he often works) and that compa-
ny's new Foley facility in northern New
Jersey. “Skywalker is responsible for all
the effects editing, and Gary [Rydstrom] is
then mixing everything,” he notes. “That
said, C5 and I have done all
of the Foley editing, but
there’s a complete layer of
what I would call nontradi-
tional Foley. I spent a week
up there [at C5 in N.J.],
just doing wild recording
where we examined some
of the bigger areas in the
film and went at them, non-
synched to anything, which
then became a library. We
would do things like set up
a crane and break down
cinder-block walls and
wooden frames, smashing

Co-sound designer
Eugene Gearty

them to pieces. There was lots of broken
glass. We needed that for Hulk’s ram-
pages.”

Hulk’s vocalizations—his grunts, growls
and roars—created a special challenge to
the sound team, as well. “At the very be-
ginning,” Gearty comments, “I passed it
on to Gary, thinking, ‘Well, he’s the man
for dinosaur vocals, he’d be perfect for
Hulk." So he did a pass and Ang heard it
and he thought it was too creature-like. So
I started to develop some ideas and I de-
cided, ‘You know what, fellas, let's get an
actor, let’s have Ang direct this vocal.” So
we went down to Universal in L.A. about
two months ago and we got a loop group
happening. Barbara Harris brought in
some actors. There was one particular ac-
tor in the film who doesn't even have a
speaking part, but everyone said, ‘You've
got to hear this guy’s voice, you won'’t be-
lieve it.” And I didn’t believe it! He had the
deepest voice I've ever heard, like Barry
White two octaves down. It was to the
point where you can count the cycles. But
we started to realize that the depth of the
voice wasn’t the issue; it was more the
depth of the cavity of the chest and hol-
lowness and the resonance of the chest.
So we started with the loop group and I
added some formant-based pitch-shifting
using this [Pro Tools] plug-in called Pure
Pitch, and [ also started to play around with
the Ultra-Harmonizer, which has some
cool formant-based pitch-shifting that al-
lows you to play a little more with intona-
tion, as opposed to just sheer math of plus
or minus pitch.” In the end, the vocaliza-
tions also incorporated bits of Gearty's,
Rydstrom’s and even Lee’s voices, sweet-
ened with animal/creature sounds.

NOT JUST A COMIC BOOK

“This is an action film with a comic book
figure, so it can be larger than life,” Ryd-
strom notes. “Everything gets really big.
But everything has its unique side, and
what makes this film not standard action
summer fare is that Ang
Lee has directed it in sort
of a quirky way some-
times, or a very personal
way. There are a lot of in-
ternal moments: getting
inside the mind of the
Hulk, with memories and
flashbacks and dreams.
The story of the Hulk is a
very psychological story,
so those kinds of mo-
ments demand a different
and very stylized and al-
most metaphysical treat-
ment. Then we have mo-




When Bruce Bonner must come to terms with his true identity, the sound design helps the audience with

the transformation.

ments where he’s beating up a tank or
fighting the dogs and it becomes fairy
standard action, but even with that, who's
seen a large Hulk poodle before?”

According to Rydstrom, Lee “wouldn’t
talk about specific sounds as much as the
feeling he was going for. He’s looking for
sounds that reflect the inner Hulk. Even
before the Hulk turns into the Hulk, Ang
wanted us to create a sound world that
suggested something lurking really deep
inside him that was struggling to come
out. After that discussion, we came up
with sounds that almost sound like inter-
nal growls. It’s all about the rage that turns
him into the Hulk. What does that inner
rage sound like?

“We played with growls, but not mak-
ing them from real animals. We made
some of it from a cello played reaily low,

Gary Rydstrom, sound designer and

re-recording mixer

so you get this weird, stylistic growl. Then
we played a lot of sonogram ultrasound
recordings of heartbeats and arteries and
babies: living internal sounds.” Where did
he get those recordings? “We used our
hospital friends at Marin General to hook
into that,” he says with a smile. “We have
weird things swimming around his head;

things that sound like a voice, but is not
really a voice. Things that sound like
growls but are not really growls. It was an
interesting challenge.”

Even the standard battle-action scenes
have a twist, and not just because the
main character is the Hulk. Lee’s advisers
made sure that he had the most up-to-
date military hardware to battle the Hulk
in the film; indeed, there are pieces that
are still technically classified but appear in
the film in CG form.

“There’s this amazing Comanche hel-
icopter that we didn't actually see, but
we were allowed to talk to people who
flew them,” Rydstrom says. “It doesn't
have the traditional chop of a ‘Huey’; in
fact, you don't really hear them until
they're almost on top of you. So in the
film, you first hear them as wind, and
then when they come on you, we had to
make them sound different from other
helicopters. If they were completely
stealthy, the audience would think we
made a mistake, but we made them
wispier than regular helicopters.”

Rydstrom and company also had to
deal with the sounds of the new F-22 super-
jet that features “a movable after-burner
that swivels and pitches, which allows it
to take corners and move quicker than
regular jets”; and a bizarre gun called Met-
al Storm, which can shoot up to a million
bullets a minute: “It's mounted on the Co-
manches,” Rydstrom explains. “It can
shoot at different rates, and at the slower
rates, it sounds like a traditional machine
gun. But then it gets faster and faster, and
when it gets to a million rounds a minute,
it essentially fires off all of its bullets at
once and sounds like a .38 pistol; it just
goes popt It's one of those things where
the more impressive it is on paper, the less
impressive it is in sound.”

BUT WAIT—

IT IS SORT OF A COMIC BOOK

One of Lee’s most audacious experiments
in 7he Hulk is the occasional use of com-
ic book-style panels. A scene might emerge
in a triangle at a top comer of the screen
and then gradually expand to take up the
whole screen. There are up, down and
sideways wipes, and even a fair amount of
multiple-image moments, where we see a
scene from different angles, with different
emphases, or even the action taking place
in different locales at the same time.

“The split screens and dissolves are
difficult from a sound aspect because, at
this point [in our work], we can't tell
which of the split screens is going to be
favored [sound-wise], so we have to edit
all of them,” notes co-supervisor Richard
Hymns, as he sits in his workroom over-
looking a vineyard. “There might be five
things going on: There'll be a SWAT van
here, there’ll be a police car here, there’ll
be another police car here, there'll be the
Hulk here and something else here,”

Co-supervisor Richard Hymns

Hymns says, indicating different areas on
the monitors. “And sometimes, one of
them zooms in a bit bigger than the oth-
ers, SO you get a sense that that’s the one
they’re going to favor, but what we have
to do is edit all of the screens as if they're
all going to be the sound playing at that
moment. And then there are all the ex-
tensions of that: Are they bringing the
SWAT van from the right surround into its
skid-stop here? Is the police siren going to
come in over our heads? You have to al-
low for all of this, and it may be that ulti-
mately, Ang will say, ‘Oh, no, I only want
to hear the Hulk roar there and nothing
else.” Or he may say, ‘I want everything,
but I want them all featured in different
moments.” So we have to allow for that.”
Rydstrom, who is leading the final
mix, loves this aspect of the film: “There
—CONTINUED ON PAGE 144
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Richard Dodd

Grounded in Engineering

he career of engineer, pro-

ducer and mixer Richard

Dodd has taken many in-
teresting twists and turns over the
past three decades. Since the early
"70s, when he was recording hits
like Carl Douglas’ “Kung Fu Fight-
ing,” Dodd has worked with the
likes of George Harrison, Roy Or-
bison, Boz Scaggs, Wilco, Green
Day, Steve Earle, Delbert McClin-
ton, Robert Plant, the Traveling
Wilburys, Clannad, Tom Petty &
The Heartbreakers (Grammy”
nomination for Echo) and Petty’s
solo album Wildflowers (which
eamed Dodd a “Best Engineer”
Grammy). After nearly 15 years,
Dodd’s longest ongoing creative relationship has been
with Petty, culminating in the artist’s newest release,
The Last DJ.

In the interview that follows, Dodd, an Englishman
who now lives in Nashville, shares a number of
provocative thoughts on issues facing the industry to-
day, as well as some insight into his methods in the
studio.

Tom Petty’s latest album, The Last DJ, was a strong
statement against many of the ills be belteves perme-
ate the music industry.

The first time I heard it, a
big smile came over my
face and I thought, “Yeah,
go for it, Tom! Good for
you!” Not many would
have the balls to say some
of that stuff.

In this age of computer-
ized and automated
everything, you still enfoy
the challenge of manual
mixing wherever it makes
sense. I understand that
the latest Petty album was largely done with manual
mixes.

That's right. When we started mixing The Last DJ, we
started with the intention of using automation. The
majority of the board, which was a classic old Neve at
Cello Studios in Los Angeles, had automation, while
the monitor section didn't. Three of the songs on the
album used significantly more than 24 tracks, because
they involved orchestra. So I set up the console to
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leave the orchestra on the monitor section and had it
submixed onto the automated side of the console.
George Drakoulias, the producer, was very busy with
the monitor faders during playback and eventually
said, “I wish we could mix on the monitor side,” so
we did with the rest of the album. Only the overflow
of the 24 tracks and effects returns went through the
automated side of the console. As a result, the mixing
went a lot faster. [Laughs] It made the process imme-
diately a lot less tiring for those involved.

Today, however, mixing manually is more the ex-
ception than the rule. It’s the exception, because it re-
quires a very strong artist/producer/engineer relation-
ship and an understanding that the dreaded recalls are
just not going to happen in the way that fully auto-
mated and documented mixes operate.
A manual mix bas a feel and rough edges, whereas a
computerized mix often bas all of the edges smootbed
out, and that isn’t always a good thing. Manual mix-
ing still bas the facility of analog or digital editing to
change a section or part of the mix.
I mixed George Harrison’s Cloud Nine album manu-
ally in his home, as were both of the Traveling
Wilburys’ albums. They were done on a console with-
out any computer whatsoever. It even had Quadrant
faders, the kind that went up and over. All of Boz
Scaggs’ Some Change album, Clannad’s Magical Ring,
Tom Petty's Into the Great Wide Open and 17 out of
22 tracks on Wildflowers were done manually. In fact,
“Mary Jane’s Last Dance,” which appeared on Tom
Petty & The Heartbreakers’ Greatest Hits, was my
rough mix that was done on an old Soundcraft 1600.
It's funny: The faders feel more alive.

When you are doing manual mixes, [engineers] go,
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Richard Dodd on Tom Petty: “Tom Petty takes charge of the
track. He wouldn't suggest, | don’t think, that he is perfectly in
tune or anything like that, but he always performs perfectly.”

“That felt great,” or, “Oh, I don’t know.
Did the voice feel loud enough?” They re-
fer to feeling. When you're working on a
computer, they refer to tenths of a dB,
which really annoys me. It doesn’t annoy
me to the extent that [ won’t do it. It does-
n't make any difference to me. If some-
one could tell the difference as to whether
something was up or down a tenth of a
dB in a mix, then they are a better person
than I.
When I look at the range of your mix
work, you go from very open, ambient,
ratber wet soundscapes, as with Clannad,
to extremely dry, in-yourface mixes like
those with Tom Petty. The voice, in partic-
ulay, is very dry on many of those mixes.
Yes. I think it would be fair to say that [
was given the confidence to present that
by having the privilege of working with
Jeff Lynne so much. When [ came into
contact with Jeff Lynne, it was like I was
able to breathe a sigh of relief. There was
this kindred spirit. It was fantastic: Here
was somebody asking me to do some-
thing that I wanted to do. We got into it,
and we found that we could make things
drier and drier and drier. We could actu-
ally make it sound like it was drier than it
was. [Laughs] We certainly developed a
method between us of getting vocals.

Tom Petty takes charge of the track. He
wouldn’t suggest, I don't think, that he is
perfectly in tune or anything like that, but
he always performs perfectly. His vocal is
interesting. If it is interesting, then it is
worth listening to. If it is worth listening
to, then there is no need to disguise it and
cover it up and make excuses for it. which
is what reverb can become.

I'm not against reverb; I'm against re-
verb used inappropriately. At its best, re-
verb can take you into an additional level
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of understanding. That is not
meant to sound deep. It just can
give you some of that element of
% fantasy when used correctly. In
the wrong cases, it completely de-
tracts from what is going on in the
performance. The fantasy is al-
ready in there and the story and
the way the artist has cleverly
constructed the lyric and the
melody, the tone and phrasing.
There are a million-and-one more
important things than whether
something has reverb on it, like
are they going to spend any
money and effort on promoting
the record?
So what do you do to achieve that
byperdry sound? Is it mainly an
EQ kind of tecbnique?
What I do is no surprise; it is all of the
same things that anyone would do. I
probably just do it a bit more extreme.
While we were mixing Boz Scaggs’ Some
Change album, we had done a little vocal
overdub. We had a lovely mic and all of
this stuff. While we were listening to it on
this track, Boz said, “The vocal sounds
great, but I wish it sounded like it did on
my headphones.” He had these really
hype-y, wonderful Sony headphones that
had this top end that never re-
ally exists anywhere in real life.
So I went and got a micro-
phone and I put the voice
through those headphones
and I miked them up and
mixed that in with the track, |
and it worked! [Laughs]
Distortion and noise have
never boathered me. If some-
one can sing the tune, then
you've got it right. If you
haven’t captured a compelling
performance, nobody is going
to listen to it anyway, no mat-
ter how clean or undistorted it
is. If the listener hears an at-
tractive performance, then you've played
your part. Try not to screw up!
Doing what?
Technically, we can ruin everything. We
can add reverbs and delays and sink the
voice into a track and hide a perfectly
good performance and kill a song: We can
make it uninteresting. By the same token,
when all you've got is a person with a
good-sounding voice—not the greatest
singer in the world, but an interesting
voice—the more you put that up front
and say, “Here I am. I mean this,” the
more credible it is. They're not hiding be-

hind anything. It’s just real.

You ask me a specific question: “How
do I do it?” I use lots of limiting.

Any particular limiters that you favor?
Yes, I do, and they are getting more ex-
pensive and cloned by the minute!
They're black-face UREI 1176s.

When you imagine all the things that
you do to get a dry, up-front sound, the
last thing that you want to do is record on
analog, because of all the extra noise and
stuff you are going to bring up. But un-
less you do, you are not going to achieve
that wonderful sound.

So it’s like a Catch-22.

Exactly. Therein lies the secret. If you do
all of the right things, chances are you will
end up with the wrong thing. You can
record in the poshest studio with the most
expensive microphone and through the
most popular console and the most
widely used digital format, and then con-
sequently mix it through all of those same
things again, and you are going to end up
with a textbook vocal that doesn’t have
anything added to it in terms of interest,
in my opinion.

So it is the anomalies of the analog
Jormat...

It is easier than that to describe. It is called
distortion.

Richard Dodd ot Marquee in 1977

Just part of “that thing you do.”

I've strived to not be pigeonholed and I'm
satisfied that, to a large degree, I've suc-
ceeded. However, the successful stuff I've
been fortunate to be associated with does
probabily fit into a narrow bandwidth. But
the stuff I've done overall in my career is
a lot wider, so I'm personally satisfied. I
can listen to my body of work and there
are very few things that sound the same.
I'd like to think that I consider every-
body’s product to be a unique work and
do my best to try and find something fresh
each time. [ have to consider what I do
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and how I do it on a daily basis because
I'd like to be better than I am.

I have a picture of The Beatles in my

mixing room and I use it as a little ego-
squasher for myself. When I think that |
have done something “new,” I'll look up
there and mentally scan through their
body of work and think, “Yeah, they've
probably already done it.”
Even though you bave expressed a fond-
ness for manual mixes and all things
analog, I also get sense that you aren’t
demontizing things digital in a blanket
JSashion.

Digital extends a massive palette of op-
tions for engineers and mixers. 1 will go
as far as to say that the shift away from
analog is so profound that I don'’t ever see
us returning to it again, as we once uti-
lized it. That said, ’'m concerned that we
seem to be frequently working in a world
where professionals are prepared to ac-
cept facility over sonics.

In an art form that exists because of
sonics.

Exactly. We are there to record a musical
event. The fact that we're prepared to
compromise in order to manipulate the
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audio event is very sad. That said, we are
in a time when the musical event itself is
being created in and of the digital world
and its facilities. The reasons for using dig-
ital are many, but sound isn't one of them.
However, not all analog sounds good.
There, I've said it!

What is your philosophy concerning the
use of EQ?

I try to remind myself that you don't al-
ways have to add. Sometimes the answer
is to take away. I often look for what I
don’t want, rather than what is needed. If
something is not coming through the
track, make some space. Try to avoid
adding an equalizer. On a drum kit, for
example, try listening to the mics that
have been positioned farthest away first.
Usually, more of the natural tone and dy-
namic exist there.

I notice that many of the environments
that you work in are not conventional
recording studios.

I do hate it if the room is dead. If I walk
into a room and I get that oppressed feel-
ing, I know it is not going to work. I
would much rather work in someone’s
living room than a designed, acoustically
perfect room any day of the week. Stu-
dios are sometimes the worst place to
record, in my opinion. A recording “stu-
dio” environment is set up to do one
thing, and invariably it is not what I want
to do.

One of your biggest production credits
was with the Irish group) Clannad.

The first thing I did with them was a mile-
stone in my life, which was that one song,
“Theme From Harry’s Game.” I'm eter-
nally grateful and thankful and I can't tell
you how much that affected my life. The
making of the album, which was called
Magical Ring, is something that I try to
forget. It was the scariest thing that I ever
did. It was a time during all of the bomb-
ings in London and everything, and [Clan-
nad] were all staunch IRA supporters. In-
stead of saying “Good night,” they'd say,
“Don't forget to check under the car,
Richard.” You know, this can be a dan-
gerous job! There are often unsavory ele-
ments that are attracted to those with cre-
ative energies.

“Harry’s Game” enjoyed a major resur-
gence a few years ago in the mouvie Patriot
Games, which dealt with the topic of the
IRA and terrorism. On a lighter note, it
was also a theme in a major Volkswagen
ad campaign. It practically became
known as “the Volkswagen song.”

I know, and much to Volkswagen's cha-
grin, people were calling up and asking



where they could get the music, not
where they could buy a Volkswagen.
[Laughs] It was lovely to get a little boost
for that. The “Theme From Harry’s Game”
has been on at least 20 records.

I noticed in the credits that you mastered
the new Tom Petty album.

Much to my surprise, mastering has been
a huge source of my work during the past
few years. I would say that it is probably
35 percent of my work and growing.
What instigated your move to include
mastering?

A few years ago, a producer asked me
where he should get a project mastered,
and I offered my preferred choices on the
East and West Coasts. He took the mas-
ters to one of them, and when I heard the
results, I was horrified. Having spent all of
his mastering budget on my recommen-
dation, I felt bound to put the situation
right. Other people got wind of this, and,
subsequently, I was asked to do their
records. On The Last D), George Drakou-
lias suggested to Tom [Petty] that I do the
mastering. Tom’s reaction was one of sur-
prise and relief. Unbeknownst to me,
Tom’s experiences in mastering haven't
always been that enjoyable. The master-

Mix down to,
or dub between
.vl;y of four stereo
ovices, A-D

Monitor the
console mix
or any of four
stereo devices

ing on The Last Df was quite painless, and
the refs that Tom, George Drakoulias and
Mike Campbell took home on that first
day turned out to be the final master.
While Tom is tackling commercial radio
and promoters and so on, what recording
industry issues currently being discussed
are bot on your mind?

Number one: the demise of record sales
as we know it. Number two: adding to the
problems.

Roger Nichols recently brought to
light the issue of engineers' rights. I agree
with the principle that a work-for-hire
ends when all commissioned versions are
handed in and accepted by the record
company. From that point in time, in
perpetuity, the creative part of the exist-
ing mix should remain under the control
of the original mixer. The record com-
pany has every right and facility to access
the source of those mixes and to remix
them. However, in my opinion, they do
not, or should not, have the right to ma-
nipulate that existing mix and represent
it as fresh product without consultation,
input and further payment to the origina-
tor of that mix.

We should be realistic about the way

Dim
Listening ~15dB Pre-Fader, High
MONO

Sum and Peak Hold

vel resolution 80-LED
meter with VU/PPM

to go about this. Let us not waste time in
the courts or feed the legal system. We
can quite easily turn in the masters the
age-old way; i.e., all source materials, all
final and requested versions. The session
discs should be retained by the engineer
and copied to one other responsible,
honest broker or escrow-type storage fa-
cility. The immediate method to acheive
this is to “omit” some of the “creative ad-
ditions” from the session discs.

Perhaps the DAW software writers
could give us a “Save Session As” option
that locks out all visual information and
prevents adjustments, only allowing trans-
port functions. This means that the label
can hit Play, listen to the agreed-upon
turned-in mixes—Master, Vocal Up, Vocal
Down, TV, etc.—transfer those mixes into
their desired or future storage medium,
and they won’t have the ability to mess
with the creative process that culminated
in the mix that they accepted. As of now,
the use of “analog outboard equipment”
is the only “control” we have to prevent
an unqualified misrepresentation of our
efforts. ]

Rick Clark is Mix s Nashuville editor.
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You Ain’t Seen Nothin’ Yet

Randy Bachman’s Rammed Earth Barn

hink of a small, picturesque island in Vancou-

I ver, and the phrase “hard rockin’ town” prob-

ably doesn’t come to mind. But maybe it

should, for on one such windswept locale, guitarist ex-

traordinaire Randy Bachman (of Bachman Turner

Overdrive and Guess Who fame) has made his home
and private recording retreat.

“We just call it the ‘Rammed Earth Barn,” says
Bachman, describing the facility’s unusual construc-
tion. Creating a building using compacted earth or
rammed earth techniques is “a lot like doing a con-
crete basement of a house,” Bachman explains. “The
whole thing is set on a concrete footing. You put up
your forms, yet instead of 8- to 10-inch-wide concrete
walls, the rammed earth walls are about two feet wide,
but in two segments. The outer wall is about 18 inch-
es thick, then you leave a 10-inch air gap, and there’s
an inner wall that’s a foot or so thick.”

Beyond providing effective, additional insulation
against the Canadian winters, the cavity in the wall
doubles as a wiring trough. “We planned a lot in ad-
vance, so every wall in the studio and house [also a
rammed earth design] has cabling for mics, modems,
telephones, security and house automation,” Bachman
adds. One might think that setting cabling into what
equates to stone walls might be problematic. Howev-
er, this is no sweat, according to Bachman: “To add
an AC outlet, for example, you just drill a circular hole
in the wall, tap into the wiring, add the outlet and
you're set. If you don’t want it, pull it out and plaster
over it with more earth to seal the hole.”

Bachman notes that there are other advantages, as
well. “These rammed earth buildings can last for hun-
dreds or thousands of years. There are no mice, no
carpenter ants, no termites. There’s no maintenance or
painting required, inside or out. Nothing deteriorates.
It’s just solid rock; actually, it’s a lot like cement, which
is basically just clay and water. The earth can be tak-
en from your site, or brought in from other places in
the world, such as red Georgia clay. Here on Van-
couver Island, it’s bluish-gray. You don’t need a uni-
form color: We used a mixture of brick red, browns
and grays, and then threw in seashells, branches and
various types of rock, so our walls ended up looking
like cave paintings!”

The rammed earth design simplifies the construc-
tion of nonparallel walls, and the room’s rounded
corners create an ideal setting to record acoustic in-
struments. But versatility was also important to Bach-
man: “We can create any type of acoustics. We can
leave it live or hang packing quilts on the ceiling or
walls to deaden the room. We also have 6-by-8-foot,
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Above: the main studio
Right: Andy Bowmer (left] and
Randy Bachman relax in the
loft’s control room.

18-inch-thick foam chunks that we use to build
‘houses’ for amps, surround a drummer or break up
the room for a smaller room sound.”

The ceiling design was key to the room’s sound.
“We found a tree farm where the trees were bent in-
ward from the constant wind,” says Bachman. “We
bought 10 of these huge, boomerang-shaped trees, and
used them to make curved beams for the roof. This
created a dome-like, 20-foot ceiling, which really im-
proved the acoustics.”

Upstairs from the main floor is a huge loft area, di-
vided into a control room and an open space that’s
large enough to comfortably handle a trio. The studio—
which features a Neve 8058 MKII console, Neve 5524
sidecar, Digidesign Controll24 with 192kHz Pro
Tools |HD3, a 48-track/96k RADAR system, three DA-
88s and a huge collection of vintage outboard toys—
was buik by John Vrtassic and Andy Bowmer. “John,
who built Vancouver’s Little Mountain Sound, as well
as studios for Bob Rock in Maui, Metallica in San Fran-
cisco and dozens more, also rebuilt the 8058 and mod-
ified it from 32 to 64 inputs,” Bachman says. “And af-
ter the studio was completed, I was able to persuade
Andy to stay on as my engineer and tech.”

Ironically, the studio started out by “accident,” Bach-
man recalls. “It was originally meant to be a barn for an-
imals, but ended up costing so much money that I de-
cided ta use it as a studio. The local music community
here was dying for a place 1o record, so we started do-
ing acoustic, folk and bluegrass and then  Mixssss
did rock projects for other bands, as well

as for my son Tal and my own work.”  EXTRAS
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“No matter how loud he screams,
Soundtracs’ new DS-00 Digital Console
still costs only $45,000.”

“No pain, no gain.”

www.soundtracs.com
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AFI

On the first leg of what promises 1o be a long
tour, Bay Area rockers AFI made a splash with
two soldout nights at San Francisco's re-
opened Avalon Ballroom. The band, consist-
ing of vocalist Davey Havok, guitarist Jade
Puget, bassist Hunter and drummer Adam
Carson, are touring in support of Sing the
Sorrow, which was co-produced by Buich Vig
(Garbage, Smashing Pumpkins) and Jerry
Finn (Rancid, Green Day).

FOH engineer Mikey “Rhino” Bakowski
has been a fixture in the AFI camp for the past
five years. “Because this is the beginning of
the tour, I'm not carrying an FOH console or
P.A.," he explains. “What I carry in my rack is
basically for Davey's vocal [which is miked
with a Shure Beta 58]. My old faithfuls are 1wo [Yamaha] SPX90s. I use the [Empirical
Labs] Distressor on Davey's voice and then I compress the subgroups. I also use BSS
gates and Opal Series compressors for the top
snare and kick drum mics.” >

Bakowski is also carrying drum mics, in-  [EIE b !

Davey Havok

cluding a Shure SM91 and a Sennheiser 602 EEIEI Hi
on kick, Beta 57 on snare top, Beta 98 on
snare bottom, SM98s on toms and SM81 over-
heads. Guitar mics are Shure KSM32 and
SM57. “1 use Radial DIs for the samplers, bass
and direct guitar,” adds Bakowski. “The Ra-
dial’s passive DIs bring out so much more
than an active D1.” —Steve Jennings

FixIt

TEC Award winning FOH mixer David Mor-
gan, whose credits include Steely Dan, Paul
Simon and countless others, is currently
completing a world tour with Boz Scaggs.

Some newer arends seem to be very bright,
with lots of reflective surfuces, from skybaves,
etc. How shoudd [ deal with an overly live David Margan
venue?

Modern line array technology offers the best
way to deal with highly retlective, reverberant large spaces. Here, it's best 1o fly the ar-
ray as high as possible, aiming the majority of the cabinets downward to minimize the
“slapback” effect. It's also important that cach cabinet is vertically splayed. A flat array in
the vertical plane will send too much energy toward reflective areas such as skyboxes
and wall surfaces. If properly hung, the wide dispersion of acoustical energy in the hor-
izontal plane and tight pattern control in the vertical plane will make for surprisingly good
results in what have traditionally been difficult venues. —David Morgan
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inside
Live Mix News:
Tours, Events, Installations

All Access: The White Stripes
Tour Profile: Annie Lennox

New Sound Reinforcement Products

The Benjamin and
Marian Schuster
Center for the Per-
forming Arts, a new
$121 million facil-
ity in Dayton, Dhio,
had its grand open-
ing on March 1,
2003. Evening Audio Consultants (New Hamp-
shire} acted as audio producer for the event and
used an InnovaSon console at FOH, custom EAW
speakers, Live Technologies monitor gear and
Sennheiser MKE2 miniature lavaliers and body-
packs...The new owners of the Midland Theater
{Newark, DH) faced challenges when upgrading
audio systems for its reopening. The cultural cen-
ter was renovated by the Loengaberger and NBBJ
architecture teams, and consultants from Tiffin
Scenic Studios, Acoustic Di-
mensions, Crosslights, Live
Technologies and M-Engineer-
ing. The facility now boasts two
Yamaha DME32 digital mixing
engines, Crown amps, Electro-

Voice Xi-1123 speaker sys-
tems and a 40-channel Yamaha
M2500 analog console...Atlanta’s newest club,
Level 3, is the new resident in the former Planet Hol-
lywood space on Peachtree Street. Sound contrac-
tor Dewayne Waiters used custom-built Tur-
bosound TFL-768 Floodlight Series speakers,
comprising a TFL 760 with a TSW 718 built into the
bottom, all powered by Crest CA amps. ..LUAcoustic
has established a new leasing program for the pro-
fessional touring industry. For more info, contact
Paul Freudenberg at paulf@I-acoustics-us.com...
Onstage Audic (Elkgrove Village, IL) expanded its
scope to include the live sound market. DSA pur-
chased new Drawmer gear, including 30 DL241 and
10 DL404 compressors, 20 DS501 power gates and
seven 1969 mic pre’s. Latest events include headlin-
ing acts such as Billy |dol and Pavarotti.



And They Thought We Weren’t Going
To Make Another One...
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PM5000 Mixing Console

Superior Sound Quality, 35-Bus Configuration, and Motorized-Fader
Scene Recall. The New Flagship PM-Series Analog Console for FOH
and Monitor Applications.

B Unequaled Sound Qudlity Through Total Evolution and Refinement of the
PM-Series Electronics.

B Moving Fadar Recall of Channels, VCA, Bus Assigns and More!
B Truly Reliable Scene Recall, ala PM1D, DM2000, DM1000
B Comprehensive Input=Channel Functions and True LCR Panning

B 35-Bus Configuration for FOH and Monitor Applications. 12 Stereo Aux
Plus 8 Group/Aux Mono Busses Plus LCR Master

M 12 VCA Groups, 12 Mix Matrix (4 Stereo + 8 Mono) and NEW Variable
Sum Gain Control

B Updated Parief Layout and Color-Codirg Retains the PM-Series Familiarity
and Ease of Operation

Experience the Next Generation of the Yamaha PM Legacy.

YAMAHA

)
) (] L Yamaha Corporation of America » P.O. Box 6600, Buena Park, CA 90622-6600 A oy T ENIRD
AL For additional information, please call (714)522-9000 * www.yamaha.com

Mix With the Best ©2003 Yamaha Corporation of America. All rights reserved. Yamaha is a registered trademark of Yamaha Corporation.
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Hugh Johnson

After 14 years of mixing FOH for Vince
Gill, Hugh Johnson stays focused. Dur-
ing one of those rare moments when
he’s at his West Nashville home, Johnson
took a few minutes to chat with Mix.

What do you use on Vince's vocals?
We've used the Shure SM87C for years.
It's flat-sounding and is great at rejecting
onstage sounds. After the board’s pre-
amp insert, his vocal goes through a
Summit DCL-200, BSS 901 and a
Showco TEQ graphic EQ. 1 use TC re-
verbs exclusively on vocals. The System
6000 is miraculous, and the 24/96k pro-
cessing has revolutionized digital elec-
tronics for me.

Does your enthusiasm extend to consoles?
I've just switched to a DiGiCo D5 Live
console, the first digital mixer I've used
that sounds good and functions like an
analog mixer.

Have you discovered any “must-bave”
piece of gear?

The Clair I/O unit: a crossover/EQ
device that operates from a touch-
screen. Wireless Ethernet connects a
Gateway Tablet PC to FOH single-rack-
space devices.

Do you have a preferred venue?
Probably the Kiel Center in St. Louis.
What do you do when you're off-duty?
I'm a Harley rider and ride as often as |
can. I play a litle golf, do woodworking
and a lot more lawn maintenance than I
care to admit.
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“Aida” on Broadway

Sound company: Masgue Sound

Sound designer: Steve Canyon Kennedy
Associate sound designer: John H. Shivers
FOH engineer/console: Phil Lojo/Cadac J-Type
Assistant engineer: Alain VanAchte

Key outboard gear: XTA EQ, XTA DP-200 and
Valvotronic compressor

Selected mics: Sennheiser MKE-2 Platinum and
SK-50 wireless

Alan Jackson
Sound company: Showco

EX56

ATI Paragon Il

P.A Jamps: Prism Arena Speaker System/

Crown amps

Monitors: Prism SRM Stage Reference Monitors

Apogee CRQ-12; dbx 160A, 165; Summit DCL-200
Selected mics: Shure Beta 58A {all vocals), Beta
57s, SM98; Sennheiser 409; Audio-Technica 4050

Blue Man Group

Sound company: Audio Analysts

Monitor engineer/console: Mike Prowda/
Yamaha PM1D

Loudspeakers/amps: JBL Vertec Line Array/
Crown Amps

Monitors: Shure PSM 700 and 600 in-ears.

MXR Flanger

New Nashville
Symphony Hall

Slated for completion in September
2006, Nashville’s proposed Schermer
horn Symphony Hall is on track, with
groundbreaking slated for this December.
The neoclassical design, clad in lime-
stone and featuring a 180-foot-long
colonnade facing Nashville’s Gateway
Park, was presented by architect David
Schwarz (Washington, D.C.) and acousti-
cian Paul Scarbrough of Akustiks (South
Norwalk, Conn.). According to a study

Loudspeakers/amps: EAW speakers/Crest amps

FOH engineer/console: Phil Somers/Crest-Gamble

Monitor engineer/console: Scott “Punko”Holloway/

Key outboard gear: TC M5000; Yamaha SPX900;

FOH engineer/console: Matt Koenig/Yamaha PM1D

Key outboard: Eventide DSP4000 Ultra-Harmonizer, Lexicon PCM30, Roland SDE-3000 delay,

Selected mics: Shure KSM32, SM38; Audix D4, OM7; Beyer M88s

released in late May, the 1,900-seat, $120
million project will generate $19.9 million
in local economic impact in its first year.



A Fine Line

The expanded VERTEC™ family of flexible, scalable, line array systems features lightweight enclosures, rugged yet
simple S.A.F.E™ suspension hardware, and legendary JBL components with advanced driver technology. With JBL's
no-compromise approach to fidelity, power handling, and reliability, VERTEC is the premium audio toolkit that system
operators and business owners demand in today’s competitive environment. Remember. There’s a fine line between

rich, full sound, exceptional clarity and superb array control...and everything else out there.

VERTEC. Keeping you on the right side of the line.

Line Arrays With Lineage
© 2003 JBL Professional www.jblpro.com H A Harman Intemational Company
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R iding high on the success of their latest album, Elephant, the White Stripes

embarked on an ambitious world tour that included two sold-out nights at San
Francisco’s Warfield Theater. Consisting of only Jack White (vocals, guitar and pi-
ano) and Meg White (drums and vocals), the band delivered two energetic and
frenzied sets that Jack made up on the spot. Drawing from a modest catalog of

albums and EPs, the band had little trouble keeping the crowds entertained.
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Monitor engineer Eric Baecht maintains a number of custom mixes at various positions onstage.

“Jack likes a really loud and powerful mix. He has three different vocal mics, so he likes to hear
everything all over the stage. There’s four mixes onstage, plus sidefills. People just see two people
onstage and they tend to ithink it’s easier than it actually is. His guitar is pretty bass-heavy, so you
don’t feel you're missing the bass guitar. It’s interesting; lets say if he doesn’t feel the song, he’ll
just start playing keyboards. It's totally up to his whim.”

Drum mics include Neumann KM184s for overheads and hi-hat, Sennheiser 604s on toms and
snare, and a ne602 on kick.

L . ‘ 4 : =
Monitor engineer ' A\

5 Eric Baecht ~ FOH engineer Matthew Kettle mixed the San Francisco dates from a Yamaha PM4000 console. For

this leg of the tour, the crew relies on a rental P.A. and consoles. “We’re not carrying a console or

P.A. right now,” Kettle explains. “I hope to have a Midas XL4 or the Heritage 3000 down the line.

."'-'-:' == “Jack constantly rearranges and restructures songs,” says Kettle. “He does improvised

e — - melodies, intersperses covers with their own material and draws from all four of their albums. Jack

. f . - has three open vocal mics that he runs back and forth to. Because it's so unpredictable, I'm chang-
\ ing the mix all of the time.”

The three vocals mics used by Jack are all Sennheiser Evolution 8651s. Kettle feels that the mics are well-

suited to Jack’s style of performance because they combine a great deal of gain before feedback with the open

d % sound of a condenser mic. “[Jack] will work out how the mic works so he can get weird off-axis and distance

EQ effects,” Kettle explains. “He's very creative with all of his gear, and he'll take the idiosyncrasies of some-

thing and take advantage of it. He uses an effected mic that he likes to control onstage. He likes it to have this

giant kind of vintage plate sound on it for a cavernous effect.”

Kettle relies on number of outboard processors, including a UREI 1178 compressor on guitar
and an Empirical Labs Distressors on vocals. “I compress almost everything going on, because he
can go from screaming into his mic to singing really quietly,” says Kettle. All of the shows are al-

- FOH_engii:_eer Matthew Kettle W, S0 archived with aniiZ Technologies RADAR 24.
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ith three acclaimed solo albums and more
than 12 million in sales to her credit, pop
singer Annie Lennox must have been waiting
for just the right time and the right album with
which to launch her first solo tour. She found it with Bare,
Lennox’s first collection of original material in more than a
decade, released June 10 on ] Records. Though it’s been four
years since her reunion with Eurythmics partner Dave Stew-
art on the 1999 album Peace, and eight years since her last
solo album—the covers collection Medusa—hit stores,

FOH engineer Jim Ebdon

Lennox’s rich, distinctive alto hasn’t lost one decibel of pow-
er or character. The same holds true onstage, where she en-
tertained large crowds of expectant fans during a month-
long, consistently sold-out U.S. tour.

Backed by a full ensemble that included keyboardists
Bernie Smith and Adam Wakeman, guitarist Tony Remy,
bassist Paul Turner, drummer Steve Barney, and backing
vocalists Beverley Skeete, Claudia Fontaine and Carol Ken-
yon, Lennox danced her way through a set that included a
number of old favorites. Some of the highlights were “I
Need a Man,” “Walking on Broken Glass” and a call-and-re-
sponse rendition of “Sisters Are Doing It for Themselves.”

SOMETHING SO RIGHT

The platinum-blonde chameleon—who morphed from a
slouchy beatnik to a feminine sophisticate in a shimmering
top and strappy heels during the course of an evening—
rounded out her single-encore set with a series of piano
ballads and acoustic numbers accompanied by a pared-
down band. Her choice of sonically pristine symphony
halls and performance theaters not only complemented her
elegant mix of contemporary pop and vintage soul, but also
provided daily challenges for FOH engineer Jim Ebdon and
monitor engineer Tim Paterson.

Ebdon, who recently handled live sound for Sting and
the American Idol tour, had just finished a six-month stint
with Aerosmith when he got the call to serve on the
Lennox tour. Paterson, whose credits include jazz phe-
nom Herbie Hancock, among others, had just wrapped
up a tour with Cream bassist Jack Bruce before meeting
up with the former Eurythmic. Needless to say, both par-

by Heather Johnson

ties experienced a dramatic switch in musical genre and
venue, but adapted well to their new environment.
Prestigious rooms such as Chicago’s Shubert Theatre,
Toronto’s Center for the Arts, San Diego’s Copley Sympho-
ny Hall and New York’s Apollo Theatre vary dramatically
in size and character, each offering unique hurdles to cross
in terms of preparing for an amplified music event. “In an
arena, the same amount of P.A. goes up and you're exact-
ly the same distance from the stage each time,” says Ebdon
after soundcheck at San Francisco’s Orpheum Theatre.
“This is more of a challenge, but it’s very rewarding.”

LAYERS OF CONTROL

Ebdon travels with the DiGiCo D5 digital console, a light-
weight, compact 64-channel board designed by Sound-
tracs. The 24-bit audio board interfaces with the stage in-
puts through a proprietary fiber-optic network that allows
for cable runs of up to 100 meters. “Being a completely dig-
ital work surface, the DiGiCo has complete memory recall
and memory reset,” Ebdon says. “We can run the fiber-
optic cable from a box onstage out to the console, so
there’s no thick cables anymore, which is great. And the
quality’s fantastic.”

The console’s small size makes it easier for Ebdon to
set up shop in venues that are unaccustomed to holding
expansive mixing desks, large loudspeaker setups and
elaborate lighting systems. “Had we brought a traditional
analog console, it would have been a headache,” Ebdon
confides. “With this tiny little thing, I've got three small
racks, the desk and that’s it. My total footprint’s about six-
feet-by-six-feet.”

Ebdon, who worked as a studio engineer at Surrey
Sound (recording home of The Police) for nine years be-
fore moving into live sound, first used the DiGiCo during
Lennox’s two-week rehearsal in London. He learned the
board in a matter of hours, he says, and liked it so much
that he bought one. The versatile engineer uses minimal
outboard gear, relying mostly on the console for EQ and
other effects. He does, however, travel with a Focusrite
ISA 430 Producer Pack and BSS 901 compressor for use
on Lennox’s vocals. “She has a very dynamic vocal, and I
like to compress the high mids in her voice,” he explains.

Ebdon needed a microphone that wouldn’t alter the
distinct character of Lennox’s voice and found that the Audio-
Technica 4054 fit the bill. “It’s a good-quality microphone
and doesn’t color the sound at all,” he says.

Audio-Technica’s 4050 microphones captured the
drums, electric and upright bass, and acoustic and electric
guitar. The backing vocalists sang through Sennheiser 90s
during the tour’s U.S. leg, but Ebdon plans to switch to an
Audio-Technica model for the UK dates. Neumann and AKG
mics provided additional support. Mackie SDR-24 hard disk
recorders took care of the minimal drum loops and sampled
keyboard parts for Lennox’s set. Loops found their way into
only half-a-dozen songs, and prerecorded keyboard parts
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were incorporated in very few spots on
the mostly live performance.

CUSTOM-TAILORED

Ebdon mixed the show at a reasonably
low volume, saving the ears of thousands
of Lennox fans and preserving the venue’s
integrity at the same time. “There are a
couple of loud moments, but, primarily,
i's a quiet show,” Ebdon says. “When it’s
just Annie and the piano, you can hear a
pin drop.” The Clair Bros. PA. and [-4 line
array system provide sonic support.

-

“A lot of people said to me, ‘Oh, you're
taking the I-4 on a theater tour? You must
be mad,” Ebdon recalls. “But it’s actually
worked quite well. I've used this system in
arenas, but it was with the old crossovers.
This is a completely new P.A. now, and
I'm glad I got to have a go with it.”

The Clair 1/0 loudspeaker controller,
manufactured by Lake Technologies,
works in tandem with the -4 system to
allow the user to control all P.A. parame-
ters according to the venue's characteris-
tics. With the aid of a wireless computer,

vvvvvv.loudspe%‘é.net
——
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Monitor engineer Tim Paterson

the user can walk around the room and
adjust the EQ curve and delays, ensuring
consistent sound quality for every seat in
the house. “We can really fine-tune the
P.A.,” he says. “It's actually one of the
best pieces of audio equipment I've seen
in a long time.”

At the Orpheum Theatre, the system
PA. included two 5° and four 10° cabinets
per side, two Clair I-4 B bass cabinets and
two S-4 subwoofers per side, and a series
of P2s to cover the outer reaches. Ebdon
and Paterson—along with Clair Bros. reps
Chris Fulton, Andy Sottile and Greg Hall—
flew four cabinets and stacked two on
each side of the stage to compensate for
the low balcony.

FRONT AND CENTER

Paterson mixes on the popular Midas Her-
itage 3000, adjusting levels on six Senn-
heiser 3000 Series wireless in-ear monitors
and a complement of Clair/ShowCo SRM
wedges. Mindfulness plays a key role
when working with various systems si-
multaneously, according to Paterson.
“You've got to be very aware of how
much you give people with the levels of
anything,” Paterson says. “The best way
to get around that is to listen to every
mix as you change things. It makes life
harder, but it’s worth doing.”

After nearly 20 years with Eurythmics
and over a decade on her own, the Gram-
my-nominated singer certainly has the
right to a specific monitor mix, but her
preference comes from a desire for excel-
lence, rather than the stereotypical diva-
esque attitude of a high-profile pop star.
With an abundance of adoring fans, criti-
cal acclaim and a respected Billboard
Century Award to her credit, Lennox re-
mains humble and reportedly experiences
bouts of anxiety at the thought of a live
piano vocal. “She writes at the piano, but
she had never played a piano onstage,”
Paterson says. “It’s great that she had the

confidence to do it, and she Mo s
has the confidence in us to INE
make it sound good.” EXTRAS

Heather Jobnson is a freelance writer
based in the San Francisco Bay Area.




A RACK MIXER BUILT TO PERFORM
LIKE A PRODUCTION CONSOLE.
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THE XRM MONITOR MIXER

One of four X-Rack Series mixers, the compact XRM is built inside and out to deliver high-end console
performance for today’s in-ear monitoring situations. It features individual circuit boards on each
channel for the sonic performance of a sophisticated mixing console, and ease of servicing. Made in
the USA, Crest’s X-Rack Series includes the exceptional X-Matrix, XR-24, XR-20, and XRM mixers.

Can Your Mixer Do This?

« Switchable from 12 Mono to 6 Stereo Outputs
for in-Ear Mixes

« Built-in XLR/XLR Splitter System with Ground
Lift Switches

» 12 Mono and 4 Stereo Inputs, all with Full EQ
and Mic Preamps

+ 4 Band EQ with 18dB per Octave High Pass Filters

* Inserts on all Outputs Pre Solo System

+ XLR Bus Inputs and Solo Link Connectors for
Easy Linking to Second XRM (for 40 Inputs) or
X-Rack FOH Console

» Five Year Limited Warranty on Crest Audio
Mixers and Consoles

CREST. THE TOTAL SOLUTION FOR AUDIO PROFESSIONALS. CRES‘I‘
: = MW SSARO
N O E QU A L

www.crestaudio.com « Toll Free. 1-866-812-7378
Crest Audio, Inc., 16-00 Poll‘itii Dmlr Lawn, New Jersey 07410




New Sound Reinforcement Products

COMMUNITY TANDEM DRIVE LOUDSPEAKERS

Tandem Drive loudspeakers from Community Professional
(www.loudspeakers.net) include the new full-range TD2212
and TD2215 models, which can be used as is or paired with
the TD2115 and TD2218 (single-15 and double-18) subs via
steel mounting poles. Ideal for smaller systems, the compact,
49-pound TD2212 is a two-way design with dual 12-inch Cool-
Coil woofers and Community UC1 HF driver. For high-SPL en-
vironments, the TD2215 has dual 15-inch Cool-Coil drivers with
the same 90°x40° UC1 homn-loaded HF section as the TD2212.
All enclosures offer ErgoGrip handles, road-resistant TufCoat™
finishes and IntelliSense™ protection for maximum output with-
out the risk of speaker damage. Prices range from the $659
TD2212 to the $1,399 TD2118.

NTI SPEAKER TEST SOFTWARE

NTI's (www.nt-instruments.com) Version 2.20 RT-Speaker soft-
ware for automated transducer and loudspeaker production
testing includes an online statistical overview of the test results.
Also featured are measurements of frequency response, im-
pedance curves, resonance frequency, rub and buzz, SPL lev-
els, speaker polarity and Thiele/Small parameters. All results are
compared in real time against defined QC tolerances, allowing
for proper pass/fail comparisons. The system contains the high-
speed RT-2M audio analyzer with the PureSound” module op-
erated via the PC-based production software.
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TURBOSOUND QLIGHT TQ-315

Turbosound (www.turbosound.com)
expands its QLight Series with the
compact, trapezoidal, two-way TQ-
315, featuring the company’s propri-
etary Converging Elliptical Wave-
guide horn design for horizontal and
vertical speaker installs. The TQ-315
is a switchable bi-amped/passive de-
sign with a 15-inch woofer and 3-

inch diaphragm HF driver on a ro- | R

tatable 80°x50° Converging Elliptical

Waveguide. It's made of %-inch birch plywood, finished in
black (TurboBlue optional) with reticulated foam grille. Stan-
dard features include a pole-mount socket and two Speakon
NL-4MP jacks; flying hardware is optional.

ALLEN & HEATH EXTENDS PA SERIES

Allen & Heath (www.Allen-Heath.co.uk) has expanded its PA
Series of consoles with the PA20 and PA28 unpowered mixers.
The PA20 has 16 mono, plus two dual-stereo channels, for a
20-input channel count; the PA28 has 24 mona ins and the
same stereo configuration. Both feature a new padless preamp,
internal digital FX, parametric output EQ, and both analog and
S/PDIF digital outputs. Mono channels have XLR inputs with
switchable phantom power and TRS line inputs: 4-band EQ
with shelving LF/HF, a fixed 250Hz LM band and fully sweep-
able HM; four aux sends (two pre-fader, two post-fader); mutes
and PFLs; peak metering; and a 100mm fader. Outputs are
stereo (with 100mm fader) and a mono sum out with level con-
trol for lobby or subwoofer feeds.

XTA DP6i CONTROLLER

The DP6i Audio Installation Controller from XTA (dist. by Group One, www.gilim
ited.com) is a 2-in/6-out unit. Both inputs have an 8-band parametric EQ, base de-
lay and gain control; all outputs feature crossover filters, 5-band parametric EQ,
HF/LF shelving filters, limiter and delay. Four memory buttons store different sys-
tem setups with fast switching between them, and panel lockout is provided. Cen-
tralized control of up to 32 DP6i units is available using XTA’s AudiocCore Win-
dows software.




THE IDEAL INDUSTRIAL AUDID SOLUTION

¥ X

| T——

- T

WHAT ARE THE TWO BIGGEST HEADACHES IN PROVIDING AUDIO
FOR CORPORATE-INDUSTRIAL EVENTS? SPACE & TIME!

If you've ever provided sound for a corporate event, then you know that audio usually gets the “short
end of the stick” Because scenic or lighting designers drive most events, you typically get the least
amount of space and setup time.Yet,who is first to hear complaints if it doesn't sound great? You are.

Here’s a solution that combats these challenges. QSC’s ISIS speaker systems are designed
specifically to address all that corporate audio demands:

Lightweight, attractive composite enclosures for quick, easy handling

Multifunctional cabinet and waveguide designs that cover a wide range of duties—
fly, stack or pole mount—for FOH or monitors

Very small footprint—very high output

Systems can be set up by one or two people within minutes

Ruler flat frequency response right out of the box.

High-powered, self-contained plug and play systems—no amp racks, outboard DSP,
or system EQ needed. Connect your source and AC power—it's showtime

You owe it to yourself and your company to audition these systems today. You'll agree, they
are indeed,“The Ideal Industrial Audio Solution” For more information, visit our website 5 C
(www.qscaudio.com), call toll-free 800-854-4079, or visit your authorized dealer.

HEAR THE POWER OF TECHNOLOGY
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Hit Factory/Criteria

BY OLIVER MASCIAROTTE

From Analog Troughs to 100BaseT, the Detail Is in the Wiring

ast winter, I had a speak-
L ing engagement that gave

me the opportunity to vis-
it my old stomping grounds in
Miami. Back in the early '80s,
Criteria Recording Studios was
my home away from home. Ac-
tually, it was a madhouse, but a
fun madhouse. Nowadays, it's
Hit Factory/Criteria Recording. [
thought I'd drop by to check
out the current state of tech at
the shiny new facility and fill
you in on a top-notch install.

I wanted to see what a well-
funded, state-of-the-art install
looks like and hopefully dis-
cover some ideas for future
purchases and upgrades. My
HFC tour guide was Simon
Soong, whose journey into audio
madness began with an undergraduate stint at the
University of Miami’s Music Engineering program,
where an undergraduate EE degree also earns a BFA
in Music. He had heard about an opening at Crite-
ria and was eventually hired, joining a team of two
other techs; for the past 18 months, he’s been chief
engineer, supervising a staff of three.

My tour started with infrastructure, specifically
the wiring: All harnesses were preassembled in the
UK by White Mark and installed on-site. Mogami-to-
Elco connectors were specified for analog carriage,
with Category 5E from Belden for data connectivity.
All rooms, save one, have floor troughs, but each
machine room has wire trays coming in. All cable
types—analog audio, analog video, data and digital
audio—are in individual bundles but share the same
raceway. Initially, one room had a digital desk that
didn’t require a trough, but it was yanked. The re-

Engineer Simon Soong (left] and general manager Trevor Fletcher

www.mixonline.com

Patch panels keep audio, analog video, data and digital audio cables organized.

placement, an SSL 9000, required trough wiring and
so one had to be cut into the slab. Simon decided to
go deep, cutting a 3-foot trough so that he’d never
have to worry about carrying capacity.

PATCH PANELS
The photo above shows an example of patch panels
in each machine room. The rackspaces shown are:

A) Motionworker (firmware Version 5.0), Audio
Kinetic Synchronizer ES1.11 and ES 1.12;

B) EDAC/Elco patchfield for analog audio;

C) BNC patchfield for analog video, video house
sync, AES/EBU workclock and MADI,

D) Sigma SS2100 audio distribution amp and
video-sync distribution amp, NVision NV5500 sync
generator, NVision NV1000 wordclock distribution
amp and TT patch for AES/EBU.

In addition to the pipes above, there are two re-
motely patchable video feeds into each control room,
along with ISDN access in each machine room.

Performing the master clock duties is an NVision
5500, which generates both video house sync and
wordclock. When a session needs a combo analog/
digital mix, house sync feeds an Audio Kinetics ES-
Lock synchronizer in conjunction with a Motionworker
machine-control interface, which then feeds analog
slaves. Of course, that same house sync feeds a Pro
Tools USD (Universal Slave Driver), keeping everyone
on the same page.

Hit Factory/Criteria has the luxury of keeping
many Digi drives online, so Simon sticks with FWB's
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On the right track:

For the third time, Logic Platinum has been
honored with one of the most prestigious
awards in the music business — the 2003
Musikmesse International Press Award for best
recording software. The prize, conferred by 55
editors from leading international music maga-
zines, demonstrates once more the uncompro-
mising standards of Logic Platinum. We are
honoured by this, but more importantly, the
prize is for all users worldwide who put their
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trust in working with Logic every day. It gives |

them the assurance that they have invested in
the right recording software — namely, the
best. We also hope that this award will make
the decision that much easier for those who
have not yet decided on Logic. For Emagic, this
award is a clear indication that we are on the
right track, and it gives us further incentive to
work even harder to improve Logic Platinum,
and retain the title of best recording software,
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microphones
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over 50
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what
happens
when you
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microphones
have a built
in character
that makes
things easy,
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Hard Disk Toolkit when tweez-
ing the beasts, even though the
SCSI HBAs are from Atto. His
team performs drive mainte-
nance once a month, a high-
level format before it’s rotated
back into service. If the drive’s
been “naughty,” then the drive
gets a low-level format instead. Though
FireWire drives usually ship with instal-
lable OS 9 system extensions, these are
always disabled prior to joining the in-
service pool. Simon still finds that the cur-
rent implementation of drives, bridges
and drivers yields a maximum of 48 chan-
nels on FireWire, whereas a modern SCSI
drive will reliably yield a satisfying 64
channels.

All rooms have Ethernet on the same
phone-line-combo wall plate that is fed
from a Cayman Systems DSL router/Fire-
wall, which provides DHCP services for
the 100BaseT network. That, in turn, is fed
from an ADSL bridge with services pro-
vided by the local ILEC, Bellsouth. Future
plans call for an upgrade to SDSL (sym-
metrical DSL), as well as an in-house OS
10 server because, as Soong says, “out of
the box, it comes with everything!” Simon
also adds, “The license costs are very rea-
sonable.” They use Xdrive Technologies
for now to move MP3 or .WAV files but not
to move session files. “We haven't had
much call for that [shipping whole ses-
sions over public networks], so it suffices.”

When Simon first started out as a tech,
the gear was fixable but remarked that,
“you can't troubleshoot anymore. The
circuitry is all surface-mount so repairs
become very difficult.” Upon reflection,
he laments that, “it’s very hard to find a
good maintenance person.” After racking
up huge college debts, “You don’t want
to start as an intern! A great thing about
the Hit Factory family is we take main-
tenance and the technical aspects of the
business very seriously.”

On the subject of classic analog gear, he
continues, “We have four EMT 140 plates,
all with Martech [retrofit] electronics, but
very few clients request them. Despite their
sound, engineers increasingly rely on em-
ulation rather than the real thing.” Weird
shit, sez I. They still have my fave old-
school vocal processor, a Cooper Time
Cube, though it lives in storage. Speaking
of old school, analog decks consist of
straight-up Studer A827 multitracks, a few
are Gold Edition, along with stock Ampex
ATR-102s and Studer A820 two tracks with
a full range of head stacks for all.

Because Miami is a wee bit south of

Hit Factory/Criteria machine room

Duluth, HVAC is a serious issue about 10
months out of the year. Air handlers are
a mix of Rheem and Carrier. The 30 ex-
isting roof-mounted air handlers were
either remounted or put on slabs for
proper mechanical isolation, so now the
units don’t contribute to structurally
borne noise.

Speaking of noise criteria, general man-
ager Trevor Fletcher related a great story
about Studio C during its construction
phase. He had booked in a string date as
the very first session in the new room, and
it turned out that parking lot renovations
right outside coincided with the same time
slot as the recording. He sat by his phone,
dreading to make the call to hold up ex-
cavation of the coral bedrock that under-
lies all of southern Florida, but the call
never happened. The room was dead qui-
et, the date went off without a hitch, and
nobody was the wiser.

Studio F, a small and really comfy
tracking and mixing room, has a unique
“tram” feature for near-field monitors.
The wicked cool, custom-aluminum track
system devised by White Mark allows
optimal placement regardless of operator
position. Small but sturdy speaker plat-
forms ride on rails that wrap around the
room so that mini-monitors can be placed
anywhere in the horizontal plane; ampli-
fication for minis is by Bryston. Crown
M5000s are used for the mains and BGWs
for the subwoofers in all rooms save
Studio C, which is space-constrained. A
gaggle of Haflers are used for foldback,
which are fed by 16-channel Intelix Psy-
chologist mixers.

That's all I have for you this month. I
hope this deviation from my standard
techie fare was appetizing. Let me know
if you'd like more back room tours or
specific topics. Write me at bitstream@
seneschal.net. Till next month, keep on
tweaking! |

OMas was an iterant tweaker as a youth,
particularly after be discovered Nikola
Tesla and the joys of bigh-voltage electric-
ity. This column was created while under
the influence of Trevor's moyjitos, Oblig-
Sound Remixes and the satisfying
acoustic pop of The Vessels.




“Full Sail gave me the confidence and
know-how to make it in the
entertainment industry.”

-Cariton Lynn

Credits include:
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Full Sail grads and winners’
of five GRAMMY " awards
Carlton Lynn and

Leslie Brathwaite.

“Full Sail gave us the chance to have our
hands on the latest studio equipment. . . ..
Now, we've got our hands on some
GRAMMYs*, We got the education we
needed to succeed tremendously and in a
rela short period of time.”

l L eslie Brathwaite
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DIGIDESIGN 002 RACK

Digi's (www.digidesign.com) 002 is be-
ing reborn in a rack: The FireWire-based
002 Rack offers all of the features found
in the 002, minus the control surface, in
a single 2U rackmount box. The unit is
bundled with Pro Tools LE and a variety
of RTAS/Audiosuite plug-ins, and oper-
ates at up to 24-bit/96kHz resolution.
The interface includes eight channels of
balanced analog 1O, eight channels

of ADAT optical I/O and two channels
of S PDIF /0, plus four mic pre’s with
phantom power, MIDI I/O and more.
The 002 connects via FireWire to Macs;
Windows PCs will be supported in a Pro
Tools 6.1 release. Retail price is $1,295.

TASCAM US-122

Targeted at the desktop recordist, the
Tascam (www .tascam.com) US-122 al-
lows portability of audio and MIDI data
to/from a computer (Mac or PC). The
USB-powered device has two XLR
phantom-powered mic inputs with ana-

80 MIX, July 2003 o wunw.mixonline.com

log inserts and two double-duty line/in-
strument inputs on balanced %-inch TRS
jacks. The US-122 also ofters 16 channels
of MIDI I/O for use with synths and oth-
er MIDI gear. Drivers for the US-122 pro-
vide for compatibility with ASIO, WM,
GSIF and Apple Core Audio (OS X) soft-
wire systems. Price: $269.

NEUMANN TLM 127
Neumann's (www.neumann
USa.com) newest mic is
based on its popular
TLM 103, but fea-
tures onboard
switching for car-
dioid or omni
polar pickup
and a remote
five-pattern
switching option
to be offered in
the future. The
mic also in-
cludes a switch-
able pad and
low-cut filter,
and includes
an elastically suspended shock-
mount. The mic will handle
140dB SPL and has a noise spec
of 7 dBA (DIN/IEC 651) or 18.5
dB (CIR 468-3).

WIZOO’S CUBASE SX/SL—
MIXING AND MASTERING
Wizoo's (Www.wizoo.com) easy-
to-read practical book provides
help to improve arranging/mix-
ing/mastering skills of Cubase
SX/SL users. It offers a basic intro to
the world of sound engineering, with

advanced music-production tips and a
CD-ROM with audio examples and
Cubase projects. Price is $40 directly
from Wizoo or music book retailers.

SADIE VERSION 5 SOFTWARE
SADIE (www sadie.com) has launched
Version 5 software as the core OS for a
new range of workstation products for
both PCM and DSD production. New en-
hancements to the existing user interface
include a major playlist and mixer tweaks.
Significant V. 5 features include the provi-
sion for enhanced real-time DirectX sup-
port, allowing users to access a vast range
of third-party plug-ins from Waves, TC
Electronic, Antares and others. Standard
Windows networking functions are now
supported, opening up greater multi-user-
access possibilities to SADIE clients.
Responding to user comments,
SADIE has changed its editing
model, making it more friendly.

DK-AUDIO PT5202
DK-Audio’s { www.dk-audio.com)
PT5202 Compact VariTime Sync
Generator includes basic fea-
tures for pro sync, timing and
test signals, plus a user-friendly
front control panel. The unit
features high-stability reference
and Genlock to PAL, NTSC or
10MHz clock for slave applica-
tions. Outputs include black burst
(x3), one SDI signal generator, one
analog video generator, one
AES/EBU or analog audio, and one Word
Clock out operating at 44.1/48 kHz.

MIDDLE ATLANTIC D12SD

Middle Atlantic’s (www.middleatlantic
.com! newest addition to its Edit Center
line of products is a dual-bay outboard
rack featuring two 12-rackspace bays.
One side is open, while the other fea-
tures a gasketed Plexiglas front door and
gasketed, laminated rear door, which
provides excellent noise control. The
unit rides on casters that allow it to be
rolled easily, and is available in marbled
graphite or cherry laminate finishes.



ELECTRO-HARMONIX

LPB 2UBE STEREO PREAMP
Electro-Harmonix (www.ehx.com)
claims that this line-level preamp deliv-
ers smooth gain while remaining quiet
and transparent. In either stereo or dual-
mono mode, the LPB offers numerous
applications for either live or studio use.
The user can gain from the two inputs/
outputs, making a clean preamp stage
with both a master volume and master
drive controls. Price: $289.

VIENNA SYMPHONIC LIBRARY
ORCHESTRAL CUBE

Vienna Symphonic Library (dist. by Hio
Entertainments, www.ilio.com) has re-
leased the Orchestral Cube in Emagic
EXS24 Mk II format. The Cube includes
strings, brass and woodwinds, and per-
cussion, and will eventually be bundled
with the EXS Performance Tool plug-in.
Unlike the GigaStudio version, whose
Performance tool operates as a stand-
alone application, the EXS tool will op-
erate as a plug-in within Logic, allowing
the user to access all of the expression
toys within the application. Users who
purchase the complete orchestral pack-
age will receive the Orchestral Cube and
Performance tool as soon as they’re
available at a special price.

BEHRINGER ADA8000

Behringer (www.behringer.com) recently
released the Ultragain Pro-8 Digital
ADAB8000, an 8-channel digital front end.
The new box has eight Behringer IMP
(Invisible Mic Preamp) pre’s, accessible
through either XLR or %-inch TRS con-
nectors. From there, the user can send
the signals out to a DAW or other digital
device through the analog outputs or an
ADAT Lightpipe. Sample rates are 44.1
or 48k at 24 bits and synchable via
wordclock or the ADAT input.

EFE_ W ERIACELABENN FPEIZCS — 5 EILCSAUE A

NEXT GENERATION SOFTWARE
NGWAVE 1.41

NGWave 1.41 from Next Generation
(www.ngwave.com) offers a $19.95 PC
audio editor with basic edit/DSP func-
tions. NGWave lets users record
sounds from any installed sound card
and perform copy/cut/paste opera-
tions. It offers EQ, filtering, delay/
reverb, dynamic compression and
more. NGWave’s Waveform display
and unique internal storage format let
most edit operations take place nearly
instantaneously. NGWave runs on Win-
dows 98/ME/2000/XP and requires a
Pentium II or better.

RYCOTE MIC DATA CD-ROM

Modeled after its impressive mic data
hardcover book, Rycote has captured
the details of just about every single mic
in professional use—more than 1,000
from over 60 manufacturers—and put
them on a searchable CD-ROM. The disc
is loaded with pictures, specs, response
curves and polar diagrams, all to stan-
dard references and scales for easy mic-
to-mic comparison. For anyone into
mics or audio education, this is a must-
have. To order a CD, visit www.micro
phone-data.com.
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HANNAY UPDATES CABLE REELS

A necessary accessory to keep long ca-
bles manageable, the Model AVC1150
storage reel from Hannay (www.han
nay.com) comes with an optional fold-
ing handle and a cam-lock brake. Also
useful is an opening in the drum that
permits the cable end to be inserted to
initiate winding. The AVC weighs in at
44 pounds, and comes in nonreflective,
black air-dried enamel.

MAXELL DVD-R PLUS DISCS

Maxell Professional ¢twww.maxell.com)
extends its DVD line with the DVD-R
Plus Series discs for video, audio and
data-storage applications. The 4.7GB-
capacity discs support 4x write speeds,
and a proprietary organic dye offers ex-
cellent media compatibility. The discs
are write-compatible with any DVD-R
recorder and read-compatible with
DVD-ROM, DVD-Video and DVD-
Audio players.
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NEW PRODUCTS .

TC ELECTRONIC P2 LEVEL PILOT
Targeted at broadcast and post users,
the P2 from TC Electronic (www.tc
electronic.com) provides lockable dy-
namic control for experts and novice
users. The unit comes loaded with a
host of standard presets, ensuring com-
pliance with audio standards, maxi-
mum loudness, spectral balance and
total level controls. Included PC ICON
software provides detailed access to all
parameters for editing and creating tai-
lor-made presets, and set-
tings can easily be cloned to
other P2 units.

PEARL CO 22 OMNI
Sweden’s Pearl Lab (dist. by
Independent Audio, www.
independentaudio.com) intro-
duces the CO 22, its newest
studio condenser microphone.
This large-diaphragm, phan-
tom-powered omni boasts
low self-noise and flat re-
sponse both on- and off-axis.

SURGEX SA-15/SA-20
SurgeX (www.surgex.com) an-
nounces the release of its latest
products, the SA-15 and SA-20.
The new 15/20-amp-capable
units offer high-quality surge
suppression and power condi-
tioning with upgraded performance over
their predecessors. SurgeX uses propri-
etary, certified A-1-1 technology, has an
ETL 1449-2 safety listing and carries a 10-
year warranty.

URSA MAJOR

SPACE STATION RETURNS
Rekindled by Ursa Major founder
Christopher Moore, Seven Woods
Audio (www.seven
woodsaudio.com)
announces the
new SST-206

Space Station,
combining the
reverb/effects of
the classic Ursa
Major Space Station
with a powerful, mod-

82 MIX, July 2003 * www.mixonline.com

ern reverb in a paperback book-size
case. The new Space Station features
24-bit, 44.1/48kHz AES/EBU digital 1/O,
and accepts 24-bit audio at 48 or 44.1
kHz and—at 6.4x4.8x0.6 inches—is
smaller than the remotes to other re-
verbs. Operation is push-and-go, with
12 simple knobs that show the current
settings.

CAD E100* MIC

Part of CAD Professional’s new (www.
cadmics.com) Equitek? mic line—
which also includes the €202 and
€303 vocal models, e50* kick and
€60*/e80" instrument mics—the
€100’ is a side-address, multi-pur-
pose studio condenser. Like other
high-end CAD mics, the e100?s
servo-condenser design uses an
internal power reservoir that can
supply 10x the current from phan-
tom powering alone. The mic in-
cludes a switchable -20dB pad,
80Hz lowcut filter, shock-mount
and carry case.

NTI MINILINK USB

The MiniLINK USB interface from
NTI (www.nt-instruments.com) al-
lows documentation and data ac-
quisition of all Minilyzer ML1 and
Digilyzer DL1 functions to a PC.
The data I/O lets users store and

transfer screen shots and measurement
data for post processing. The new tool

requires the most recent firmware up-
grade and the addition of a simple,
user-installable USB port to the hand-
held units.

PRISM DSD INTERFACE

Prism Sound (www.prismsound.com)
recently announced the availability of
its first DSD-compatible product: the
DSD processor and interface module
for the ADA-8 converter. The new
processor not only provides a high-
quality, multichannel AD/DA conver-
sion path for origination and playback
of DSD recordings, but also supports
high-quality conversion between PCM
and DSD formats.

SERAFINE AMBIENCE
5.1 COLLECTION
Frank Serafine (www.frankserafine.com)
has just re-
leased the Am-
bience 5.1 Col-
lection of the
Serafine Collec-
tion of sound
effects li-
braries. Am-
bience 5.1 is
a 20-DVD
collection of
surround sound samples from both
natural and city environments. Ambi-
ent sounds include traffic, rain, wa-
terfalls, forests, wind, countryside,
neighborhood, weather, aquatic,
crowds and more. Audio files are
.AIFF and 5.1 DVD-Audio. Ambi-
ence 5.1 begins shipping in Au-
gust. Price: $1,999.
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% Today’s pop stars succeed or fail on the strength of their videos. It’s all about sex appeal and mass
marketing. It’s eye candy, with a music track. * Unless, of course, you happen to be smarter than the
average monkey. Early on, you discovered music through your ears, and not your eyes. Which is why
you should know about Ex’pression Center. When it comes to sound recording and production, this is
the place of higher learning. # We take a more evolved approach. You get your Bachelor’s Degree in
Sound Arts in just 2 years. And you graduate with skills that will enable you to work in virtually any
studio in the world. % To find out more, just click on our web address. Discover why education at E.C.
sounds a whole lot better than the rest.
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ADK MODEL S VIENNA EDITION
Debuting at Summer NAMM from ADK
Microphones (www.adkmic.com) is an
upgraded version of its popular A-51 stu-
dio condenser mic but with an Austrian.
inspired tonality. The new Vienna Edi-
tion features Class-A discrete electronics
dramatically improved specs (15dBa
noise) over its predecessor, an 18dB pad
and 80Hz HP filter. Retail: $595.

MILLENNIA TD-1 TWIN DIRECT
RECORDING SYSTEM

Far beyond ordinary direct boxes, the
all-discrete TD-1 Twin Direct Recording
System from Millennia Media (www.
mil-media.com) offers a “-inch instru-
ment input, XLR line in, ’%-inch Speaker

Soak” input, and optional 65dB-gain
HV-3 mic preamp in a half-width, rack-
mountable chassis. Featured are selec-
table tube or solid-state DI amps, full-
range (20-25k Hz) parametric EQ and
three input-impedance settings. Nine
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outputs include line-level (XLR or
-inch), an audiophile-grade head-
phone amp, a “-inch (buffered or un-
buffered) direct out. and a custom DI
transformer for an isolated, mic-level DI
out with 3-300k Hz response. Two ex-
tra /-inch outs offer Les Paul and Strat
emulation using REAMP" technology,

and is a free download at www.con
tourdesign.com...Logitek released V.
3 firmware for its Audio Engine and
has increased the capabilities of the
system'’s Supervisor software. For
more info, visit www.logitekaudio
.com...Microboards enhances its
DiscPrinter and TowerDiscCopier
products: PrintFactory can now have
up to five units connected to a single
PC, increasing production to 1,000
discs/hour. In addition, its DSR DVD

WiebeTech (www.wiebetech.com) an-
nounces major capacity improvements
to its UltraGB high-capacity, trans-
portable bus-powered drive: It's now
available in capacities to 250 GB
($699.95); formerly, the capacity limit
was 120 GB. Prices are also reduced in
80GB and 120GB capacities...Cakewalk’s
VST Adapter converts VST format plug-
ins to DirectX and DXi formats. it's
downloadable at Cakewalk’s Website
(www.cakewalk.com) for $59 or as a
free upgrade for registered FXpansion
VST-DX adapter users...Contour Design
adds Pro Tools support to its Shuttle
Xpress multimedia controller. The new
app lets the Xpress replicate any Pro
Tools-supported keyboard command,

Series copiers now have 16-drive ca-
pability, greatly increasing copy turn-
around times...Dialogue Intelligence for
Dolby Labs LM 100 Loudness meter sim-
plifies the process of quantifying the
subjective loudness of dialog between
television programs and channels. Visit
www.dolby.com...Native Instruments
will support the RTAS interface in all
new products released during 2003; all
existing products will support RTAS in
upcoming revisions. An RTAS support
schedule is at www.native-instruments
.de...Digidesign is now distributing the
TC Works Master X TDM plug-in and
the TC Tools bundle of TDM plug-ins.
MSRP for Master X is $495, and TC Tools
is $795. Visit www.digidesign.com...The
latest version of Syntrillium’s Cool Edit

UPGRADES AND UPDATES

letting engineers work on live guitar
recording techniques after the guiarist
leaves the studio. Utility functions in-
clude switches and internal jumpers 10
set ground isolation, -20dB input pad
switch, signal presence and clip LEDs,
polarity reverse switching, 100-240 VAC
powering and more. Retail: $1,395.

Pro audio editing software adds Mackie
Control support. Go to www.syntrillium
.com for details...Now shipping: an up-
grade for Otari’s Lightwinder LW-50
Colosseum optical-fiber-based audio
transmission and routing system. Exist-
ing 20-bit analog modules have been
discontinued: The new analog input
(A/D) and output (D/A) modules support
24-bit word lengths. For more, visit
www.otari.com...Now available: APM
Music Big Shorts is a six-CD micro-
library designed to offer custom-tai-
lored, big-sounding cuts for short spots.
For full info and a listen, visit www.apm
music.com...Berklee Press, the publish-
ing division of Berklee College of Music,
has released the second edition of Pro-
ducing in the Home Studio With Pro
Tools. Written by producer, engineer
and songwriter David Franz, the second
edition is fully updated for the new fea-
tures in Pro Tools 6 software and
Digidesign hardware products. A new
chapter on digital audio editing was
added, and new hands-on projects have
been added in every chapter. The sec-
ond edition also features more ad-
vanced Pro Tools sessions with audio
examples, plus QuickTime movies that
explain techniques. B
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Full range

ProDesk™—
the only
integrated
monitor
system for
your desktop.

Blue Sky
Monitoring —
the mix,
the whole mix,
and nothing
but the mix.

True 2.1
Monitoring
reveals
every part of
your mix.

Compact and efficient, ProDesk offers the same superlative sonic
performance for desktop applications as our acclaimed Sky System One.

Clear, articulate, full range sound across the spectrum with a smoothly
integrated bass response and startling accuracy that gets you into every
aspect of the mix.

As a 2.1 system, ProDesk’s bi-amplified SAT 5 Satellite speakers work
with the Sub 8 Subwoofer as a truly integrated 3-way system with
seamless audio and smooth on and off axis frequency response.

ProDesk is fully compatible with the Blue Sky Bass Management Controller
as a cost—effective, high quality solution for 5.1 monitoring applications.

An idea whose time has come, Blue Sky full range monitoring is available
now, and within your reach.

“Most impoitant, the ProDesk system sounds great — it has a flat
frequency response, good stereo imaging, full, rich bass without
murkiness, and enough power to handle any kind of production needs

in a tight space.” Rusty Cutchin — Home Recording

ProDesk from Blue Sky — Less Space, More Mix.

blte %
S

Blue Sky International, 200 Sea Lane, Farmingdale, NY 11735
Web: www.abluesky.com ¢ Tel: 631.249.1399 * E-mail: info@abluesky.com




Cakewalk Project5
Sampler, Synthesizer and Drum Machine, Plus DX and VST Hosting

roject5 is the new synth/sampler/

drum machine-in-a-virtual-rack ap-

plication from Cakewalk. This is
not a new idea, but Project5 is different
from many of its predecessors and more
sophisticated in a number of ways. The
key distinction is its ability to handle DXi
and VST synthesizers and signal process-
ing, plus ReWire support. While there are
a number of nice VST and DX hosts avail-
able, it’s helpful to have everything inte-
grated into a tidy package.

UNDER THE HOOD

Project5 features the P-SEQ sequencer.
Though it's not a super-deep world-class
sequencer, it definitely does the trick. The
maximum resolution is a 128th-note triplet,
which should be sufficient for most elec-
tronic music, the primary intention of this
product. Inputs can come in the form of
pre-existing patterns (from the Pattern Bin)
or from an external MIDI controller. MIDI
input can be live and in real time; step se-
quencing is available, as well. P-SEQ can
be used to create patterns that are then
“sent” to the Tracker, the main area where
the song’s layout is displayed. The Tracker
shows two “panes”: Track and Arrange-
ment. The Track pane displays a list of the
various instruments used in the song and
information about them. The Arrangement
pane is where the patterns that form the
song are edited and arranged. P-SEQ also
enables automation of quite a number of
parameters.

SYN.OPS—*“synthesizer operations"—
is a window that enables the instrument
output to be sent to any of four auxiliaries.
It's also where the various parameters of
the instruments are controlled. There is also
an analog-style step sequencer known as
“Synchron 32” that is used as a MIDI plug-
in. Once a pattern is entered into Syn-
chron 32, it can be triggered by events in
Tracker; synchronization is automatically
maintained.

The Cyclone DXi is essentially a loop
player. It can accept ACIDized or .WAV
files, and behaves similarly to Propeller-
head’s ReCycle. Loops can be broken into
constituent “slices,” and each slice can be
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Project5 is a complete software synthesizer workstation.

altered individually in terms of level, pan
and pitch.

The DS864 Sampler yields a lot of
power. All of the typical sampler features
are there, including key mapping and di-
verse velocity zones for rich piano patch-
es or realistic percussion. Looping is sup-
ported, and volume offsets, tuning and
panning are adjustable, as well. There are
some basic effects available—like wave
reversal, phase inversion and bit decima-
tion—to emulate vintage low-resolution
samplers. Separate envelope generators
are provided for each of the two filters:
pitch and amplitude. Lowpass, highpass,
bandpass and notch filters are available in
filter 1, while filter 2 is a lowpass; both fil-
ters are resonant. There are also three
LFOs with five different waveforms that
can be routed to many parameters. An-
other nice touch is the Portamento sample
that handles quite a number of formats, in-
cluding .WAV and .AIFF, .AKP (Akai), .KRZ
(Kurzweil), .SF2 and DS864’s proprietary
format, .DPS8.

According to Cakewalk’s manual, the
nPULSE Modular Drum Synth is “reminis-
cent of Roland’s TR808.” Indeed, this vir-
tual drum machine offers 12 voices, each
of which is essentially a subtractive syn-
thesizer. The module can be key-mapped
for easy MIDI play, and offers ring and
frequency modulation between certain
voices. These voices go beyond just
oscillator/filter/envelope. The kicks and

toms have a Drive parameter that imparts
some color to the sound. Each voice can
be routed to any of five distinct outputs.
Project5 also provides the PSYN Virtu-
al Analog Synthesizer. This is a very re-
spectable, 64-veice polyphonic synth fea-
turing four oscillators. Each can deliver
sine, triangle, pulse, up saw, down saw,
noise or virtually any combination there-
of. There is also a suboscillator that ren-
ders a sine wave an octave below the main
oscillator. Ring modulation and FM syn-
thesis are available, as well. There are two
filters: The first is a 2-pole that can be con-
figured as lowpass, highpass, bandpass
and notch; the second is a 4-pole lowpass
that is intended, according to the manual,
to emulate the “wraditional Moog filter of
the 1960s.” Both filters are resonant. It’s
nice that the filters can be inserted in se-
ries or parallel, because it adds a lot of
flexibility. There are five envelope gener-
ators with attack, decay, sustain, slope and
release. As with the DS864 Sampler, there
is also a Delay parameter that Cakewalk
claims is a sixth stage of the envelope, but
it simply delays the onset of the attack and
gives no control over the envelope’s dy-
namics. On the other hand, it's quite nice
to be able to delay the onset of an enve-
lope that controls a filter or VCA, or delay
the onset of another voice when the patch
uses layered oscillators. There are three
LFOs available, essentially with the same
features as those in the DS864 Sampler.



Personal Monitor Mixin

16 Channels * 16 User Presets * Unlimited Expansion ¢« Easy

Carl Cadden-James - Angel Mountain Studios

As Chief Engineer for a state-of the-art music and product.on studio,
Carl Cadden-James needs a cue system that is both flex’ble and
expandable."The A-16 is so easy to set up and use that it gives me
more time to concentrate on creating a great-sounding recording.”

Andy Himmelwright - Calvary Temple '

"Since adding the A-16 system, we have lowered < &.’ '

the stage volume substantially, and the performance | ’

is more musical. The A-16 monitor mixes sound great. ) '

And, the congregation really notices the improvement l ThEESTTN

in audio fidelity.” — \I
Y

o | ]
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Jay Davidson - 76ers Houseband

: { | The 76ers Houseband rocks the NBA, having played a: over
\“ 2 ‘ 300 home games. “Using the system frees our engineer to
v B y;
L )

concentrate on FOH sound. The fact that the A-16 delivers
‘multiple discrete stereo mixes — all end user controllable
\ & enables us to kick our performances up a notch or two!”

AIOM

Bt vt b e . - To Each His Own

Aviom,Inc. « 1157 Phoenixville Pike - Suite 201 + West Chester, PA 19380-4254 - Tel: 610-738-9005 « Fax:610-738-9950




Acoustics First

Materials To Control Sound
And Eliminate Noise

Model C

Th Art D' ff ® The original, patented, extended
e 1 usor range "binary array". Exclusive
angled tops scatter upper spectral reflections. Increases the apparent

acoustic space and controls flutter. Class "A", thermoformed models are
now available from stock. Traditional wood versions are built to order.

| Tt rree 1.888-765-2900

Web. http.//www.acousticsfirst.com

Power-ful Recipe!

VX-1604FX
When more channels are needed for the project studio, P.A. system or post production
facility, the VX-1604FX is the perfect choice in a compact desktop format mixer.
The VX-1604FX has 16 inputs, there are 2 aux sends per channels, with it's true 4 buss design.
The output section features balanced XLR outputs and unbalanced 1/4" for the L/R sends
as well as unbalanced 1/4" for main [mono), sub 1/2 out, aux sends, monitor and RCA jacks
for tape in/out. The built-in power supply aiso provides phantom power to the mic channels.
optional rack mounting flanges make this mixer ideal for fixed installations.
16 Program Digital Effect Buitt-in

m

If nPULSEs electro drums are not
working for your acoustical project, then
Velocity Drum Sampler is available. This
is similar to Native Instrument’s Battery
(although not as deep) or LM-4 from
Steinberg. (Incidentally, Project5 sup-
ports LM-4 samples.) You have a bank of
18 samples set up for triggering via MIDI.
To emulate vintage samplers, each sam-
ple can be changed in terms of pitch, re-
versing, start or end offset, looping and
bit decimation. There are envelope gen-
erators for amplitude and pitch and a res-
onant lowpass filter. There is also a
“choke group” that stops sample play-
back when any other sample in the
group is played.

IN ACTION

I opened up a few of the included sample
sequences to get a feel for the operation
of Project5 and found the interface rea-
sonably accommodating. This is not the
only “rack-full-of-virtual-modules”-type ap-
plication that suffers from the difficulty of
having a lot of features to squeeze on-
to the screen simultaneously. Still, I was
able to navigate freely through the features.
Most of the interface is self-explanatory,
with the typical Save, Open and Browse
icons that do exactly what you think they
do. I was able to play sequences both via
MIDI controller and also by literally drag-
ging notes into the pattern sequencer.
Loops and other chunks of audio are
loaded from and saved to disk via menu
dialog, and [ was able to create automa-
tion of much more than level and pan-
ning very easily in the P-SEQ, as well.
The interface is visually appealing, but
the signal processors in the mix panel
lack the photo-realistic sheen of other
such products. The knobs are easily
“grabbed and turned,” even with my rot-
ten little track pad!

CONCLUSION
Project5 is a robust environment for the
creation of electronic music. Among its
higher points are the ReWire support, ana-
log synthesizer and the ability to use VST
and DXi plug-ins. Once again, while there
are plenty of VST'DXi hosts to choose
from, it'’s nice to have all of the sequenc-
ing, mixing and automation capabilities in-
tegrated together. The idea behind Project5
is not new, but this is a unique and useful
application. MIX v e
Cakewalk, 888/225-3925 M
www.cakewalk.com.

INTERNATIONAL  369-2 KURAERI, YANGCHON-MYON, KIMPO-CITY, KYEONGG!-DO, KOREA.

HEADQUARTERS Tel: +82-(0)31-981-1788 'Fax: +82-()31-981-1784
US DISTRIBUTION  REDWOOD MUSIC CORP  Sandy, UT - Call 888-888-9624

Jobn McJunkin is the principal of Avalon
Audio Services in Phoenix.
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8 channel delta sigma D-A cenverter . PCM
sampling rates up to 192kHz Bit depths of 16,
20 and 24-bit - Dptional D30 sard for 8
channel DSD to analog canversion - 4 x AES
inputs as standard with optional AES
expansion for 8 channel 24-bit/192kHz dual
wire mode - Dptional ADAT interface - New
optional MADI interface-- New optional

SuperMAC interface - DSP-wree design - Ultra-

low noise and distortion amalog circuitry
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SUPERAUDIOCD

DSD

Direct Stream Digital
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8 chamel delta sigma A-D converter - PCM sampling rates up
10 192kHz - Bit depths of 16 20rand 24-bit . Dptional BSD card
for 8 channel analog to DS canversion - 4 x AES outputs as
dard with optional AES expansion for 8 ct 24
bit/192kHz dual wire mode. Optional ADAT interface - New
optional MAD! interface for linking up to 8 units and
transterring up to 56 PCM zhannels or 24 DSD channels via
an optical fibre cable - Nesv optional SuperMAC interface for
translerring up to 24 DSD channels via Ethernet - D3P-free
design - Ultra-low noise and distortion analog circaitry

Genex Audio, Inc. 2116 Wilshire Blvd, Suite 210, Santa Monica, CA 30403
T: 310 828 6667 - F: 310 828 2238 E: sales@genexaudio.com

Geex ¥ | Sonic purity, a
e } comprehensive range
B & of formats, flexible
“-—_7‘ L interfacing and
- B affordable pricing -
welcome to ‘next
generation’ digital
audio conversion from Genex.
With a DSP-free design and
ultra-low noise analog
circuitry, the GXA8 and GXD8
deliver pristine PCM
conversion at sample rates
up to 192kHz with an optional
DSD card for use on SACD
projects. Hassle-free
interconnect is ensured by
an optional MADI interface
enabling up to 56 channels of
PCM digital audio or 24
channels of DSD to be
carried long
distances
’ over a single
~ optical fibre
cable, while a
new SuperMAC
interface can
carry up to 24
channels of DSD
data via Ethernet.
So if you need
exceptional digital
audio converters at
an everyday price,
talk to Genex.

www.genexaudio.com
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Audio-Technica AT3060

Phantom-Powered Tube Condenser Microphone

he AT3060 tube condenser micro-

phone is a new addition to Audio-

Technica's 30 Series but with a
twist: Its onboard tube electronics are 48-
volt, phantom-powered and use ordinary
XLR mic cables; no bulky external power
supply is required. According to A-T, re-
moving the PS allowed the company to put
more money into the mic’s components
and manufacturing. Beyond the added ex-
pense of a power supply and specialized
cables, other practical advantages become
apparent once you put this side-address
cardioid mic to work. An ideal 3060 appli-
cation is location recording, where an AC
source near the mic may not be readily
available. Live sound mixers who would
like to use a warmer tube mic will appre-
ciate the mic’s “plug-and-play” aspect: no
power supply to hide and protect onstage.

The 3060’s silver-painted brass body is
the same as that of the AT3035's open
acoustical housing design, which reduces
case resonances. The one-piece internal
mic assembly—held in place by three small
Phillips screws—easily slips out for inspec-
tion. The 1-inch Mylar diaphragm is two mi-
crons thick and gold-vapor deposited. The
entire capsule assembly with nickel-plated
brass acoustic baffle is similar to the one
used in the A-T 40 Series mics.

The tube is a hand-selected, pre-aged,
subminiature Raytheon 6418 triode. Mount-
ed near the bottom of the mic, it is con-
nected by whisker-thin wires soldered
to a PC board below it. The rest of the
amplifier components, voltage converters/
regulators for the plate and filament (and
output XIR) are on this board. To prevent
tube microphonics, the peanut-size triode
is surrounded in foam and shock-mounted
in a brass block. I was pleased to see a
big output transformer (A-T says this con-
tributes to the 3060’s low-frequency char-
acter) and that the top end extends out to
about 17 kHz, according to the frequency
response plot.

IN THE STUDIO

Using the AT3060 is the same as any oth-
er phantom-powered mic: plug it in and
g0. The manual recommends waiting 10
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minutes for warm up and stable opera-
tion, but the mic comes on nearly instantly
(with no thump or pop) and is ready to
rock in a minute or so. The included
AT8458 shock-mount works well due to
its clever design: Instead of a captive
clamp arrangement—which on other
shock-mounts can wear out or break with
repeated use—the 3060 body has a
groove machined around its circumfer-
ence that mates to supporting elastic
cords. Once the cord ends click into this
groove, it takes a good tug to remove the
mic. Not surprisingly, the mic never fell
out, even when it was inverted or shaken.

I used the AT3060 to record two dif-
ferent female singers, a chromatic har-
monica and acoustic guitars. For the
singers, I used an Avalon VT-737SP chan-
nel and found the mic very clean, accu-
rate and open-sounding, with a very low
noise floor. (Specs list EIN as 17 dBA.) The
frequency chart shows a 2dB rise from
4 to 5 kHz and this was a good touch
here; I didn’t use any EQ when recording
or when I mixed the project later on. I
liked the warm bottom end, even when
the girls sometimes “kissed” the mic:
proximity effect, yes; boominess, no.

I had no mic overload or compression
with loud and close singing, which is an
initial concern, as there’s no attenuator
pad. I encountered no sibilance problems
or high-frequency hiss, even though the
mic’s response extends to 17 kHz. This
high-frequency response is flat and smooth
rather than lifted like many tube mics: yet
another reason to have this mic in your
studio. However, the 3060’s tight cardioid
polar pattern did require my singers to stay
more “on their marks,” aimed at the front
of the mic. With this in mind, I'm sure the
3060 would also be suited for live stage
work due to its good off-axis rejection. I'd
like to try an omni or maybe a multipattern
version of this mic someday.

Recording chromatic harmonica was
trouble-free: I miked it from above the in-
strument, just above the top of the play-
er’s head, looking down at the middle of
the harmonica about 10 inches away. My
player moved around a little to work the

mic and I did have to EQ out a little of the
2 to SkHz area as the producer was look-
ing for a more mellow tone out of this
bright instrument. The 3060 captured all
of the player’s mouth noises and breath-
ing perfectly, while rejecting the noise
coming from a nearby air-conditioning
vent. (I aimed the musician and the back
of the mic toward that vent.)

Acoustic guitars sounded full, yet bright
and balanced. I required no roll-off (the
mic has none) and placed the 3060 be-
tween the sound hole and the start of the
fretboard, and about 18 inches out front.
For fingerpicking, I aimed the 3060 more
toward the bridge and cranked up mic
gain on Universal Audio’s new UA 6176
channel. T usually don't like the sound of
large-capsule condensers on acoustics, but
this mic surprised me! With nearly the
same articulation as smaller-capsule con-
densers, there was plenty of gain to cap-
ture it all with a good, solid battom end.

The AT3060 retails at $599 MSRP
and—like all Audio-Technica mics—has a
one-year warranty. I found the mic’s all-
around usefulness, smooth high-frequency
response and warm sound make this one
a solid winner. If you work in recording
or live sound situations where external
supply is an issue, you'll be even more
impressed.

Audio-Technica, 330/686-2600, www.
audio-technica.com. |

Banrry Rudolph is an L.A.-based recording
engineer. Visit his Website at www.barry
rudolph.com.
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“For thase who have come to love and depend on the sound of the Distreesor, the new British
meds turned it into a new fun leving animal. At the flick of a switch, the Distressor becomes

mare aggressive and stressful on. any instrument you desire. Dave Darr should win
the “(explicative deleted)” award for coming up with such a nice but masty
a¢x " Mickael Brauer (Coldplay, Rolling Stones, Sugar Ray, etc.)

*Tlwe Dastrawsor is Great....You £an make it sound just grungy, but its
also a redlly good sounding vocal Compressor. Guitars, Drums.

Everything. You cant have to: many Distressors.” Tchad Blake
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*In generzl | really like wher2 Dave Derr's ear leads . AARE

nim; one of pro audio’s truly independent thinkers.

I'm a huge fan of the box {the Distressor), | use
BEST NEW SIGNAL PROCESSOR-EQ AES AWARD

< "Empirical Labs Fatso took this category, despite the
sources, and for saturatimg smares, toms > introduction of a variety of cool new processors. Who
a1d kicks.” George Massenburg "2 can resist the best aspects of analog tape combined
with great compression?” EQ Magazine Nov 2000

it for brimging up the “goaosh” on amoient

“Pyople used to have to hunt fer

"In a word, the Fatso is a very good answer to what a lot of people loathe
about digital recording. It smooths out the sharp, brittle edges to exactly
; the extent you choose, and fills in the hairline cracks just right. | use one
givas m2." Ed Cherney > on almost every mix | do. | could easily use one and quite possibly two
more. " George Massenburg

¢ld, expeasive gear to get te

kinc of sounds that the Fatso

‘Lenny Kravitz, Dave
Ma‘hew, Eric Clapton,
Wallfiowers, Goo

Qo Jolis, \VOU/AREN:T{GOINGITO/GET .THESE[SOUNDSIWITH/ALPLUG:INZY

Slones ofc!
“I'm an owner of a Distressor. The unit is really awesome! I've used it on guitars, bass, room mics, vocals it
works great on everything. I've used it on records I've made with Beck, U2 Etta James, Hole and lots of
others. I'm about to buy a second one.” Joe Chicarelli

Distributed exclusively by Wave Distribution EMPIRICAL LABS INC.

1141¢ Greenwood Lake Turnpike Ringwood NJ 07456 www.empiricallabs.com
ph: (973) 728-2425 fx: (973) 728-2931
www. wavedistribution.com / eli@wavedistribution.com
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Eventide ClockWorks Legacy Plug-Ins
Old Standbys Gone Virtual

who’s worked in and around pro

studios during the past 30 years who
hasn’t used an Eventide product. It seems
that there has always been some kind of
Eventide product currently in vogue, but
unless you’ve collected some choice
pieces, the older gear is often relegated
to some dusty corner. The result is that
you seldom get to play with the audio
toys of the past, especially since DAW’s
rise in popularity. That is, until now.
Eventide has given new life to some gold-
en oldies by porting five of its legacy ef-
fects for Pro Tools. The new ClockWorks
Legacy plug-ins (list price $795) are accu-
rate representations of the Instant Phaser,
Instant Flanger, Omnipressor, H910 Har-
monizer and the H949 Harmonizer.

The plug-ins operate in either Mac OS 9
or OS X, all at up to 96k, but only the Phas-
er and Omnipressor operate at up to 192k.
Installation and iLock authorization were a
breeze, and I was up and running quickly
without any problems. Although some of
the plugs will require a quick read through
the manual to master, the interfaces are in-
tuitive and mouse-friendly, allowing either
broad, mouse-only adjustments, or fine-
tuned tweaks using the Command key and
mouse. The well-written user’s guide is
handy in a pinch, and Eventide has even
included the original owner’s manuals;
both are in .pdf format. All of the plug-ins
checked in at a measly six samples of la-
tency and include a number of importable
presets for those who want to see what the
creators could come up with.

It would be hard to find anyone

OMNIPRESSOR (1976-1984)

By far my favorite of the bunch is the
Omnipressor, partially because I own the
hardware version and mostly because
there’s nothing like it. It takes compres-
sion/expansion to a new level and adds a
load of fun in the process. The unit’s ver-
satility has allowed me to inject dynamics
into lifeless loops, expand my way out of
noise problems, put lead guitars right in
the listener’s face and much more. This is
a great utility compressor that can create a
wide variety of interesting dynamic effects.
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The Omnipressor plug-in offers Threshold, Attack and Release controls, as well as unique Function, Atten
Limit and Gain Limit functions.

Basic controls include the expected
Threshold, Attack and Release, but what'’s
unique here are the Function, Atten Lim-
it and Gain Limit knobs. From full coun-
terclockwise to full clockwise positions,
the Function control takes the unit be-
tween gating, expansion, limiting, ex-
treme compression and, most interesting-
ly, dynamic reversal, where +10 dB of in-
put results in a -10dB output and vice ver-
sa. Atten and Gain LEDs, situated on ei-
ther side of the meter provide the user
with feedback as to what exactly is going
on dynamically. Input contral is achieved
by the Input Cal buttons, resulting in -10
dB, -20 dB or, if both are pushed, -30 dB
of attenuation. The Bass button is a
switchable highpass filter across the
sidechain input (frequency response is
not affected), and the three Meter Funct
buttons switch the meter between input,
relative gain and output readings. Lastly,
the Output Cal buttons allow a gain boost
of +10 dB, +20 dB or, if both are pushed,
+30 dB.

For the test, I took my hardware
Omnipressor and put it across a track in-
sert in Pro Tools and called up the plug-

[ Adnt [5] weey )| bans |

»

in version on a copy of the same track in
the Mix window. The track I used was a
trashy loop that had the dynamics
squashed right out of it. I set both Omni-
pressors to the same settings and com-
pared them. They were close, but quite
different. However, this was more the
fault of the hardware box being quirky
and old than a mismatch in functionality.
After a bit of tweaking, I was able to
match the tracks perfectly. I then fiddled
with the Attack, Release, Gain and Atten
Limit controls and got similar results from
both units. Simply put, Eventide has
nailed the functions of the Omnipressor
in the software version.

INSTANT PHASER (1971-1977)

One of the two mono-in/stereo-out plugs
in the bunch is the Instant Phaser. The
main controls include Manual, Oscillator,
Envelope and Remote. These functions
can be accessed manually from their in-
dividual sections on the front panel or
you can switch between them using the
Function button on the far right of the
unit. Manual does what you'd expect it to
do: It lets you manually control the phas-

Unlike the original, the H949 Harmonizer plug-in lets you save seftings.



If We Had To Pick One Word To Describe

KRK's New ES8T Monitor, It Would Be...

You're looking at a monitor that takes your mixes as
seriously as you do. With its impeccable accuracy, technical
superiority and remarkable imaging, the new E8T has all of
the heart and soul of the legendary E8, only now, there's
even more to get excited about. Like KRK's new Titanium
Oxide dome tweeter for extraordinary high frequency detail
and clarity. The high temperature voice coil and optimized
venting alignment of the woofer gives you incredible bass
extension and dynamics without compression. And, as far
as power goes, the E8T has a 260 watt Class A A/B
discreet bi-amp design with separate 24dB/octave filters
and a delay for seamless driver integration and dispersion

More you say? Okay, the E8T's high frequency attenuation
control allows for perfect integration into a wide array of

KRK... The Authority in Powered Sound

Contact us at www.krksys.com or 805 584-5233

listening environments. An inert MDF enclosure with
optimized geometry virtually eliminates diffraction and
resonances. We even matched the driver and systems to
within 1dB for imaging that is simply unparalleled.

More pertarmance, more power, more of what you're fooking
for in a monitor. So, if you're serious about your mix, the
E8T is seriously worth your investigation.

Still want more? Then visit us
on the web at www.krksys.com
or see your local KRK dealer.




ing effect. The Oscillator takes the phase
sweep from a slow 0.1 Hz up to a vibra-
to effect at 10 Hz. The Envelope button
is an envelope follower that triggers
phasing from the input signal and is con-
trolled by threshold and release knobs.
The Remote button—as with any of the
other plug-ins that have this ability—is an
upgrade from the original version, letting
the effect be externally controlled by a
MIDI Mod Wheel. The Depth control
takes the effect from a 50/50 mix up to
100%. Sonically, the Phaser was fun to
play with, although not a knockout by
my standards. This is a purely subjective

opinion, but phasing as an effect is just
not something I'd use or that I've heard
of as a retro trend. Of course, your ap-
plications may be different.

INSTANT FLANGER (1976-1984)

The Instant Flanger is the second mono-
in/stereo-out plug-in that provides a nice
range of effects. Controls include Feed-
back, Bounce, Depth, Oscillator, Manual,
Envelope and Remote. Feedback adds
output back to the input, giving the user
the ability to create interesting, if not out-
of-control, effects. Bounce simulates the
effect of a servomotor changing speed.
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“| take SurgeX for fast buffered relief of
mains power headaches.”

Harsh Power Anomalies
Are History

No Noise
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Protection Technology
SurgeX Will Not Fail

www.surgex.com
215.766.1240

94 MIX, July 2003 = www.mixonline.com

Producing Greenwire

Bk Yo

sumaX

SX1115R, RT, RL

—

A== —

s

S$X2120 - SEQ

When Downtime is NOT an Option

SURGE

The Leader in Power Conditioning Technology

The remaining controls operate the same
way that they do in the Instant Phaser and
can be switched in and out individually.
The Depth control is different from the
same control found on the Phase. How-
ever, here the full left and right positions
swap in- and out-of-phase signals to the
two channels. When the control is placed
in the center (Doppler), there is no flang-
ing effect until the frequency is varied by
a control change. 1 used the Flanger
across a number of tracks including gui-
tar, vocals and keyboards and was able to
create a nice array of flanging effects, al-
though not as wacky as I'd like.

H910 HARMONIZER (1975-1984)

The original H910 was not only one of the
first digital studio tools, but also the first in
the Harmonizer line, whose progeny still
graces the racks of studios around the
globe. It was glitchy and had the ability to
drive you to madness, but when set up
properly, it provided some degree of us-
able and interesting time-based effects.
Controls include Input Level, Feedback,
Manual, Remote and Anti-Feedback. Input
level, as you would expect, sets the
amount of input signal and has an accom-
panying LED that lights just short of full-
scale. Feedback adds output back into the
unit determining the decay times of the de-
lay, and if taken to extremes, can send the
unit into oscillation. Manual gives the user
the ability to dial in up to one octave of
pitch change, either up or down, with the
degree of change reflected in the Pitch Ra-
tio window at the center of the box. Anti-
Feedback adds some amount of frequency
shift to the output signal, serving to de-
crease room-resonance peaks. The Manu-
al, Anti-Feedback and Remote controls are
switched in and out using the three Pitch/
Control/Select buttons at the bottom of the
unit. The unit doubles as a limited delay-
only device, providing various delay times
by pushing a combination of the 7.5, 15,
30 and 60 millisecond buttons. This was
my least favorite of the plugs, and in my
opinion would have limited use because of
its glitchy and troublesome nature. There'’s
a reason why Eventide improved on it with
the H949: Time marches on.

H949 HARMONIZER (1977-1984)

In 1977, H949 reflected a leap in Har-
monizer function and usability with
groundbreaking features such as three
octaves of pitch-change with micro and
random settings, reverse effects and time
compression and expansion (when used
in conjunction with a tape machine). An-
other first was the Repeat button that



captures and repeats up to 400 ms of
non-triggerable audio (Cro-Magnon sam-
pling). The controls are numerous and
include Input Level with a five-segment
LED meter and pitch, which can be con-
trolled either manually or via MIDI. Com-
pared to the H910, feedback control is
greatly expanded: The
main signal controls the
system output to system
input, delay feeds back
delay outputs in the De-
lay/Reversal modes, and
a fixed-frequency hi and
low EQ provides boost/
cut EQ control over the
feedback signal. The
Function button acts as
a Shift key, switching between either the
red or green labels below and above the
four buttons to the right. The red labels
reflect “norm,” which is normal pitch shift
that is operated manually, and “extend,”
which permits an extension of the length
of the audio segment over which pitch
change will be affected, up to 400 ms. The
last is the Micro Pitch-Change mode,
which operates as advertised. The green
labels reflect delay, which adds gangable
amounts of delays by combining the six
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fixed-value delay buttons. Random causes
the delay to vary between zero and 25 ms
at a constant rate and pitch. The pitch is
adjustable using the Manual dial. Flange
drops the unit into Flanging mode, and
Reverse plays the captured audio in re-
verse. Another nice feature is the Algo-
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The Instant Phaser is one of two mono-in/stereo-out plug-ins in the bundle.

rithm Select, which gives you the ability to
de-glitch the audio, depending on the
source material and pitch change used. By
using the six dedicated delay buttons on
the left of the unit, the H949 can be used
in delay-only mode.

This plug is worth exploring. It is easy
1o get lost in (I mean that in a good way),
but just as easy to find unique and usable
effects. Of course, unlike the original,
whatever you dial up can be saved and
recalled for future use.
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IN CONCLUSION

Eventide has created a winning bundle of
plug-ins that accurately represents classic
effects of the 70s and '80s. Each plug, in its
own right, is an artful and accurate repre-
sentation of the original, although some will
have limited use. The value of the individ-
ual plug-ins is strictly up
to the user, as some of
the effects have been far
surpassed in newer gear,
such as the Eventide
Orville. The ability to au-
tomate the plugs—and
on some, include Mod
Wheel control—certainly
makes the bundle more
usable for 2lst-century
production. The Flanger and H9%49 were
contenders for my favorite, but the one plug
that stands strongest is the Omnipressor,
which is worth the price of admission itself.
Can you tell that I'm a fan? The bundle is
certainly unique and would be a nice ad-
dition to the plug-in palette of any Pro
Tools user. e

Eventide, 201/641-1200 (NI!NE

www.eventide.com.
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Kevin Becka is a technical editor at Mix.
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“"We're sold on the accuracy, reliability and the dynamics
of the KMS 105.” Dave Matthews Band Audio Crew
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PSPaudioware VintageWarmer

Multiband Compression and More, Served With Cream

SPaudioware’s VintageWarmer
P plug-in delivers creamy-sounding

dynamics processing in two flavors:
via its wideband compression (with shelv-
ing pre-equalization) and multiband com-
pression modes (the latter followed by a
brickwall limiter). I'll warn you right now:
This plug-in’s processing chain and user in-
terface are a bit counter-intuitive and take
a little getting used to. But for all of its
quirks, VintageWarmer earns your dollars
because it sounds terrific. The plug-in
works with VST, RTAS and MAS on a Mac,
and VST and DirectX on PC; I reviewed the
MAS version in Digital Performer using an
867MHz dual-processor G4 fitted with 768
MB of RAM and running Mac OS 9.2.2.

AT THE CONTROLS

VintageWarmer's graphic user interface
toggles between two screens, showing
virtual front and rear panels, respectively.
(You dick on the plug-in’s title, inside ei-
ther panel, to toggle back and forth be-
tween the two screens.) Most of the audio
processing parameters, along with meters,
are found on the front panel. Additional
processing controls and metering tweaks
(for metering preferences) are found on
the plug-in's rear panel.

A toggle switch on VintageWarmer's
front panel alternately selects between
single-band and multiband compression
modes. Single-band mode features both
high/low-shelving equalizers placed be-
fore a single wideband compressor. Multi-
band mode offers three band-limited com-
pressors, the outputs of which are summed
and sent on to a brickwall limiter.

In single-band mode, four knobs let
you adjust the corner frequencies for the
high/low-shelving equalizers and inde-
pendently boost/cut up to +12 dB in each
band. Permissible corner-frequency set-
tings range between 25 and 400 Hz for low
shelving and between 1 and 16 kHz for
high shelving, providing excellent control.

When you switch to multiband com-
pression mode, the four knobs I just men-
tioned now become gain boost/cut and
crossover frequency controls for the low-
and high-compression bands, respective-
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ly. The boost/cut controls remain “pre-
dynamics,” rather than serving as makeup
gain controls. This rather unusual arrange-
ment forces you, for example, to readjust
VintageWarmer's threshold control(s) to
higher settings whenever you boost in-
band gain (assuming that you want the
degree of compression unchanged). Sep-
arate controls on VintageWarmer's rear
panel independently adjust the thresholds
for three frequency bands. These thresh-
old controls work in conjunction with
VintageWarmer's Ceiling control, which is
a global threshold adjustment for all com-
pressors (in either mode) and the multi-
band mode’s brickwall limiter.

A Drive control adjusts the input level
to the compressor(s) in both single-band
and multiband modes. There are no ratio
controls offered, but a wide-ranging Knee
control serves up a variety of useful com-
pression curves for all of the compressors.
(The brickwall limiter is always set to
hard-knee operation and is unaffected by
the Knee control’s setting.)

A Speed knob on VintageWarmer's
front panel simultaneously adjusts the at-
tack and release times for all compressors
in proportional fashion. This knob works in
conjunction with three release-multiplier
knobs (low, mid and high) that serve
VintageWarmer's respective band-limited
compressors, as well as with a master/
global release-multiplier control. To get a
fast attack and slow release, for example,
you would increase the speed control’s
value (which would speed up the attack
and release times) and decrease the mas-
ter release multiplier and/or the dedicat-
ed release multiplier for each band as
needed (in multiband mode) to counter-
act the Speed control’s fast release setting.

At the end of the signal chain are con-
tinuously variable mix and output controls.
Controlling the end of the signal chain are
Mix and Output knobs. Mix provides a
continuously adjustable balance between
processed and unprocessed signals. Out-
put provides makeup gain for the plug-
in’s entire output.

VintageWarmer also provides switches
for mono/stereo operation (the latter for

VintageWarmer's virtual “front panel”

use on stereo/split-stereo, and not dual-
mono, tracks), stereo linking, processing
bypass and various functions for the plug-
in’s two virtual VU-style meters. The meters’
ballistics can be toggled between VU and
PPM. You can also set the meters to show
pre- or post-compressor(s) signal levels
(which are sourced after the EQ or in-band
boost/cut) or gain reduction. Ingenious clip
LEDs complement the VU-style meters:
They indicate both current and past clip-
ping by lighting in different shades of red.
VintageWarmer's rear panel provides a
plethora of controls to tweak the meters’
and dlip LEDs’ behaviors, including meter
integration (reaction) time, OVU reference-
level setting and an Overs counter.

MISSING YOU

As mentioned earlier, there are no sepa-
rate attack controls for each compressor in
multiband mode. I also wish there were a
separate boost/cut control for the middle
band. To boost the input level to the mid-
dle band without changing levels in low
and high bands, you have to boost the
Drive control and then cut the low- and
high-band gain controls a commensurate
amount to compensate for their Drive
boost. That task is made more difficult by
the lack of separate threshold indicators
and gain-reduction meters for each band.
You also can't bypass processing for each
band independently nor can you disable
the brickwall limiter. That last complaint is
largely pedantic, however, as the brickwall
limiter sounds really transparent and
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serves as a safety net against digital overs.

Finishing off my complaints, numerical
data entry is not possible, screen redraws
can be a little slow, the owner’s manual is
often vague and confusing, and the proce-
dure to edit/save custom settings is trouble-
some. When you save an edited preset
under a different title, it always overwrites/
replaces the original preset in the preset’s
pop-up menu. That's unfortunate, as it mo-
tivates you to avoid editing presets that you
wish to retain in the menu. And the preset
you can most live without (and thus don't
mind replacing) may not have settings that
are even close to what you want to accom-
plish with your edits. On the plus side, you
can save multiple custom presets to any lo-
cation on your hard drive, load them in any
combination into the presets menu and then
save the entire lot as a custom bank that can
be recalled at a later time.

HOT STUFF!

Even considering all of its quirks and
omissions, VintageWarmer is a truly awe-
some plug-in. It sounds so incredible that
I quickly forgave it for all of its shortcom-
ings. I got consistently outstanding results
using VintageWarmer on nylon-string gui-
tar, electric bass, voice-overs, electric gui-

World’s First

tars, trap drums and entire mixes.
VintageWarmer gave me subtle control
over microphone proximity effect on a
voice-over track, making the timbre more
consistent throughout the performance.
On hard-rock rhythm guitars, I could cre-
ate a thick wall of sound that never got out
of control. VintageWarmer spewed out
over-the-top lead solos that made it sound
like guitar amp speakers were on the
verge of destruction (think The Beatles’
“Revolution”). It was also a snap to alter-

VintageWarmer's virtual “reor panel”

nately dial up tight, trashy, deep and
cracky snare-drum sounds. And I got an
absolutely phenomenal kick-drum sound—
a spine-tingling blend of deep, tight shell
resonance and slammin’ beater attack—
using only one mic input with Vintage-
Warmer. Go ahead and use Vintage-
Warmer on tons of individual tracks as it
uses very little CPU power.

[ got equally impressive results using
VintageWarmer as a two-bus finalizer for
mastering purposes. Despite my list of
complaints regarding its unusual algorithm
chain, feature set and user interface, I must
stress that 1 adapted remarkably quickly to
working with this plug-in and always got
great results. In fact, PSPaudioware argues
that it's exacly this unique design that
gives VintageWarmer its distinctive, analog-
like character.

The best news of all is that it costs
only $149 for the downloadable version,
making VintageWarmer a veritable bar-
gain. Make that an inferno!

PSPaudioware.com, +48 601 96 31 73
(Poland), www.PSPaudioware.com. n

Michael Cooper is a Mix contributing edi-
tor and owner of Michael Cooper Record-
ing in beautiful Sisters, Ore.
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ACT-Series Wireless Microphone Systems features:
A full range comprising the entry-level ACT-707SE/DE, the hi-performance
ACT-707S/D and the PC-controllable/monitored ACT-707 wireless systems.

® UHF true diversity, PLL systems
with 16-1,000 selectable frequencies.

¢ 16 non-interfering systems can be operated
together per frequency band.

» A digitally controlled, multi-function system status
LCD display.

e Handheld microphone is virtually immune from
handling noise.

* Superb RF and AF performance.

STEP 1:

Press SCAN Button
The receiver r auto scans
and locks at an
interference-free channel

* Dual "Pilotone & NoiseLock” protection circuitry
prevents interference.

* Rugged receiver and stylish transmitters metal
construction.

* Extended transmitter battery life—up to 2-3 times

over other brands.
e Available in rack mountable 1/2-rack receiver
(1-channel) and 1-rack receivers (2-channel & 4-channel).
¢ Unbeatable pricing.

Avle

TEL: 913-906-9216
TOLL FREE: 877-447-9216

“The Sound Solution FAX: 913-906-9225
EMAIL: sales@avlex.com ¢ WEB SITE: www.avlex.com
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high definition

digital audio workstation

Sequoia Version 7.1 delivers brand new functions:
, ® VST and VSTi Automation

® Freeze for tracks, busses, aux busses and objects
©® Root projects

@ Strip Silence

@ Variable track heights and new mixer skins

©® Automatic latency compensation

@ 9Pin machine control and MMC

® POW-r dithering

@ Batch Processing

® 32bit / 192kHz support

Real-Time Room Simulator:
Sequoia 7 also has an exclusive option to create high-quality impulse responses.

Sound Restoration:
Besides integrated effects for restoring sound such as the Denoiser and Dehisser, special optionat
modules from Algorithmix have been integrated for particularly high-quality restoration.

Integrated Network Capabilities: allow audio data and project sharing.

Administrative Capabilities:
Sequoia offers safe multi-user capability for broadcast and recording studios with user administration
enabling individual interface configuration, function sets, shortcuts, paths etc.

New Formats:
Direct reading from MPG files without conversion, DIGAS broadcasting format,
Direct SD2 support for virtual editing, DDP-Support (MAGIX DDP XPORT)

Lad 3

T(; f_ln;l an exclusive sequbia_dealer‘ in your area
contact X Vision Audio.

info@xvisionaudio.com
. phone: 330.259.0308

xvisionaudio.com fax: 330.259.0315




u

=

w
> |

g |
N 1

-

1

Marantz Professional CDR300

Rugged, Portable and Packed with Pro Features

arantz Professional continues
its tradition of creating rugged
and portable recorders with

the CDR300 ($849), a tough, little CD-R
and CD-RW burner. Anyone who is fa-
miliar with the Marantz/Superscope PMD
Series cassette recorders, which included
a built-in condenser microphone and a
small speaker, will feel right at home.
However, unlike its tape-based siblings,
the CDR300 offers professional features
that make it worthy of further scrutiny.
The CDR300 is a tabletop unit with a
hard plastic shell that weighs just seven
pounds. The review unit fits easily into
my laptop computer case, which was a
blessing for road trips and air travel.
The CDR300 has a pair of XLR mic in-
puts, a pair of %-inch TRS mic/line inputs
and discrete input level controls for each
channel. A dedicated 48-volt phantom
power button sends power to both XLR
jacks. The quality of the mic preamps is
similar to what you would get from a
medium-price, small-format mixer. This
meant that I could leave my external
preamp at home if I wanted to travel
light and return with quality recordings.
A number of handy features prove
that Marantz did its homework: The
CDR300 has dedicated buttons and
switches that cover most of the basic
functions, making this an exceptionally
easy recorder to use. The standard trans-
port controls (Play/Pause, Stop, Record,
Cue and Rewind) and the Erase and Fi-
nalize buttons reside on the top panel in
plain view. A front-panel switch selects
the input for both channels (mic, line or
the internal stereo microphone), and
you can choose whether the input sig-
nals are sent to separate channels or to
both simultaneously. Other useful items
include two limiter settings, a 20dB at-
tenuation switch, and preset bandpass
and highpass filters that can be added to
each input independently. The data se-
lects the operating mode and track IDs
during playback. However, you'll need
the wireless remote to increment track
IDs while recording, so keep it handy.
The CDR300 has a pair of rear-panel

100 MIX, July 2003 » www.mixonline.com

aux inputs so you
can record a line-
level source while you're

tracking with the other ana-

log inputs. The rear panel also includes
S/PDIF coaxial digital I/O and inputs for a
wired remote and a foot pedal.

The CDR300 offers two stereo pairs
of analog outputs on unbalanced RCA
jacks running at -10 dBu. The mix out-
puts carry the audio coming from the
mic/line and aux inputs prior to reach-
ing the CD-R drive or tone controls. These
outputs can be used for monitoring or
recording, because the signal is present
even if the CD-R drive is not in Record
mode. Alternately, you can modify the
signal going to the line outputs using the
top-panel tone controls and front-panel
level control. The CDR300 also offers
four headphone-monitoring options:
mic/line input, aux input, line output
and mix output.

Although I was skeptical about need-
ing the built-in speaker, I found it handy
more than once to audition takes in the
field when I didn't have enough head-
phones to go around. The three tone con-
trols located below the speaker—Treble,
Mid and Bass—can be used during speak-
er playback.

The CDR300’s Minute Track record op-
tion automatically writes a new ID every
minute. [ found this mode indispensable
when recording long environmental
takes. If I need to hear what happened
32 minutes into the session, then I can
choose track 32 during playback.

In Sync Record mode, the CDR300
begins recording when it detects a signal
from an external analog or digital source.

Sync Rec+Final mode
works the same way but auto-
matically finalizes the disc at the end
of the session. The CDR300 has the op-
tion of adding text to your CD-R or
CD-RW, such as song titles and other ses-
sion details, before you finalize the disc.
Of course, the added text can only be
read by CD players that support the CD
text format.

The CDR300 is also the only stand-
alone CD burner that I know of that can
run off of a battery. The RPS300 Remote
Power System ($199) includes a lead-acid
battery and recharger. The battery weighs
almost as much as the recorder, but it of-
fers approximately four hours of opera-
tion. That allowed me enough time to set
up a field session, do a quick soundcheck
and still have enough power to record a
couple of discs.

In addition, the RPS300 can be used
like a UPS when you’re running the
CDR300 on AC current. If the AC power
is interrupted or lost during a session,
then the battery system will automatically
take over so you don't lose any data. This
gave me extra confidence while recording
live concerts.

The CDR300 is a great value for your
money, even factoring in the battery sys-
tem’s price. The recorder’s size makes it
suitable for studio and live work when
portability and ease-of-use are impor-
tant. Considering its sound and versatil-
ity, the CDR300 is hard to beat.

Marantz Professional, 630/741-0330,
WWW.marantzpro.com. |

Laura Pallanck is a recordist based in
Northern California.



NUENDO 2.0 MEDIA PRODUCTION SYSTEM

Introducing Nuendo 2.0
The professional solution

Nuendo 2.0 forms the core of a complete solution for today’s audio
professional. Nuendo’s superior audio quality is combined with

advanced mixing, routing, editing, and networking capabilites as well

as professional components such as the new D Controller, Time Base
Synchronizer, 8 /0 96k AD/DA Convertors, and DTS and Dolby
Surround Encoding Plug-ins. A system so scalable - from laptop to

installation - the choices are endless.

Nuendo 2.0:

* A new configurable mixer, toolbar, and transport control

» Mulitiple 12 channel busses for “stem” monitoring up to 10.2
» Multiple output configurations for multiple speaker set-ups
* Plug-in delay compensation throughout entire audio chain
* Flexible routing: any input to any output at any point

» Hyper-threading support for optimum performance

* Automation that moves with the audio data

» Support for Microsoft's WMA Pro (audio and video)

* Multiple time-lines and multiple VST directories

» VST System Link and TCP/IP networking

* Unlimited Rewire 2 channeis

» Comprehensive MIDI functionality

Nuendo 2.0

The solution is clear. The choice is now yours.,

Nuendo and Steinberg are registered trademarks of Steinberg Media lechnologies GMDH. All OIRer ProguUCT ana COMPany NAINeS drg = Uf & Ul UIst [ESPELIvE [Uiu-

ers. All specifications are subject to change without notice. © 2003 Steinberg Media Technologies GmbH. Al rights reserved.
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ROGER LINN DESIGN

ADRENALINN

Groove Filter FX/Amp Modeler/
Drum Box

From the father of the LinnDrum digital
drum machine and Akai’s MPC Series
groove boxes, Roger Linn’s Adrenalinn
takes the stompbox concept to the limit
by adding a bank of filters, a looping se-
quencer, synth-style modulators and amp
modeling for a wide array of rhythmic ef-
fects. Playing in sync to MIDI or its inter-
nal 40-sound drum machine, effects range
from traditional (tremolo/flanging/auto
pan, etc.) to sequence-driven, dynamical-
ly looped filter tones, creating a bazillion
sounds that you've never heard.

AdrenaLinn is housed in a 4.5x7x2-inch
stompbox chassis. The back panel has %-
inch jacks for instrument input (mono),
stereo main outputs, a headphone jack,
MIDI In/Out ports and a connector for the
(included) wallwart DC supply; there’s no
provision for onboard batteries.

Considering the unit’s power, the inter-
face is deceptively simple. Besides its two
momentary footswitches (for bypass/tempo
entry and sequence start/stop), the top
panel has a three-digit alphanumeric LED,
an input level pot, four selector pushbut-
tons, four multifunction rotary controls that
either set presets/drumbeats/tempo/output
volume or—in Edit mode—control dozens
of parameter settings.

This box could really use a nice rack
enclosure and a large LCD, as navigating
the interface takes some getting used to,
and editing can be a chore. Alternatively,
all parameters are MIDI-accessible, and
one can edit using Emagic’s SoundDiver
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editor/librarian program,
which also provides
unlimited preset stor-
age on a PC or Mac.
AdrenalLinn does include
100 cool factory presets
and space to store 100
user settings, so finding the
right sound is often a case
of starting with a preset,
tweaking it a bit and storing
the result.
Functions can be used in
combination or separately, so
it's just punch and go if you just
need drum grooves (100 presets or make
your own from the 40 onboard sounds)
or excellent amp modeling (choice of 12:
Fenders, Marshalls, Vox, Boogie, fuzz,
clean DI and more). But what really sets
Adrenalinn apart is its Groove Filter Ef-
fects, which alter tone dynamically,
synched to the drum machine or an ex-
ternal MIDI clock. These beat-synched ef-
fects include modulation (flange, tremo-
lo, delays, rotary and more), filter se-
quences (looped patterns of filtered
tones) and filters (auto-wah, envelope fil-
ter or talk box, etc).

Adrenalinn does a have a few
minuses—such as no line input (guitar
input only), tiny knobs and a some-
times-vexing edit interface—but con-
sidering Adrenalinn’s power and minis-
cule $395 retail, nothing else comes
close. On guitar, bass or keys, the
sounds are amazing (even otherworld-
ly), but when the drums are routed
through the superb fil-
ter effects, you're in-
to some huge, slam-
ming stereo grooves
that nobody’s ever
heard—fast!

AdrenaLinn inspires.
Plug in, click it on and
ideas start flowing. And
that may be its most
valuable feature.

Roger Linn Design, 510/898-
4878, www.rogerlinndesign.com.
—George Petersen

GROOVE TUBES DITTO

Direct Box/Line Driver

The Groove Tubes DITTO box (Direct In-
put, Tube Transformer Output) is a direct
box/line driver with 12AU7 and 12AX7
tubes; a custom, nickel-core, transformer-
balanced output; and ground lift switch.
Retailing at $399, DITTO’s primary appli-
cation is to provide an isolated, balanced,
low-impedance output for electric guitars,
acoustic guitars with pickups, keyboards
and electric basses for studio recording and
as a line driver for live sound.

The front end has two Y-inch unbal-
anced input jacks: One serves as a “loop,”
allowing the DITTO to feed an amp on-
stage while also driving the balanced out-
put. A pot between the stages offers up to
30dB gain to the balanced output.

In the studio, using a Digi 001 to
record tracks from my custom Thinline '72
Tele with humbucking pickups, I com-
pared a straight-in connection, a Whirl-
wind passive IMP-2 direct box and the
DITTO. Straight in, the Tele sounded like
mud. The IMP-2 restored some of the clar-
ity. The DITTO pulled out more mud and
restored the top. It didn't have the edge I
get when I plug into my '67 Fender Super
Reverb, but it was a lot better than the oth-
er two options.

I also checked out DITTO in a live sit-
uation with bassist Carey Ziegler at a re-
cent gig. Ziegler, recording engineer
Doug Milton and Jeff Byron (who mixes
Ziegler's band) said Ziegler's PRS bass
sounded much better than with the

bassist’s usual passive direct box.
Getting improved bass
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Multi-Platform Management Software

HD A/V Production Networking.
Cross-platform.
Now available.

A/V SAN PRO™ offers the speed, reliability, and throughput required for HD
recordlng, heavy editing and playback. With our new SANmp™ serverless multi-
latform ma_njge ment software, you'll have the flexibility to connect every 05 9,
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"This level of performance is

very remarkable. The A/V SAN™

completely works for the way |

need my system to work -

reliably, quickly. When you work

‘ , with high-level acts, there just

can’t be excuses about the

computer system crashing or

hiccupping the playback. Everything must work all the time.

The A/V SAN™ from Studio Network Solutions gives me the

confidence to focus on the creative flow and not worry about
the technology.”

-Chuck Ainlay

(Lyle Lovett, Junior Brown, Dire Straits, Trisha Yearwood,
Ziggy Marley, Steve Earle, Vince Gill, George Strait, Chet . =
Atkins, Nanci Griffith) studio network solutions
S R 2 2 o ornom
www.studionetworksolutions.com

www.studionetworksolutions.com toll free 877.537.2094
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TELEFUNKEN

Elektroakustik

It’s Back...
In Every Detail

Telefunken North America
300 Pleasant Valley Road, Suite E
South Windsor, CT 06074

tel: 860-882-5919 fax: 860-882-5980
web: www.telefunkenusa.com

email: info@telefunkenusa.com

wreie.mixonline.com
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through his floor monitors allowed
Ziegler to keep the vibe and back off his
stage amp. The band, Byron and the front
row appreciated the DITTO as much as
Ziegler did. In the studio or onstage,
Groove Tubes’ DITTO was a win-win.
Groove Tubes, 818/361-4500, www.
groovetubes.com.
—Ty Ford

SENNHEISER E609 SILVER
Instrument Amplifier Mic
Years ago, I had the pleasure of
recording guitar genius Ronnie
Montrose. In anticipation of his
arrival-—and to save time—I set
up about six different mics:
condensers, tubes and dynam-
ics. When Montrose showed
up, he said that he had a fa-
vorite mic and asked if we
could try that, as well He
pulled out a Sennheiser M1 409
dynamic with a flat-bar mount that
slid into a slot cut into his amp, put-
ting the mic about an inch in front of
the grille and toward the edge of the
speaker cone.

We tried them all, and sure enough,
his mic won out over everything clse! |
became an instant convert to the mys-
tic 409 cult and was greatly saddened
when Sennheiser (what were they
thinking?) discontinued the 409 a few years
later. Later, Sennheiser came out with the
Evolution 609, which resembled the origi-
nal but wasn't the same.

Fortunately, with the debut of the new
EGO9 Silver, the magic is back. Like the
original, it’s a side-address design so it can
be simply hung over an amp, suspended
by the cable (with three inches of duct
tape to secure it) and be exactly in the
sweet spot. With its high-SPL handling
and supercardioid pattern to eliminate
any bleed, this one’s ready for anything.

On a variety of amps—Marshall,
Fender, Ampeg, Yamaha and even funky
Danelectro—the E609 Silver was spot-
on, particularly when
combined with a dis-
tant tube mic. The
Sennheiser provided
the punch, fury, growl
and edge, with the
room mic adding a
smooth hugeness. Yeah!

But it's not just for
amps: The E609 Silver
was also great on bass
amps, toms, trumpets
and trombones. At an af-
fordable list of $199.95,

B sxexpiisn Qese
o better (G4 recommended), or

this one’s a great addition to anyone’s mic
cabinet.
Sennheiser USA, 860/434-9190, www.
sennheiserusa.com.
—George Petersen

APPLIED ACOUSTICS SYSTEMS
LOUNGE LIZARD
Virtual Electric Piano Software
Lounge Lizard uses physical modeling to
emulate the sonic characteristics of Rhodes
and Waurlitzer electric pianos
from the '70s (and imaginary
instruments that never phys-
ically existed). The result is
a dynamic and expressive
virtual instrument that can
function in stand-alone
mode or as a plug-in for sev-
eral DAWS.
Lounge Lizard will run
under Mac OS 9.x with a
400MHz G3 processor or

in Windows 98, ME, 2000 or XP
running on a 500MHz PIII proces-
sor. The program requires 32MB
RAM in both Macs and PCs. Sup-
ported plug-in formats are MAS,
VST. DXi and DirectConnect. I
worked with Version 1.0, mostly in
Digital Performer V. 3.02.

The software's intuitive inter-
face gives you wide-ranging virtual con-
trol over numerous parameters. For
example, you can adjust the mallet's
hardness and how forcefully it hits the
fork, and apply keyboard tracking and
velocity scaling independently to either
or both of these mallet parameters. In re-
al instruments, the mallet produces
noise in addition to a musical tone
when it hits the fork. Lounge Lizard
gives you outstanding control over
noise parameters, such as volume, de-
cay time, pitch/spectral content and de-
cay-time keyboard tracking.

Four other controls independently ad-
just the volume and decay times for the




The World's Tllll BBGOI’IIIH!I Studios

- Clients Include Madonna, Janet Jackson, American Idol, Justin Timberlake, Missy Elliot,
Limp Bizkit, Sting, Ozzy Osbourne, Faith Hill, The Distillers and Celine Dion to name a few.
- We also offer amazing rates to independent artists and producers who want major label quality!
- Call us to set up a personalized tour of Westlake studios or visit the website to learn more.

- We have exclusives on top brands that no one else can beat.
-The industry’s top major label & indie artists, producers, studios and mixers rely on us for the latest gear.
- We offer the kind of personalized service and technical experience that strikes fear into the hearts of
retail stores and internet shops. Call now for advice and insight on your equipment needs!

Award Winning Loudspeakers & Monitors

- Users include Bruce Swedien, Danny Elfman, DreamWorks Records, Fox Digital, and many more.
- We offer a huge range of Studio Monitors, Hi-Fi Loudspeakers, & Surround Systems to suit your tastes.
“The world would sound better if more music was recorded and mixed on these monitors..” - T Bone Burnett

Your Very Own Technical “Dream Team”

- Westlake Audio’s Technical Support team is ready to assist you with all your repair needs.
- Grammy winners and pro studios rely on us for repairs & maintenance - so should you!
- Stop taking chances with amateur shops - at Westlake you'll get first class treatment every time!

Visit the website and see for yourself..

WWW, WESTLAKEAUDIO.COM

Call us at 323.851.9800 for more information, to arrange a tour of the studios, or to speak to a Westlake Pro Audio team member.




Quiet. Se}usiﬁve.
Woarm. Responsive.
Nine positions.
Everything
you've ever wanted,
$699
Don't tell anyone.

se electironics usa
408-873-8606

www.seelectronicsusa.com
107" GOLD DIAPHRAGM $=WAY STUDIO TUBE MIC
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tine and tone bar (i.e., two controls for
each part of the fork). You can also ap-
ply keyboard tracking to the tine’s decay
time and adjust the tine’s pitch over a
four-semitone range. The harmonic con-
tent of the tine’s output can be tweaked
by moving the virtual position of the pi-
ano’s pickup vertically and ‘or horizontal-
ly with respect to the tine. Along with
pickup 1/O level conirols, these parame-
ters give you a wide range of sounds
from sparkly clean to overdriven and
downright funky.

Lounge Lizard supplies a helpful pal-
let of effects tailored to create classic key-
board sounds. You'll find wah, phaser,
tremolo and delay sections here, each of-
fering control over several parameters.
Neither delay time nor modulation rates
can currently be synced to MIDI clock.
But on the plus side, all of Lounge
Lizard’s parameters can be controlled by
MIDI continuous controllers of your
choice.

Beyond providing convincing emula-
tions of vintage keyboards of yesteryear,
its plethora of wide-ranging controls al-
lows you to create hybrid instruments
and even startling synth tones that ven-
ture beyond piano bars and soul trains.
With a $199 list, Lounge Lizard is more
than a class act, it’s a bargain.

Applied Acoustics Systems, 514/871
8100, www.applied-acoustics.com.

—Michael Cooper

from -24 dB to +6 dB. Three “LED’s let
the user know if overdrive occurs at the
input, EQ or output sections. The screen’s
five identical bands default 10 high/low-
shelving filters on the ends with three ful-
ly parametric bands in the center. How-
ever, in the digital world, any band can be
anything. A pulldown menu can alter
each band’s duty, so users can call up an
EQ offering a parametric peak dip, low/
high shelf or low/highpass at -6 dB or
-12 dB per octave.

A series of circles with a center pa-
rameter on each band lets you grab-and-
drag a parameter up/down, double-click
to enter a value manually or Command-
drag to fine-tune the value. Bands can
range from 10 Hz to 41k Hz, which
makes sense, as the plug-in operates at
up to 96k Hz. (Internal processing is ex-
tended even when operating at 44.1k
Hz.) Q control is adjustable from 0.1 1o
an absolutely surgical 25.6, and gain can
be cut/boost +24 dB. Operation can he
mono or multi-mono, and all individual
parameters are automatable.

The EQ is a standout for what it
doesn't do: sound harsh at extremes. Its
subtle nature lets users craft a track’s
sonic quality in a number of ways. The
simple interface is great: At first, I was
underwhelmed with the design, but
soon I appreciated its ease of use. It was
also a hit with nontech-types in the stu-
dio: One user called it a great "EQ for
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MASSENBURG DESIGN WORKS
MS269

High-Resolution EQ Plug-In
Massenburg Design Works signature
MS269 EQ for Mac-based Pro Tools | HD—
a single-channel, 5-band EQ—is the prog-
eny of the ubiquitous Model 8200 stereo
EQ, a favorite of discerning engineers
worldwide. However, in no way should
these be compared: The plug-in is soni-
cally and visually unique.

The EQ’s familiar-looking gain/fre-
quency x/y graph provides instant feed-
back as you change parameters. Its dB
scale can be set 10 show 6, 12 or 24 dI3
of gain change, and input level can be set

Dummies.” However, even a dummy
can hear how excellent this EQ sounds.
On a variety of sources, it excelled, es-
pecially when used with vocals or o
add air to percussion and drum over-
heads. Knocking off a boomy acoustic
guitar’s low end, using the highpass fil-
ter at the -6dB per octave setting, pro-
duced nice, natural results.

At $795, this tool should be in every-
one’s digital bag of tricks. It will quickly
become a nouveau classic for Pro Tools
users searching for sonic excellence.

MDW, dist. by Digidesign, 800/333-
2137, www.digidesign.com.

—Kevin Becka B



TRUE STEREG R{v_:mss FROM THE SYSTEM 6000

NEW PRISTINE STEREO REVERR

FAVORITE PRESETS AND ALGORITHMS FROM THE M5000

REALISTAIC ENVIRONMENTS FROM A CLOSET TO A CANYON

VSS-4, SOURCE BASED REVERB PROVIDING ROOMS wITH CHARACTER
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REVERBUEIe]el8] - The Stereo Incarnation of System 6000

The massive System 6000 Reverb Palette - now in stereo! The technology
included in the Reverb 4000 is the culmination of years of research
into Reverb styles. This broad palette spans from new state-of-the-art
Reverbs to world-renowned classics - 44.1to 96 kHz Sample Rates are
a matter of course.

From the front panel of Reverb 4000 you have instant access to key
parameters - locating presets from System 6000, M5000 and vintage
devices is @ breeze with the Wizard function. The straightforward
integration between Reverb 4000 and DAW’s - via USB and the PC/Mac
ICON editor - gives you a Reverb quality you won't find inside any
workstation.

Looking for the ultimate Reverb Palette?
It’s in there!

B B oo | SSE

V884 Raverd

Master Revorb Master Early

318 khr

» CLASSIC REVERBS PROVIDING POLISHED SUSTAIN

> VINTAGE REVERB EMULATIONS INCLUDING EMT 250

» INSTANT A ER INTERFA

44.1 T0 96KHZ SAMPLE RATES AND PROCESSING

JNE ENGINE, MASSIVE SPAN|, NO COMPROMISE DESIGN

DIGITAL AND ANALOG WIDE DYNAMIC RANGE DESIGN

Mac/PC ICON EDITOR PROGRAMN INCLUDED

24 srr AES/EBU, Tos-LINK, S/PDIF, ADAT anD ANALOG 1/0’s

t.c. electronic

ULTIMaATe BQUMND MAGHINE®S

TC ELECTRONIC INC. U3A » @ (805) 373 1828 » [Fax] (805) 379 2648

WWW, TCELECTRONIC.COM




TECH'S FILES |

BY EDDIE CILETTI

Guitar Amps and Tubes

Or...No Bare Feet!

amplification technology, specifically the

tubular variety. Here are a few tips that range
from safety to sonics, and noise immunity to tube
testing. As you know, the inner workings of tube
amps can expose you to hazardous voltage. Pro-
ceed at your own risk: Keep one hand in your
pocket and wear shoes, please! No bare feet!

I have more than a passing interest in guitar-

NO MORE HOT LIPS

Anyone who's been “zorched” by a nasty shock
when your lips touch a mic while playing through
a miswired guitar amp will appreciate this: All
guitar amps with a two-pronged AC power plug
will most likely have a ground switch. The switch
must be removed and a three-conductor cable in-
stalled, initially without attaching the ground (green
wire). Unplug the amp before soldering. There are two
possible ways to connect the black and white wires
(hot and neutral, respectively) from the new power
cable. Determine correct orientation first by con-
necting an AC voltmeter from the chassis to a known
ground: the third “hole” or plate screw of the AC out-
let. Of the two possible voltages—the “wrong” one
will be in the neighborhood of 60 volts—choose the
connection that yields the lesser of the two and then
connect the green wire to the chassis. No more hot lips!

MAGIC TRICKS

Guitar amps and other “classic” audio gear are all
about nuance. One fairly simple explanation for this
magic is simply to count the number of “active de-
vices,” tubes or transistors. Keep in mind that a typ-
ical IC operational amplifier may have two-dozen
transistors. We all know what op amp clipping
sounds like: It’s nasty and symmetrical, but from
noise floor to fuzz, it’s linear-clean all the way. This
is a design goal; an op amp is not supposed to have
character, just like digital without plug-ins.

The magic, which just about everyone is looking
for, originates from a single tube or transistor gain-
stage running at full-bore. Between linear-clean and
full-overdrive is the region that [ refer to as “the sonic
air bag,” that classic richness full of lovely, inherent
flaws (distortion). Some designs have an inherently
larger air bag.

A guitar amp with four output tubes and four
dual-triodes becomes a baker’s dozen of devices if
a tube rectifier is included. While the actual number
of gain stages in the primary signal path is less than
this total, each device makes it mark. Changing the
tube rectifier to solid-state will reduce the amount of
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A preamp circuit from a 1965 Fender Twin Reverb, still
considered by many to be the “Holy Grail” of guitor amplifiers

“sag” in the power supply when the power amp is
overdriven. Choosy guitarists utilize tubes even in
the power supply.

While vacuum tubes do have unique sonic char-
acteristics, they can be configured to deliver linear
performance like an op amp. Whether solid-state or
“valve,” an op amp benefits from a greater number
of active devices, capable of incredible amounts of
gain, but operating far more comfortably in their lin-
ear region. Add some negative feedback to reduce
gain (as required by the task at hand) and distortion
is reduced, as well—to nearly unmeasureable levels
across the dynamic range—until the AC signal hits the
DC power supply rail(s). There’s no nuance in hard
clipping; lots of gain equals gobs of sustain, aka, in-
stant fuzzbox.

TUBE E OR NOT TUBE E?
For circuit designs that are all about character, every
component plays a role, from the amplification de-
vices to the resistors and capacitors. And when vacu-
um tubes are considered, heat not only accelerates
the aging process of all components, but also changes
their properties as temperatures shift from cold to hot.
This vacillation is good to keep in mind if a tube re-
placement yields a temporary fix or when you're
specifically looking for “masked” or sporadic problems.
Everyone knows to scrutinize plate resistors for
noise, but another source could be the cathode resis-
tor, although its noise may be “hidden” by the bypass
cap. If disconnecting the cap reveals some “rocky”
noise, then that resistor should be replaced. In addi-
tion, a funky/thermal cap might be responsible for in-
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termittent noise and frequency anom-
alies. The figure shows an input preamp
schematic from a Fender Twin Reverb.
The white section indicates the cap in
question.

PRE-STRESSED

Some tube vendors specialize in selling
“glassware” that is pre-tested and select-
ed for high performance. Audiophiles
pay a premium for this type of service,
though it generally does not apply to
studio and guitar types who require a
better value for their dollar. Tube per-

formance varies among manufacturers—
especially now—and even compatible
tubes like the 6L6 and 5881 are very dif-
ferent, the latter being far more linear.

It is common to match power tubes so
that each equally shares the load. These
days, I recommend that all tubes be tested
before purchase, even in the most basic
way, at minimum, to screen the clunkers.
All equipment manufacturers (hopefully)
put their valves to the test, selecting the
best for preamps: delegating the noisier
“bottles” to driver duty, with the rest
ending up in the trash.
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PRE-TESTING THE

12A?7 DUAL-TRIODE

Many circuits rely on several 12A?7-type
tubes, the “?” may be a “U” or a “T” or
an “X,” just a few of the letters that refer
to performance characteristics, the most
obvious of which is gain. (In tube lingo,
that's amplification factor. For semicon-
ductors, it’s called Beta) Military tubes
have only a four-digit number instead.
Tube and transistor parameters have a
tolerance window that varies during pro-
duction; the differences between new-old-
stock (NOS) and more recent products
can be extreme.

Most tube-testers measure only “static
electron emission,” enough to determine
that a tube is functioning as displayed on
either a numeric or a bad/good meter. A
tube could test “good” and also be bad if
it suffers from “gas,” a condition that can
cause extremely nonlinear amplification.
Because just about everything tubular us-
es a 12A?7, I began by testing each triode
section for “equal emission.” The booklet
included with my “Supreme” TV-7/U mil-
itary test set specifies a “minimum value”
of 32 per triode. (This number is specific
to the tester and does not relate to any oth-
er unit or specified parameter.)

It is easy for military-grade NOS tubes
to meet this spec and have nearly iden-
tical triode sections—off-the-shelf—but
it is far less common among modern
tubes, hence the need for pre-testing. Vari-
able-mu compressors and some Pultec
amplifiers prefer “matched” triodes, while
most preamps do not. I use this test only
to weed out the junk.

Okay, so maybe you're not going to
test tubes, although testers are available
from eBay, some with full-service docu-
mentation. So when purchasing tubes,
request that the dual-triodes be selected
for a best match. I happily paid a $1-per-
tube additional charge last year (well
worth the cost), compared to the extreme-
ly poor-quality tubes I was sent the first
time by the same company!

TESTING: ONE, TWO, THREE

Whether in a guitar amp or a mic pre-
amp, a high-gain circuit is the perfect rig
for noise tests. There’s no space here to
provide enough examples: Simply tap
on all of the tubes while the gain is up
to determine “the sensitive one.” Then,
short the input connector (if applicable)
and listen to the “tube symphonia” as the
preamp is powered up. A whole array of
whooshes and clinks can be heard as
metals expand. When things settle down,
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note the noise. Your memory should be
good enough for comparisons, but for
documentation, find a high-resolution
digital meter. Cool Edit Pro’s level meter
is worth the price of the software alone
at www.syntrillium.com.

The noise spectrum will vary consid-
erably from loud to not-so-loud, rocks or
hiss, plus another variable known as mi-
crophonics. High-gain tubes must be built
to exacting tolerances for mechanical
noise immunity. Unlike transistors, tubes
can resonate to the point of oscillation if
they're in the same enclosure as a soloing
guitarist’s loudspeaker. For the purpose of
microphonics and noise testing, all of the
12A?7 family can be tested in the high-
gain socket. Keep in mind that lower-gain
tubes like the 12AU7 will have less noise.

BIAS

Of the many contributors to a guitar
amp’s efficiency and overload character-
istics, output tube bias is one of those
voodoo variables. Mesa Engineering
solved this issue by “fixing” the bias to a
value that matched its pretested tubes,
choosing only those valves that make the
grade both at the time of manufacture, as
well as future replacement. Other amps
have adjustable bias that can easily be
misadjusted.

The purpose of bias is to set a com-
fortable operating environment for the
output tubes that will optimize their life
and minimize nasty crossover distortion
in a push-pull (Class-A/B) circuit. Many
amps run the plate voltage at maximum
so that only higher-performance tubes
can do the job. Electro-Harmonix (www.
sovtek.com) claims its 6V6 EH can toler-
ate the juice that Fender Deluxe and
Champ amps deliver. The easiest way to
observe this is to watch the tubes in a
dark room. Only the filament is supposed
to glow red and not the outer shell, called
the plate. This is the result of the grid be-
ing too positive (beyond Class-A).

A grid that’s too negative (Class-B)
will make the amp run much cooler, but
it won’t sound very good. There are
many ways to optimize bias, including
some after-market boxes from Groove
Tubes (www.groovetubes.com) that
make the process “more safe.” The high-
est voltages are at the output tube sock-
ets, so if you don’t want to invest $120
in the kit, then you may want to leave
this tweak to a pro. [ |

Eddie Ciletti isMix's resident tech. Visit wuww.
tangible-technology.com for more fun.



Justin Niebank

Cutting to the Chase

with Justin Niebank. A

Nashville-based producer/
engineer with a penchant for
roots music, Niebank was in
the middle of three projects
the week I first tried to reach
him: mixing for Brad Paisley,
cutting vocals with Rebecca
Lynn Howard and recording a
Keith Urban single.

As his very respectable
credits demonstrate, Niebank
is equally comfortable record-
ing, mixing and producing.
His engineering clients in-
clude George Strait, Delbert
McClinton and Vince Gill,
among others, and he’s han-
dled production chores for
such artists as Marty Stuart,
Blues Traveler and Nicole C.
Mullen.

Fortunately for me, Niebank was heading for a
quick busman'’s holiday at the New Orleans Jazz Fest
to kick back and check out the music, including a
set by The Iguanas, whose just-released Plastic Sil-
ver 9-Voit Heart he’d produced. In typically efficient
Niebank style, he and his wife, who raises horses,
were also taking the opportunity to check out a not-
ed Big Easy-area horse trainer. On a break from that
business, he found a cell phone-friendly spot outside
the barn and gave me a call. With no time to waste,
the basics were quickly established: Chicago native,
childhood music fanatic, electric bass player. The sto-
ry goes on from there.

It wasn’t easy to catch up

How did you go from playing to recording?

I'd been recording as a hobby. But once I got in a
studio, I was totally jazzed. I knew that’s what I want-
ed to do. I started out doing jingles, then I began do-
ing records for Alligator Records, a blues label out of
Chicago. I must have done over 20 records for them
lincluding Albert Collins’ Grammy“-winning Show-
down). As a result of those records getting attention,
I worked with Barry Beckett from the Muscle Shoals
rhythm section, which I totally jumped on. Any op-
portunity I had to get closer to the source of real
American music was what I wanted. And that took
me to Nashville.

From jingles to blues is a pretty big jump.

At the time, I just wanted to get my chops together.

BY MAUREEN DRONEY

People may pooh-pooh jingles, but if you're a music-
ian or an engineer, they're a fantastic way to devel-
op your chops and learn how to cut to the chase,
which, to me, is probably the most important thing
for an engineer to know: how to keep momentum
going and get the gig done so the technical side is
invisible to the creative side.

Doing jingles, I could work on three or four dif-
ferent kinds of music in one day. Bruce Iglauer, who
ran Alligator Records and was in the middle of a
Johnny Winter record, heard through the grapevine
about my engineering and gave me a shot. Then I
was doing jingles all day and blues records at night.
Do you think you bave an engineering style?

I like to record performances; I don’t like to record
microphones. I love to be involved in the environment
that's created when the music is bigger than anyone in
the room. I enjoy more live, organic recording process-
es. Not to mean that I'm not jazzed by technical stuff:
I do a lot of sequencing and I love using computers
for that. But, ultimately, give me a spellbinding per-
formance. That's what I want to record.

In that case, you're lucky to live in Nashuville.

Well, I usually do a wide variety of music, not just
country. I had a session with a singer [Rebecca Lynn
Howard] yesterday that was just jaw-dropping.
Everyone looked at each other and went, “Yeah, this
is why we do what we do.”

What equipment do you like to work on?

I'll work on anything. 'm pretty typical in that I love
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great old Neve and API stuff for record-
ing. I love putting things through tubes
and getting them all flamed up. At the
same time, there are a lot of newer
pieces of gear [ like. But even using new
gear, I'm still drawn to the sound of great
old recordings, the ones from L.A. in the
late '50s and ’60s, and the great English
recordings from the late '60s and '70s.
Those are still the barometers for me.

Like most engineers, I'm a complete
gear freak: I'm always looking for new
things and wanting to try the newest,
coolest thing that might get me closer to
what [ hear in my head. I'm really taken
with the Empirical Lab stuff: the Fatso
and the Distressor. I've been messing
around with the Chandler EMI compres-
sor. That rocks. I also really like the new
Universal Audio 610 mic pre’s. One of
my other favorite pieces of gear is the
TC Electronic M3000 reverb. Those are
all in my collection of stuff that makes
me go, “God, I love this!”

What do you use the Fatso for?

The thing that’s so cool about the Fatso
is, I want to try it on all sorts of differ-
ent things; it’s not just my drum mix
compressor. But when I track, I tend to
put it across my overhead mics. When I
miX, I've used it as a drum submix com-
pressor. I've also had it after another
compressor on the submix to give that
litle bit of tape-compression sound. I
use it across the kick and the snare for
that tape-saturation sound, and I've also
used it across vocals to warm them up
ever so slightly.

I's got a wide range. You could use
it strictly for tape saturation—almost like
a limiter—but it also adds a little different
distortion that's very pleasing. You can
also use it as sort of a high-end de-esser;
once again, emulating tape compression
of the high end.

What about the Chandler EMI?

I've used it as my two-mix compressor
on its Compression mode, and it did
hearken back to that late-’60s Abbey
Road Studio 3 sound. On another mix,
where I thought the drum mics were a
little flaccid, I used it in the Limiting
mode and it really helped bring out the
fire in the track. The attack times are set,
but release is variable. I tend to use a
pretty fast release, because I'm an Amer-
ican guy in the 21st century and I want
everything to pop!

What's your recording format of choice?
I've been a huge fan since day one of
the RADAR system. That’s been my main
digital format, and I still cut RADAR and




then transfer into Nuendo, which is my
DAW of choice. 'm not a Pro Tools guy,
although, obviously, it's the most used
multitrack on most of the projects I work
on. That’s fine with me; but for my own
projects, I like to use Nuendo.

For my taste, it does sound better. It
also seems more intuitive, more fluid. I
don't feel like 'm waiting for things. For
me, it’s elegant and easy, and it sounds
“killah.” I've got nothing bad to say
about Pro Tools. I could say something
bad about people over-using it....

Let’s talk about the latest Iguanas record
that you produced and engineered.

We cut it at The Castle in Franklin, just
outside of Nashville. We tried 1o cut it as
organic, live and vibe-y as possible. 1
used a lot of ribbon mics and a lot of
minimal miking to try to create space
and room around the instruments, while
still getting the sense of the guys play-
ing together.

The overdubs were down in New Or-
leans at one guy's house. I took Nuendo
and a laptop and did all of the overdubs
on them. We did vocals and guitars and
saxes and weird noises during the day,

90 Series

“While a lot of our discussion centers around
the functionality of the room, when all is said
and done - it comes down to how it looks

and how it feels.”

and I'd go back to my hotel at night and
comp vocals and make rough mixes. In
fact, a lot of the mixes I did on head-
phones in the hotel were the basis for
the final mixes. I took the laptop home
and transferred to my main computer
and we mixed off of Nuendo.

Ultimately,
give me a spellbinding
performance.
That's what | want to
record.

It sounds like you’re into “get it right
when you record il.”

If there’s one thing I've learned during
the past five years of trying to push my
own personal bar up, it’s that when [ get
to the mix, I want to be able to push the
faders up in a row and go, “There’s the
damn record.” I've had a couple of
rough mixes I've done that become hit
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singles, so I'm very aware that you can
have roughs that you have to beat when
you go to mix. The rough on Keith Ur-
ban’s “But for the Grace of God” that we
spent about 45 minutes on after we'd
finished background vocals was his first
Number One record.

Not to miake too big a deal out of it, but

it's nice to know that sometimes that kind
of thing can make it through the filter.
Sometimes, all of the whistles and bells can
get you away from the song and the feel.
Describe your setup at The Castle. Did
you use iso rooms?
We used a couple of different drum se-
tups. For the old, classic thing of every-
one leaking into each other’s mics, we
put the drum kit out in the room with
everyone, and I only used three mics on
it. Another setup in another room was
more traditional.

Then for every song, we cast a differ-
ent setup: We’d move amps around,
sometimes isolate them, and sometimes
have all of them in the same room blow-
ing into each other. We didn’t just go in
and roll tape on every song; we’d discuss
how the sound would reflect on it first.
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Okay, setup ‘A” with three mics on the
drums. What three mics?

I'm a ribbon mic fanatic; I own way too
many of them. I had my old, funky Russ-
ian Oktava, a small ribbon mic, on the
kick; a [Neumann) U47 as an overhead;
and another ribbon mic, a Coles, out in
the room.

A mono setup.

Well, on certain songs, I'd pan the over-
head and the room mic slightly left and
right.

What was the more traditional drum
mic setup?

That was off in a drum booth, actually
sort of a porch off of the side because
The Castle is like an old house: It has a
lot of stone. It's not carpeted, but there
were drapes behind the drums. I tend to
like softer surfaces behind drums to focus
the cymbals and make the sound kick for-
ward. I used standard mics: a [AKG) D112
on the kick, a [Shure] SM57 and a [AKG]
451 on the top of the snare, and a [Shure])
SM81 on the bottom. I've been really en-
joying the Audio-Technica ATM-25s on the
toms. For the overhead, I used the new
R@ODE NT4 stereo mic. For room mics, 1
used a Coles ribbon mic, set up sort of rip-
ping off the [Glyn and Andy) Johns broth-

ers, and I filled out the room mic with an
RCA 44 [pointed at the] kick drum.

The third setup was sort of in-be-
tween. There was a door between the
two rooms, and we’'d kind of mix and
match, using the leakage out of the drum
booth into the main room.

What about bass?

Bass we’d always go direct. But I also
have a vintage Ampeg B15 amp that
we’d run. I think on that we mostly used
a [AKG] 414 in omni. Other times, we’'d
use a Coles set a good six feet off.
What about bass EQ and compression?
No EQ. Distressor and Avalon direct box.
Guitars?

I have an iso box—an enclosed speaker
cabinet—made by Randall that has a 12-
inch speaker. I put a Royer 121 in there,
and we did the bajo sexto [12-string
Mexican bass guitar] and some guitars
using that. If on certain songs I wanted
more leakage, I'd just lift the lid.

For the guitar amps, I have this new
switcher box, the RD7 Radial Injector,
made by Radikal Technologies that allows
me to set up a row of half-a-dozen ampli-
fiers and try different combinations. It's a
great box, and it absolutely proved itself
on this album. I also took it direct, which
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Blues Traveler: Travelogue: Blues Traveler Classics (P/E/M,

2002)

Confederate Railroad: Rockin’' Country Party Pack (M, 2000)
Robert Cray: Heavy Picks: The Robert Cray Collection (E/M,

1999)
Vince Gill: Next Big Thing (E/M, 2003)

George Jones: The Rock: Stone Cold Country 2001 (E/M,

2001)

engineer; M = mixer

Marty Lloyd: Marigold (P/E/M and various instruments, 2003)
Patty Loveless: Bluegrass and White Snow: A Mountain Christmas (E/M, 2002),

Mountain Soul (E/M, 2001)

Shane McAnally: Shane McAnally (M, 2000)

Delbert McClinton: Nothing Personal (E/M, 2001)

John Mellencamp: Mr. Happy Go Lucky (E, 1996)

Nicole C. Mullen: Christmas in Black and White (P/E/M, 2002), Talk About It (P/EM and
various instruments, 2001), Nicole C. Mullen (P/E/M and various instruments, 2000)
Veronique Sanson: D'Un Papillon A Une Etoile (E/M, 1999), Indestructible (E/M, 1998)

Comme lis L'imaginant (M, 1996)

George Strait: For the Last Time: Live From the Astrodome

(M, 2003)

Marty Stuart: The Millenium Collection: The Best of Marty

Stuart (P, 2002)

Pam Tillis: Thunder and Roses (E/M, 2001)
Keith Urban: Golden Road (E/M, 2002)
Chely Wright: Never Love You Enough (M, 2001)
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I ran into the computer. Later on, I'd run
the direct line through Amplitude or oth-
er plug-ins to supplement the sound of a
solo, or to do things like adding some
Leslie guitar on the B section of a song.
You didn’t cut saxes live, though.

Sure we did. One of them was in the iso
and the other guy was out in the room
with the guitars and the bass going. One
of my favorite sax solos on the record
was cut live that way. I think there’s that
indescribable thing that happens with
leakage that you just can’t get with re-
verb and plug-ins.

There’s a legendary Bay Area engineer,
Fred Catero, who used to say, “Leakage
is my friend.”

It's the best. Part of an engineer’s job is to
provide as many options as possible and
not to back people into corners. A lot of
times, that makes you want to just go ahead
and separate everything, because that way,
you’re not going to be in any trouble. But
every time I work on a project where
there’s leakage, my assistant and I always
look at each other and say, “This is the way
it has to be!” You can't always do it that
way, but it thrills me when it happens.
What sax mics did you use?

RCA DX77s, a U47 and we tried one of the
new Oktava ribbon mics on a few songs.
Are you one of those guys who likes to
spend a long time getting things organ-
ized on the first day?

Both when I mix and when I record, I
like to have all of my options up on the
board. So as the creative ideas fly, it's
not, “Okay guys, give us three hours
while we set up this next thing.” I like
to have it ready to go. And when I mix,
I always have everything plugged in the
same place on the console.

I spend a fair amount of time getting
set up, but I still like to work pretty fast.
[For The Iguanas], we set up for six hours
and [ thought that was a long time.
Maybe that's left over from my jingle
days: “What, it takes longer than half-an-
hour to set up? Are you kidding me?”
What’s your bome studio like?

I live on a farm outside of Franklin, and I
built a small studio, attached to my house,
just for overdubs. It ended up being a re-
ally great litle place to do small, low-
budget records and some small mixing.
We did the Patty Loveless Mountain Soul
record there. It’s really good for mountain
and bluegrass records and for small en-
sembles. I try not to spend too much time
there because I like to spread [the work]
out if I have the opportunity. I really feel
like it’s my obligation to give work to as

many studios as I can in Nashville.
What's the console?

A [Yamaha] 02R96. I love it; it's the
greatest.

How do you choose whetber to mix in
Nuendo or on the 02R?

If 've got a rough mix that’s already feel-
ing good and I've got it coming through
Nuendo, then I'll just stay with that. But
if it's not moving me, I'll go multichan-
nel and start over on the O2R.

What are your monitors?

I have a pair of Tannoy Golds with Mas-
tering Lab crossovers that I've been us-

ing for 12 years and a pair of Genelec
1031As. At home, I still use NS-10s with
the Yamaha subwoofer.

Do you bave some goals for the rest of
the year?

To try to be a lot better than I am today,
and to be among the people trying to get
more soulful records on the radio. And
I want to see Tony Brown [who suffered
a serious accident in April] back in the
producer’s chair. He’s been a big part of
my life in Nashville. If I had only one
goal this year, it would be to see Tony
back in the game. ]
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PRODUGER MARK HUDSOM

G AND WINDING ROAD TO RINGO

By Matt Hurwitz
Former Beatle Ringo Starr calls it, simply, The
Cupboard. It’s a shrine to The Beatles in more
ways than one: a tiny wooden office over a Thai
restaurant in West Los Angeles, up whose rickety
wooden back stairs have climbed some of the
biggest names in modern music to drop in, laugh
and make dynamite records. The room is former
Hudson Brothers Mark Hudson's Whatinthe-
whathe? Studio. The walls are covered with pic-
tures of the Fabs themselves (and others), some
autographed, some posed with the proprietor.
“When Ringo first came here, I actually had to take
some of them down,” Hudson confesses. “I was
afraid he'd think I was a stalker!”

Hudson has been Starr’s producer (as well as,

Mark {center) with brothers Bill and Brett during the Hudson Brothers’ heyday.
Below: with Ringo at The Cupboard.

occasionally, for Aerosmith, Hanson and others)
since the recording of the 1998 Vertical Man. He’s
done four albums, including the recent, very
well-received Koch release, Ringo Rama. They've
been friends even longer, dating back to the early
"70s, when fellow Beatle John Lennon was in LA,
for his “Lost Weekend” period. Pals with both Starr
and legendary songsmith/singer Harry Nilsson,
Hudson was even in attendance that fateful night
at The Troubador when Lennon heckled the
Smothers Brothers and was asked to leave after
donning a sanitary napkin on his head and an-
noying a waitress. “It was a pretty raucous time,”
he recalls.

It all started after Mark Salerno and his broth-
ers, Bill and Brett, saw The Beatles play in con-
cert in 1965 in their hometown of Portland, Ore.
“It was probably my first and only homosexual ex-
perience,” jokes Hudson. “It was my lust for lov-
ing what they were doing and wanting to be a
part of that. [ just saw them having so much fun.”
Mark soon joined brother Bill’s garage band. The
MySirs (“I don’t even know what that meant.
playing drums.

Not long after changing their names to Hud-
son (“Salerno sounded like we should be shot out
of a cannon.”), the three boys got a manager, a
“Mr. Bailey,” who produced their first record in
19606. “It was in the days when the engineers wore
white smocks, and ‘recording on multitrack’
meant 3-track,” says Hudson. The following year,
at age 16, Mark and his brothers landed a deal
with Scepter Records, changed their name to the
New Yorkers and moved, suitably, to New York

—CONTINUED ON PAGE 124
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aIANLEY CLARKE
FIT I A 500 CAREER

By Chris J. Walker

Though jazz and fusion superbassist Stan-
ley Clarke has been ubiquitous on the
music scene for decades now, playing a
strong, supportive role with a wide vari-
ety of disparate artists, it has been a
decade since he put out an album of his
own music. The fact is, he never really
had the opportunity to record one during
that 10-year period, such were the de-
mands on his time. For a working musi-
cian, that’s a good thing.

In the '70s, as a co-founder (with key-
boardist Chick Corea) of the highly influ-
ential group Return to Forever, Clarke in-
fluenced a generation of both rock and
jazz bassists, and won the admiration of
people all over the world with his in-
spired and, at times, flamboyant fret work.
Whether playing electric or acoustic bass,
Clarke was regarded as a true pioneer; in-
deed, some of his harmonic innovations
on electric bass predated those of Jaco
Pastorius, who emerged as the iconic god
of electric jazz bass through his work with
Weather Report, several years after
Clarke’s tenure with RTE. As fusion waned
in the eady '80s, the Philadelphia-born
bassist started venturing into more acces-
sible and commercial aspects of contem-
porary jazz. Funk and R&B were empha-
sized with keyboardist George Duke for
the Clarke/Duke Project. Other collabora-
tions included stints with a host of top jazz
and rock players, such as Corea, drummer
Lenny White (also a member of Return to
Forever), violinist Jean-Luc Ponty, Rolling
Stones’ guitarist Keith Richards (their
group toured extensively and introduced
Clarke to a whole new rock audience), Po-
lice drummer Stuart Copeland and vocal-
ists Chaka Khan and Nancy Wilson.

Another aspect of his career—album
production—began with his first solo
project, the 1973 Children of Forever. By
1977, he had branched out and produced

R&B/jazz vocalist Dee Dee Bridgewater’s
Just Family, pop vocalists Natalie Cole,
Howard Hewett and Brenda Russell,
R&B/jazz vibraphonist Roy Avers and
others. By the early "90s, Clarke spread his
wings even more, moving into the de-
manding (but lucrative) world of writing
and/or arranging music for films and tel-
evision; to date, he’s worked on some 50
films, including such notable soundtracks
as What'’s Love Got to Do With It { The Tina
Turner Story), Boyz In the Hood, Poetic
Justice, Higher Learning and last fall's
sleeper hit, Undercover Brother. It's kept
him extremely busy, to say the least, and
has put his promising solo career on the
back burner for a while.

“After my last solo album in "93, I got
heavily into the film-composing thing,” he
explains from a hotel in Oakland, Calif.
before a gig at Yoshi’s, the San Francisco
Bay Area’s most prominent jazz club. “I
didn't really have much to say [from a solo
perspective]. 1 was going through a di-
vorce at that point, and to be quite hon-
est, I really wasn’t in the mood for mak-
ing a CD then. I've been involved with
some big soundtracks, but it’s very differ-
ent from being a solo artist, and the movie
has to take precedence over everything
else. I think I've done more recording in
the past 10 years than most people, but
it's all been directed toward film compos-

ing and soundtracks. Just the same, it's
been great.”

But attitudes and outlooks change over
time; these days, the bassist is happy to re-
turn to his solo career for a spell, making
a fine new album called 1,2, to the Bass
and touring to support it. “Usually, when
I do a soundtrack, the music from the
movie doesn’t have anything to do with
me personally,” he comments. “It's music
to enhance to the film. My own [solo] stuff
is more introspective and about what’s on
going in my head.”

Another significant distinction be-
tween film-music work and conventional
music recordings is the time constraint. In
cinema, music is usually composed late in
the process, with tremendous pressure
placed on it being written and recorded
very quickly. By contrast, Clarke says 1,2,
to the Bass was created in a “laid-back”
time frame: Overall, it took about a year-
and-a-half, from conception to finished
product, definitely a luxury never af-
forded a film soundtrack. Dan Humann,
who has helped Clarke with technical
matters for two decades, notes, “We just
didn’t have to rush through stuff, and also
there was a lot of editing on this record
as far as assembling pieces of music to
create songs.”

TRATRENT

CL

Humann set up and now operates the
bassist/producer/composer’s home stu-
dio, located in the Topanga Canyon area
of Malibuy, and is also Clarke’s FOH engi-
neer on the road. Serving in multiple ca-

—CONTINUED ON PAGE 132
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HRLO GUTHRIE 3
“ITY OF NEW ORLEANS™

By Dan Daley

Sometimes, a so-called “career record” can affect
more than one career. When Arlo Guthrie’s cover
of the late Steve Goodman’s paean to America’s
fading railroads, “City of New Orleans,” came out
as the single from Guthrie’s Hobo's Lullaby LP in
1972, it gave the folk-singing son of America’s
own hobo poet laureate, Woody Guthrie, his first
bona fide chart hit. Arlo had already become
known for his cult classic, talking-blues epic
about draft-dodging, Alice’s Restaurant, which
launched his recording career in 1967. And his
drug-joke tune “Comin’ Into Los Angeles” in
1969 showed that Guthrie could straddle both
the rock and the folk idioms. But “City of New
Orleans” left the adolescent humor of both of
those earlier tracks behind, giving Guthrie a song
for the ages rather than of the moment.

It also was a turning point for Lenny Waronker, who,
in 1972, was in the midst of building multiple careers: as
an A&R man at Warner/Reprise Records, where he signed
Little Feat, Rod Stewart and Curtis Mayfield, among oth-
ers; and as a producer, where he handled the likes of the
Doobie Brothers, Maria Muldaur and Rickie Lee Jones,
among others. But Waronker credits “City of New Orleans”
with making him a better record producer. “That was the
record that taught me to get the hell out of the way of the
song,” states Waronker, now a partner at the DreamWorks
SKG label. “If you have a great song, let it be. Learn when
to let it be itself.”

“City of New Orleans” was recorded, along with a few
other tracks from Hobo's Lullaby, at Amigo Studios, a North
Hollywood facility owned at the time by Warner Bros.
Records. Waronker had helmed Guthrie's previous LP,
which spawned “Comin’ Into Los Angeles,” and the pro-
ducer understood the depth of Guthrie’s desire to estab-
lish himself as a rock artist. “He wanted to separate him-
self from the family [folk-music] legacy, and that was
understandable at the time,” says Waronker, who, at the
same time, had a busy production schedule underway,
producing records for Gordon Lightfoot, Ry Cooder and
Randy Newman.

The ace up Guthrie’s sleeve was a song he and co-
producer/guitarist John Pilla were holding by Steve Good-
man, the esteemed Chicago singer/songwriter and record-
ing artist, who had already been diagnosed with leukemia.
Guthrie and Pilla recognized that “City of New Orleans”
was a special song and invited Waronker to hear it in a
concert Guthrie was playing in San Jose, Calif.

“The plane was late and I got to the concert just as Arlo
started playing the song,” Waronker remembers. “I didn't
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realize it was the song that they were talking about till they
were halfway through it, but you could easily recognize it
as a very unique and beautiful song. It was almost like
watching a movie, it was so cinematic. The three verses
were a play in three acts, united by the soaring chorus.”
Guthrie had created a rock arrangement for the song,
which Waronker and Pilla were less enthusiastic about.
“John and I sensed the song being done in a sort of pop
version of a Johnny Cash approach,” he says.

The first tracks for Hobo's Lullaby were recorded at Sun
West Studios in Hollywood, where Guthrie’s arrangement
of “City of New Orleans” was recorded along with several
other tunes. Waronker and Pilla continued to nudge
Guthrie toward another less-aggressive vision of the track,
“but Arlo was adamant at the time,” Waronker says. “He
didn’'c want it to be like Goodman's own version of the
song, which was folkier, the kind of thing he was trying
to get away from. But Arlo also liked a good argument.
He knew we were trying to finesse him on the song to
see it our way, and that just made him dig in harder about
it. He is a great guy with a big heart, but he did like to
take part in a benign conflict.”

On another session, this one at Amigo, hunched over
the console that was custom-built by engineers Lee
Herschberg and Al McPherson, and listening over the
Westlake monitors, Waronker and Pilla saw their chance.
They had assembled a killer crew of musicians, including
Cooder, Burritos bassist Chris Ethridge, drummer Jim Kelt-
ner and Jim Dickinson on piano. Toward the end of the
evening, around midnight, when fatigue was setting in and
Guthrie’s resistance was a bit lower, Waronker and Pilla
prevailed, stressing that this particular crew of players
could get their idea of the song across.
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They did. It was the simple, unclut-
tered and laid-back arrangement that
Waronker had envisioned, and Guthrie
soon agreed. The problem, however,
was that take late in the night resulted in
an even more laid-back tempo. “We had
rushed to get it done before it got too
late, but we didn't really think it out in
terms of tempo,” Waronker recalls. “It
was way too slow.”

So engineer Donn Landee, who had
worked on many records with Waronker,
tweaked the multitrack deck’s VSO,
speeding up the song at least a semitone
higher, just barely getting to a tempo that
Waronker thought would work. Because
overdubs were done to the sped-up multi-
track, it meant that Guthrie’s vocal range
was stretched and that tunings for over-
dubs had to be done to the track which
is always a tricky business. The good
news, though, was that the VSO'd track
covered up some of the rough edges of
the late-night recording session; Waronker
says there’s still a guitar clam or two on
the record. And as it turned out, testing
Guthrie’s vocal range worked positively,
bringing out new aspects of him as a
singer. But most of all, Waronker reports,
it gave “City of New Orleans” its ultimate
charm. “It had a kind of rickety sound to
it sped up,” he muses, “like toy musicians
were playing it. It was a technique we
used to use a lot; we used it all of the time
with Harper’s Bizarre. It was a way of
tightening things up on a track and it
smoothed out pitch issues. But this time,
we did it because it was a way around
what was becoming a depressing tempo.
And we didn't reach that conclusion the
first night; we were just so happy we got
the track. It took us a couple of days to
realize and then admit that the tempo
wasn't where it should be. So we sped it
up for very different reasons than we had
used that technique for in the past. But we
really got lucky, because it gave the track
the charm.”

Waronker and Pilla wanted to stay
with the vibe of the accelerated track so
instead of strings, they had Nick DeCaro
play accordion on it, using a reedy reg-
ister for the verses and a fuller, more
mournful sound on the choruses. The
choruses also had a choral effect achieved
by triple-tracking singers Clydie King and
Venetta Field, and then adding stereo
delay and reverb and double-tracking
Guthrie, a technique that the singer ap-
parently was not fond of. “We wanted an
angelic sound, but not too much church,”
Waronker explains. “So we told them to
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back off on the vibrato, and we built up
at least three tracks of background vocals,
plus Arlo’s vocals, and they really took the
chorus to another place.” Another aspect
of the record was the fact that overdubs
were done in real time, in contrast to the
sped-up basic track; quite an effective jux-
taposition it turned out to be.

But it was during the overdub process
that Waronker had his epiphany about
producing songs, not just artists. “There
were a lot of things we could have kept
adding to the track,” he says. “It was be-
coming so magical. We were all still
young and still learning how to make
records. But I had this moment of clarity
at one point, and said, ‘That’s enough! It
felt good, because I had been having this
internal battle about how far to take the
track. It felt good to let it go, and that’s
when I realized about getting the hell out
of the way of the song. It's a lesson I took
with me from that day on.”

“City of New Orleans” made it into the
Top 20 in the summer of 1972 and was
ubiquitous on both AM and FM radio for
months: Everywhbere, people seemed to
be singing that impossibly catchy chorus:
“Good morning, America, how are you?/
Don’t you know me, I'm your native son/
I'm the train they call the City of New Or-
leans/I'll be gone five hundred miles
when the day is done.” And though nei-
ther Guthrie nor Goodman ever scaled
such heady commercial heights again,
they created a slice of Americana that
has become an undeniable Mo s
classic, likely to be remem-
bered decades from now.

MARH HUDSON

FROM PAGE 120
City. The group got on one of those
amazing '60s package tours with their re-
gional Scepter hit, “Mr. Kirby,” playing on
an impressive roster that included The
Who, Deep Purple and Spencer Davis, all
behind headliner Herman’s Hermits.
Eventually, the group moved to LA,
making records with producer Dick
Monda and singing backup for other
artists, such as Kenny Rogers, who paid
them each $8 for their services. “There
was a camaraderie back then in record-
ing,” recalls Hudson. “You'd be walking
down the halls of A&M and you'd see
Joni Mitchell flirting with Graham Nash,
and then suddenly someone would say,
‘Hey, we’re doing handclaps in here,” and

Hudson with Ozzy Osbourne

everyone would get up and just walk in
and handclap on your record. Now, you
gotta go through their lawyer to make
sure they can get a release and someone
has to rub their neck.”

In 1972, Elton John took notice and
signed the newly renamed Hudson
Brothers to his Rocket Records, assigning
Bernie Taupin to produce. Two years
later, the Hudsons had a Top 20 hit with
Mark’s Lennon-esque “So You Are a Star”
on Casablanca Records. It was around
this time when the trio met Sonny and
Cher Comedy Hour producer Chris
Bearde at a party. He was looking for a
replacement for his stars. “He said, ‘You
guys are brothers, you're funny, you’re
cute, you're zany, come on down,” re-
calls Hudson. “It was really the beginning
and the ending of the Hudson Brothers.
The TV guys didn’t take us as serious co-
medians, because they thought we were
a rock band. And the rock people didn't
take us as serious rockers because we
were on TV.”

The group continued recording for a
few more years before disbanding in
1982. Meanwhile, Mark picked up a few
minor acting roles and eventually landed
a brief spot in 1986 as the musical direc-
tor for Fox's The Late Show With Joan
Kivers.

But it was his relationship with pro-
ducing legend Phil Ramone that led Hud-
son to return his focus to the recording
booth. Acquaintances since the late *70s,
Hudson decided to pursue “The Pope of
Pop,” as he (and quite a few others)
refers to Ramone, “to learn more about
this great lust that I had for sound. When
the Hudson Brothers broke up, I sort of
pursued bothering him, until he said to
me, ‘Okay, hang out.”

“We just hit it off, and we started doing
musical things together,” Ramone remem-
bers. Hudson began attending sessions—
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Billy Joel, Barbara Streisand, the
soundtrack to Fashdance among
them—and “I did everything from
shutting up to assisting with vocal
arrangements,” Hudson says.

At that point, Hudson admits, he
knew very little about the recording
craft itself. “But I started to learn,”
he says. “I just would watch an en-
gineer to see what he was doing,
never really understanding it. In
fact, I still don't really know. But I
know, "When he does that, this hap-
pens, and ‘When he doesn't do
that, that doesn’t happen.” Little
things like compression began to
make some sense: “I’s like a musi-
cal version of Prozac: no real lows,
no real highs, just right in the middle. It
kind of squashes everything and makes it
pump.”

At the same time, Hudson learned
some even more important concepts from
his mentor. “Phil would talk to me about
the impornance of making the artist feel
comfortable. He said, ‘If you make the
band feel great or the singer trust you,
that's when you’re a great producer. Half
of your great production will not be what

Paul McCartney, Ringo and Hudson

you know musically; it's what you know
emotionally.”

“Mark puts the fun back in recording,”
pal Ringo enthuses. “We always have
such a great time. We sing through toys!
He had found a toy in a store called a
Megamouth and we used it on the record.
He lets the musician know that anything
is possible.

“One of the problems with record-
ing today,” Starr continues, “1s a lot of the

younger guys not only don’t know
about the fun part, but probably
couldn’t mike a drum kit. It's al-
most like they have to relearn what
they tried to forget.”

Another element, often forgot-
ten, that Hudson learned from Ra-
mone was the importance of a
good song: “A lot of engineers who
have become producers really
don’t know about the song part.
Great at sound, great at whatever,
but the song has to come first.”

‘I found him very helpful to
people, especially in the song de-
partment,” notes Ramone. And,
Aerosmith buddy Steven Tyler tells
Mix, “Mark has an uncanny ability
to write songs that would appear to be
missing outtakes from Sgt. Pepper.”

“Once you've got a great song, it’s
tough to screw it up,” notes Hudson. “Af-
ter that, you've got to see how much fun
you can have recording it. And when your
act is having fun and enjoying themselves,
they trust you completely. So when you
say to them, ‘You're out of tune,’ or, ‘We're
gonna look at re-doing the bridge again,’
they believe you. That's what I learned

A HIGHER STANDARD

For Gear That Makes a EENUINE Difference. . .Studio or Livel

DRAWMER

NEWI
Tube Station g5~
24/96k Output with <7
Variable Tube Drive |o &
TS1 Preamp Comp - $1,150
TS2 Stereo Comp * $1,150

e

e

1969 Mercenary Edition

Mono/Stereo JFET Compressors
Dual Mic Pres and Tube DI » $3,100

HUDID oGRrROouUP

For the Namies of the Best Dealers on

| I
”,":;lﬁ ’

BRAUNER

NEW!

Phantam C

oRaweER
752

$1,750 * FET Condenser

Brauner's Signature Sound
Engineered forVocals/Voiceovers

ATCLC
NEW in the US
T16 Active

The Best There 1s!

$3,000/pair

Self-Powered Nearfieid

SOUNDFIELD
NEW! 422B+451 Stere/S.1 Mic
The 5.1 Solution for $ 8,000

the Planet Contact the Transamerica Audio Group
(702)365-5155 * sales@transaudiogroup.com o

126 MIX, July 2003 « www.mixonline.com

P B e,

oy

1 9 es

n.q;;;qoouoc



from Phil. As opposed to these guys that
say, ‘Shut up and do as I say.”

Hudson first worked with Ringo in
1991 during the recording of the ex-Bea-
tle’s Time Takes Time, which featured sev-
eral tracks produced by Ramone. “To this
day, Ringo brings up that his voice has
never sounded better than with Phil Ra-
mone,” Hudson says. “He’s the only one
who took the care of finding the proper
mic, which, I believe, was a U47.”

Not long after, Hudson was “pushed
out of the nest,” as he puts it, and sent
off on his own. “I was so comfortable in
‘Phil Ramone Land’ that I was afraid to
g0 away,” he admits. “To me, he was like
a dad.” By 1993, Hudson had setiled into
a new home, a large office across the hall
from the present Whatinthewhathe?,
where he not only worked but also lived
for a time. Hudson began writing and
producing demos, both his own music
and for others. “I called myself the
‘George Martin of demos,” he says with
a laugh, “because I knew about bounc-
ing, which is another lost art. You don’t
have to do that anymore, but I had to
[then].”

Working with a Tascam PortaStudio
488 8-track cassette machine, he began
working with such acts as Aerosmith, Ce-
line Dion and Ozzy Osbourne. In 1993,
Hudson co-wrote Aerosmith’s hit, “Livin’
on the Edge,” which garnered the group
a Grammy™. “Once that happened, peo-
ple wanted me to write songs with them,”
he recalls.

Hudson says his first true production
gig was for an album by Chastity Bono.
“John Kolodner, the A&R guy at Geffen,
knew that I had known her since she was
a child and asked if I'd produce her
group’s record. I was scared, but I knew
I could, so I said, ‘Yeah.” Unfortunately,
the record went unreleased, as did an-
other project important to Hudson: “I did
an entire Ozzy Osbourne album on that
488. And it’s great!” he says proudly. “It’s
called Ozzyland. Ozzy tells me he plays
it over the loudspeakers for the audience
before he goes onstage.”

By 1996, Hudson had moved across
the hall to his present digs, where he had
the opportunity to work with three young
hit-makers, Hanson, directing vocals for
their chart-topping Middle of Nowbere al-
bum (“MMMBop,” et al). “They wanted
me to work with Hanson because they
were three brothers and I came from a
three-brother act, someplace I really did-
n’t want to go back to,” Hudson says. “But
then all of a sudden, these three guys

walked in, like a litde German version of
the Hudson Brothers, with blond hair in
bowl haircuts, and I saw the dynamic, the
competition and the camaraderie.” Hud-
son would work again with the group a
year later to produce their Christmas al-
bum, Snowed n.

Hudson’s next big break came when
Ringo selected him to produce the 1998
release, Vertical Man. “Ringo was the
first guy who took a chance [on me].
He told the record company, ‘This is
my guy, and if you don't like it, you're
not getting me.” Any young producer

out there, I hope you find a Ringo.”

Starr assembled at Whatinthewhathe?
with Hudson and his small group of con-
spirators, which Ringo dubbed The Round-
heads. These included longtime Hudson
guitarist Steve Dudas, lyricist Dean Grakal
and keyboardist Jim Cox. At the Printemps
de Troubadour, an annual songwriting re-
treat in France, Hudson met Scott Gordon,
the house engineer. Gordon soon became
the Whatinthewhathe? house engineer
when things got to the point where Hud-
son could no longer engineer and perform
at the same time.
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By this time, Hudson had graduated
from the 488 to more professional studio
equipment, at least as complicated as he
could deal with. “I don’t really know what
I'm doing. I suffer from, ‘I keep turning
the knob till it sounds good,” he says,
half-kidding. “I always wished I could find
a prince somewhere; somebody who
could just say, ‘Marky, here’s what you
need.”

In stepped David Frangioni and North
Miami Beach-based Audio One. “Mark’s
approach to equipment, like his approach
to anything involving music, is very
unique,” Frangioni says. “I told David I
had a Mackie board coming and that I just
want it to work,” says Hudson. “So he set
it up for me like a caveman. Track 1 was
my bass; 2, 3, 4, 5, 6 were drums, etc. So
track 8's always the keyboards, no matter
what I do.”

To accompany Hudson’s Mackie 24x8
desk, Frangioni initially set him up with
Alesis ADATs and, later, Tascam DA-88s.
Hudson also has an impressive collection
of vintage microphones, including an
original Edison Voicemaster, an RCA 44
and a 1953 SM57, though the workhorse
of the lot is an AKG C12VR, a gift from
pal Timothy B. Schmit of The Eagles. The
studio also boasts a fine guitar and amp
collection: It's not surprising to learn that
Hudson regularly plays a 1965 Hofner
Beatle bass through a vintage Vox Super
Beatle amp on Ringo recordings.

So, The Roundheads began meeting
regularly at the studio, writing and
recording together in what has now be-
come a routine arrangement for the
group. “Ringo often will sit there with us
playing a TrapKat, an electronic drum Kkit,
which is run through the board so we can
adjust the level and hear each other talk,”
explains Hudson. “We all write together,
sometimes three of us, sometimes five of
us. And we usually get it till it's done
completely.”

Once recording began for real, Scott
Gordon was asked to join the festivities.
“I loved how Scotty worked,” says Hud-
son. “He could put up with my multiple
personalities. I need someone who, when
I go, ‘I want all high end, like a “cocaine
mix™: no bottom, I want it to straighten
people’s hair,” Scotty Gordon was there,
going, ‘All right, you mean like this,
Marky? And he just turned the knob, and
I'd go, ‘“Yes! It was great.

“An engineer really needs to be like a
gunslinger,” he continues. “There were so
many times when I said, ‘You've got to do
this in a minute-and-a-half,’ and he would

just scramble and plug, and the next
thing, Ringo’s playing the drums. I wrote
the song when I was hearing those drums.
If we hadn't had that drum track, we
would have had nothing.” Hudson says
he also prefers engineers who are, them-
selves, musicians and preferably drum-
mers, as Gordon was: “I like their sense
of rhythm. I think if more engineers were
drummers, they would know how to
punch in and out earlier.”

Hudson also credits Gordon with cap-
turing the unique, rich drum sound heard
on Starr’s Hudson-produced albums.
“Scott Gordon was responsible for mak-
ing Ringo love this room and the drum
sound,” he says. “Ringo always com-
plained that during the first five years of
The Beatles, you never heard the kick
drum. Ringo said, ‘I want a kick drum of
death [on my album],’ and Scotty nailed it,
using a [AKG] D-30.”

Starr enjoys the down-to-earth atmos-
phere of Hudson’s studio, which is 180°
from the traditional recording environ-
ment. “He likes that there’s no glass win-
dow here,” Hudson says. “There’s no
click-track. He always used to complain,
“‘Why can't I just count it off and start play-
ing?” Here, he does.”

Soundproofing was inititially not a
concern in the 1920s-era structure, which
still features the original wood floors and
doors. During a track on Vertical Man,
the neighbors came a-knocking. “At the
very end of the song ‘Mindfield,” Joe
Walsh and I were playing our guitars,
holding the last note of the song, waiting
for the sustain to die out,” Hudson recalls.
“Suddenly, we hear these angry-sounding
high heels marching down the hallway. It
was the lady from the Thai restaurant
downstairs coming to complain! She
pounded on the door to tell us to turn it
down. But when she saw Ringo sitting
there at his kit—"Ello"—she got all
friendly and offered to bring us Thai
food. I wish I were a Beatle!” During the
mix, Ringo decided to keep the high
heels at the end of the track. “He said,
‘Then at the end, we’ll blow her up!” an
effect achieved by dropping a Fender Re-
verb amp on the floor and recording the
“explosion.”

In between recording Vertical Man
and Ringo Rama, Hudson was intro-
duced to Pro Tools while working on
Aerosmith’s Just Press Play, and the pro-
ducer incorporated the technology into
his studio for the new Ringo disc: “It be-
came very, very effective from an editing
point of view,” he notes. Once again,
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Frangioni and Audio One were called on
to create not one, but two nearly iden-
tical studios: one at Hudson’s and one
at Starr’s new home studio in Sussex,
England, known as Rocca Bella. The al-
bum was recorded at both locations.
“We needed to have a robust, high-qual-
ity, scalable solution in place for both
studios,” explains Frangioni. “The studios
had to be completely compatible and had
to be compatible with other studios out-
side of their own.” Frangioni suggested
the Pro Tools HD |3 system, running Pro
Tools 5.3 on Apple G4 computers, oper-
ated with Digidesign Focusrite Control 24
control surfaces. The systems each utilize
a single Digidesign 192 interface (16x8
I/O). For recording, a half-dozen Rorke
Data Cheetah removable drives are used,
backed up by 50GB Sony AIT-2 tape uti-
lizing Rorke drives.

For effects, Rocca Bella got a TC Elec-
tronic System 6000 effects processor,
while Hudson'’s studio features a Lexicon
960L. Hudson supplements this with his
trusty Alesis MidiVerb 3, the source of a
favorite slap echo: number 51 on the dial.
“It’s a simple, cheap digital echo,” he says.
“You just turn it to ‘51’ and you become
Elvis and John Lennon; we use it all of the
time.” (Fans of Starr’s 1999 release, Ringo
Starr...I Wanna Be Santa Claus,” pro-
duced by Hudson, will remember the be-
ginning of the disc’s first track by Hudson
calling out to engineer Gordon: “A bit
more 51, a bit more 51, a bit more 51—
thank you!”]

Along with Pro Tools came new engi-
neers: Steven Tyler sideman Paul Santo,
who did basic tracking at both studios, and
Bruce Sugar, who handled the majority of
later overdubs at Whatinthewhathe?

Ringo Rama, like all great Ringo
records, features the usual lot of big-name
guests, this time including Willie Nelson,
Van Dyke Parks, Shawn Colvin, David
Gilmour, Charlie Haden and Eric Clapton.
Hudson had met Clapton during a brief
stroll to the little village near Starr’s home,
and Starr promptly invited him to play on
the George Harrison tribute, “Never With-
out You.” “He just showed up with his
guitar and his amp and said, ‘Where do
you want me to set up?” Hudson re-
members. “Our jaws just dropped. No
lawyer, no masseuse; he just came and set
up himself.” Evidently, Hudson and The
Roundheads (now including Nashville
singer/songwriter Gary Burr) are not im-
mune to being star-struck: “As soon as
Ringo called Clapton out to show him
something in the house, we each grabbed
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his guitar and posed for pictures of our-
selves with it!”

Directing such luminaries in record-
ing is not without its challenges, espe-
cially for such a fan as Hudson. “It’s easy
working with a baby band, because they
want to be bitch-slapped. But when you're
working with icon-proportion guys, you
get kind of intimidated about asking
them to do anything, because half of the
licks that you've learned and used in
your own songs you stole from them
anyway! And you gotta be cool. He can'’t
see you openly weep or blow an air bis-

/’}
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e

cuit [i.e., offer a flatulent response] or any-
thing.” Let's hope not.

Air biscuits and Hofner bass aside,
Hudson continues to bring an incredible
appreciation of a '60s Fab sound into the
21st century, with remarkably entertain-
ing results. “If music is the brandy of the
damned, then it's no wonder that Mark
Hudson gets drunk on his passions,” com-
ments Steven Tyler. And, as Ringo says of
him, “Besides being a terribly handsome
man and rather tall for his age, he’s a great
musician, has lots of energy and he’s a lot
of fun to work with.” a

-+ Quit your Day Job

And learn the career

In today’s competitive Music Industry, a solid education
must be coupled with a strong emphisis on practical

training (hands on)

This has been the focus of SAE

Institute for the last 25 years and the reason why we
have 12,000 students enrolled world wide beginning

their

career in the world of audio with SAE. These

strong educational principles mixed with industry stan-
dard equipment. Plus our staff and programs set us
apart from anyone else. SAE prepares you for the real
challenges of the music industry

SAE campuses and their studios are world
class and equipped with SSL, Neve, Studer,

Digidesign, Otari, Genelec,

Mackie, Sony,

Neumann, Focusrite and many more.

Call Toll Free
877 27 Audio

New York Nashville

Madrid Vienna Milan Zurich Singapore
gay

A total of 41campuses
f

132 MIX, jJuly 2003 » www.mixonline.com

WWW.Sae. edu

Miami Sydney Paris London Amsterdam

INSTITUTE

Liverpool Berlin Munich

world wide to meet your needs

alANLEY CLARRE

FROM PAGE 121

pacities has made Humann indispensable
to Clarke’s endeavors, and over the years,
they've matured into a solid working
team. “He’s the bulk of my work,” states
the engineer, who’s originally from Idaho.
“We're old friends, and I just ended up
taking care of all of his [recording and
touring], and it's less people for him to
deal with. He loves it when we do a con-
cert and blow up speakers in the house.
That’s one of his favorite moments,” he
says with a laugh.

At the studio in Malibu, Humann de-
signed a room based around a Fairlight
MFX3.48 digital audio workstation sys-
tem, a Mackie D8B console, JBL 28 V Se-
ries speakers and various plug-ins and
outboard pieces. He considers the setup
fairly basic; nevertheless, he’s very happy
with the Fairlight DAW: “It's an amazing
system that's very reliable. And I don't
have to worry about losing data or clips
disappearing. We've had it for three years
now, and during that time, we've only
had four hours of downtime, and half of
that was just waiting for the Fairlight techs
to show up.”

Material on Clarke’s 1,2, to the Bass
runs a gamut of genres and moods. As
you might expect, there’s some contem-
porary jazz, but there’s also a symphonic
composition, a fusion/R&B jam (“Hair”)
with high-voltage guitarist Joe Satriani
and hip hop-styled grooves. Clarke says
that he’s especially proud of the title
track, which is a collaboration with A
Tribe Called Quest’s MC, Q-Tip (Jonathan
Davis). “My son [Christopher, 23] says it’s
a great day for hip hop,” Clarke beams,
“cause it's different and we did this thing
on it that's really unusual. If you saw Q-
Tip and me on paper, you'd wonder,
‘How the hell is that going to work?” He
came with this rap that's really positive,
but not in a corny way. It's uplifting and
very poetic, with sophisticated music and
a stone hip hop beat, plus me.”

“We had a lot of other people con-
tribute to the CD,” Humann adds, “such
as Oprah Winfrey reading Maya An-
gelou’s poetry [“I Will Not Be Moved,”
produced originally by Quincy Jones
eight years agol and John Robinson,
along with Vinnie Colaiuta sending
drums tracks over on Digital Performer
files. ‘Just Cruising’ [originally written for
Undercover Brotherl had George Duke,
Gerry Brown, Paul Jackson Jr. and others
for a live session. Also, he had other bass



players, such as Jimmy Earl and Reggie
Workman come in, too. There were sev-
eral string sections recorded on analog 2-
inch tape [cut at Ocean Way, Capitol and
Sony in L.A.] and later transferred to ADAT
through an Apogee converter.” There is a
pair of tracks featuring renowned Indian
violinist L. Subramanian and, Clarke adds,
“I also do a remake of an old Donny Hath-
away tune, ‘Where Is the Love,’ [with] two
young singers, Glenn Lewis and La Melle,
on it. They're kind of like Patti Austin and
James Ingram on an old Quincy Jones al-
bum. They are really killer singers and ra-
dio really loves them. I had an idea for
that tune and always wanted to do it. It’s
really nice with strings and a hip hop beat
underneath.”

All in all, the different sessions and for-
mats equated to a lot of transfers for the
engineer and a fairly complicated mixing
strategy. Ultimately, though, Humann
mixed through the Mackie board, with the
Fairlight used as a playback deck and a
24-bit Alesis MasterLink as the mixdown
destination. This was a strictly D/D oper-
ation, and Humann averaged about a
song a day in a span of about two weeks
during October 2002. Clarke notes, “We

stayed in the digital domain, but when we
mastered, we took it to Bernie Grund-
man’s. There, it came out analog and kind
of warmed it up. They have a real nice
way of doing it over there, and it really
helps.”
| think I've done
more recording in the
past 10 years than most
people, but it’s all been
directed toward film
composing and soundtracks.
Just the same, it’s
been great.
Fans who just want to hear Clarke
wail on the bass need not worry: He

does plenty of that, too, on a wide range
of basses. “On this album, I played reg-

ular, tenor, piccolo and acoustic [bass],”
he says. “The acoustic piccolo bass
sounds much like an acoustic guitar.
Also, I have a new bass from Alembic,
because I had to retire an old bass [Se-
ries A]. [Alembic] came by and copied it
and it’s actually better than the old one.”
Humann adds, “He tends to lean toward
the Alembic basses. He tries other ones
occasionally, but he’s really attached to
the sound of them. On the record,
they're just ripping and EQ’d to the max.
But not on the low end; more so on the
high and midrange. Also, it’s a hard bass
to record because it’s so alive, with hot
dynamics and transients.”

Even though he made his mark on
music many years ago, Clarke feels that
he’s making some of his best music now.
He's a better composer and player today
than he was when his public profile was
larger. As he says, “If I knew back then
what I know about music now, I would
have really increased possibilities in that
area [composing/arrangingl.” And now,
through his film work and his revived solo
career, there’s more of his music to go
around than there has been for quite
some time. n
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by Maureen Droney

Tight security is one of the value-added
services that commercial studios are able
to offer. For Linkin Park’s charttopping
Meteora,North Hollywood’s NRG Record-
ing Services kicked it up more than a
notch.

Piracy is serious business, and labels
are getting very serious about plugging
leaks. “When you have the cooperation of
the band and management, you can pro-
tect [the musicl,” Warner Bros. Records’
chairman Tom Whalley told the Los An-
geles Times in a discussion of the Meteora

PHOTO MAUREEN DRONEY

NRG’s Wade Norton (left) and Kelly Garver

security measures. “But it has to start from
the time they hit the studio.”

NRG is already a security-conscious
facility, equipped with a centralized,
password-protected, fiber-optic SAN/Pro
Tools system, to which only designated
employees have access. There are also
combination safes with electronic key-
pads in each control room for safe stor-
age of CDs and DATs. But for the Linkin
Park sessions, a number of new policies
were instituted. Throughout the three-
month project, only manager Kelly Garver,
chief engineer Wacde Norton and assis-
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tant engineer Sean “Fox” Phelps held m SKYLINE

keys to Studio A. Bypassing NRG’s SAN,
the band supplied its own network and
passwords, along with private security
guards who logged the names of every-
one who entered their sessions. Rough-
mix CDs were logged out for off-site lis-
tening. then returned and destroyed.
Outside NRG, extreme measures also
prevailed. A guard accompanied the multi-
track masters on their flight to New York,
where final overdubs and mixing took
place. Guards were also stationed at the
New York studios, and each night, hard
drives were turned over to a security
service for safekeeping. Upon comple-
tion, final mixes were returned to LA.

f ¥
‘LINKIN PARK]

personally by band manager Rob Mc-
Dermott, who drove them from the air-
port straight to Warner Bros. in Burbank.
There, under guard, on a computer dis-
connected from the Warner Bros. internal
network, six watermarked and copy-pro-

—CONTINUED ON PAGE 138

by Rick Clark

One of the things that I have always liked
about Nashville is how closely knit and
supportive members of the music com-
munity are. The level of altruism around
here is also quite impressive. Every May,
the Nashville AES chapter puts on the Au-
dio Masters Golf Tournament, which is
sponsored by Quantegy and Mix,and held
at the scenic Harpeth Hills golf course
south of Nashville. Proceeds from the
event and the accompanying auction go
to the Nashville Engineer Relief Fund
(NERF), which has aided many individu-
als and families in the local engineering
community who have suffered from
health and/or financial predicaments.
NERF is a nonprofit group, with all do-
nations tax-deductible to the extent al-
lowed by federal law.

The tournament is also a great chance
for local engineers and producers to get
together, brush up on their swings and
hang out. The range of golf expertise
runs from serious players to total novices.
Local studios and companies sponsor the
holes and provide swag, spirits and food.
My personal fave stopover was the
Paragon Studios/Studio Network Solu-
tions sushi tent, also a hit at last year’s
event. (Paragon was also the scene of the
pre-tournament party the night before,
with plenty of great food and drinks.)

The Audio Masters Golf Tournament
began in 1998, but its genesis was in the
fall of 1997, when the AES Nashville Sec-
tion and NAPRS held the First Audio Yard
Sale at Belmont University to help out a
local engineer. “This came out of the
recognition that someone in particular
was having a serious health issue, and we
said, ‘Let’s just go have a yard sale and
raise some money, just like any group of
people might do,” says Jim Kaiser, direc-
tor of technology at Master Mix, as well
as chair of the NERF board and a mem-
ber of Audio Masters’ committee. “After
the vard sale, we recognized there ought
to be something here that we could car-
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ry on with. The idea of the golf tourna-
ment piqued everybody’s interest be-
cause it seemed like such a fun thing to
do. The first tournament went really well,
certainly due to a lot of hard work on
many people’s parts and a lot of gen-
erosity and good luck, and we've contin-
ued each year since.”

Among those who played or hung out
at this year's tourney were Chuck Ainlay,
Brian Ahern, Gary Hedden and Norbert
Putnam, who was in fine golf form. The
winning team for this year's Audio Masters
Golf Tournament was sponsored by Carl
Tatz Design: members included David
Malloy, Rob Henden, John Henden and D.
Vincent Williams. Look for photos from
the tournament in an upcoming issue.

Recently, while I was bopping into
Georgetown Masters to see what they
were up to, I had the good fortune to
catch up with John Nowland of Redwood
Digital, who has been Neil Young's engineer
and archive wizard for years. Nowland
came to Nashville to make production
masters on four classic Young albums
that are finally being released domestical-
ly on CD: On the Beach, American Stars
'n Bars, Hawks & Doves and Re-ac-tor. To
hear the master of American Stars n
Bars, one of my favorite Young albums,
on Georgetown’s mammoth system was
a big highlight for me, especially “Like a
Hurricane” and “Hold Back the Tears,”

—CONTINUED ON PAGE 140

by Paul Verna

If you ever spot a gleaming,
silver tractor trailer with the
words “Remote Recording
Services” discreetly embla-
zoned on its side, you can
safely guess that it’s heading
toward a major production.
It might be the Academy
Awards telecast, a David
Bowie concert or an all-star
event on the scale of Live
Aid or the Rock and Roll
Hall of Fame induction.

Founded in 1979 by pres-
ident and chief engineer
David Hewitt, Remote Re-
cording has been a fixture
on the road for more than
two decades, its flagship “Silver Studio”
helping to make musical history by
recording and broadcasting performances
across a wide spectrum of styles, from
heavy metal (Ozzy Osbourne) to Broad-
way (The Lion King) to classical (the
Berlin Philharmonic).

If there is a constant in the company’s
dizzyingly diverse credit list, then it is the
star quality of the performers who con-
sistently call upon Hewitt and his team.
At a time when every industry is being
pinched by shrinking budgets and down-

Pro Sound News editor Frank Wells, left, presents first place awards fo Carl Tatz’s winning crew, from left:
Rab Henden, David Malloy, Tatz and John Henden. Not pictured: D. Vincent Williams.

Remote Recording Services was on hand fo capture two recent
Eagles performances at the Office Depot Center in Fort
Lauderdale, Flo. Shown, from left, are Remote Recording president
and chief engineer David Hewitt, sales and marketing manager
Karen Brinton and producer/engineer Elliat Scheiner, who
aversaw The Eagles’ recordings.

sizing of equipment and facilities, Hewitt
proudly hauls his gargantuan rig all over
the country. His clients, he says, appreci-
ate the large truck’s size and comfort. Nei-
ther they nor Hewitt would have it any
other way.

“In the upper-end of the field, I some-
times feel like we're in the real estate
business,” Hewitt says. “A big chunk of
what we're hired for is having the large
studio, the acoustic environment and the
isolated environment, not to mention the
crew and the equipment. For these seri-
ous bands, where there’s just no contest,
they don't want the package arriving in a
roadcase. They want a place where they
can sit down and be comfortable in an
environment like what they're used to.”

While the need for space and a full-
fledged mixing facility is desirable for
recording projects, it is essential to pull
off a live broadcast job like the Oscars™.
“For that project,” says Hewitt, “we’re
providing a number of different services.
There are live announcers and all kinds
of submixes of musical elements. That
kind of project is way too complicated
for a small unit.”

Among Remote Recording’s recent

—CONTINUED ON PAGE 142

www.mixonline.com e July 2003, MIX 138




N3N0 M) & STUDIO NEWS

NORTHEAST

Clive Davis, Rob Mathis and Phil Ramone
gathered in Sound on Sound’s (New York
City) Studio E to work on a series of Rod
Stewart sessions for J Records. Also for a
J Records release, FunkMaster Flex was
tracking in Studio C with producer Joey IE
and engineer Kamel; Lil'Kim also stepped
into C with editors Rob Tewlow and
Richard Furch. .. Working on additional in-
stallments of the Bebind the Beats radio
series, host Colby Colb brought Busta
Rhymes and Tyrese into Indre Studios
(Philadelphia); Mike Richelle manned the
board for both events. Also at Indre, Billy
Corgan’s new band, Zwan, were record-
ing a radio broadcast session for Y100
with Michael Comstack handling console
duties...Blues rock guitarist/harpist Jon
Paris visited PIE Studios (Glen Cove, N.Y.)
to mix his sophomore release, Paris Blues,
the effort was mixed by Perry A. Mar-
gouleff and produced by Paris.

SOUTHERN CALIFORNIA

Paul McCartney stepped into Scream Stu-
dios (Studio City) to mix a live version of
“Hey Jude” with producer/mixer David
Kahne and engineer Michael Brauer. Sug-
ar Ray also hooked up with Kahne and
Brauer to mix their forthcoming al-
bum...Curb recording artist LeAnn Rimes
was working in Sound Image’s (Van
Nuys) Studio A on her Christmas album.
Producer/engineers Peter Amato and

Tony Maserati is oll smiles honging out with Beyonce Knowles at
The Hit Factory (New York City).
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Power rock band Prong is currently in the studio with Klown Records (L.A.) owner and producer Stevo
Bruno (Nikki Sixx, Union Underground, Fear Factory) recording their 14-track record, which is expected
out this month in time for their supporting slot on the Anthrax/Motérhead summer tour. Pictured from left
are Monte Pittman (guitar), Stevo and Tommy Victor (guitor and vocals).

Greg Pagani were at the controls, while
Matt Lavella assisted. Also feeling the
Christmas spirit, country music artist Ty
Herndon booked Studio B to work with
producer/engineer Jim Crichton on his
upcoming holiday album.

NORTHWEST

MerleFest Live! The 15th Anniversary Jam,
the debut DVD release of the Merle Wat-
son Memorial Festival, was mastered and
authored in Boulder-based Airshow Mas-
tering and its authoring partner, Zapp
Labs...Nettleingham Audio’s (Vancouver,
WA) engineer Kevin Nettleingham mas-
tered releases for Portland-area artists
Dennis Winslow, Relent For No One, jazz
guitarist/songwriter Judd
Janes, gospel artist Jen-
nifer Klotz, Larry Laatz and
Jon Hull,

MIDWEST

The Black Castle (Golden
Valley, MN) hosted Black
on Black with producer/
engineer Dargi and engi-
neer Hunter Voorheis for
tracking and overdubs;
Ian Thomas assisted.

SOUTHEAST

Jessi Alexander recorded
her MCA debut album at
Memphis’ Ardent Studios

with musicians Greg Morrow (drums),
Richard Bennett (guitar) and The Heart-
breakers’ Benmont Tench (keyboards).
Gary Nicholson handled co-production
duties and John Hampton engineered...
Recent sessions at Atlanta-based Stone-
henge: Brian Michael Cox produced
tracks for Raheem’s and Jasmine's up-
coming releases, and James Maynes pro-
duced a cut on Nivea’s next album. Sam
Thomas engineered all of the gigs and
was assisted by Kelly “Dred” Liebelt.

STUDIO NEWS

Deaf Dog Studio (Chicago) has recently
taken in a 10-year-old, 64-track analog
Focusrite board...LedBelly Sound Studio
of Atlanta recently installed a new Au-
dient ASP-8024 recording/mixing con-
sole. A new ProTools MIXPlus 5.1.3 sys-
tem has been interfaced with the
ASP-8024. Since the installation, Led-
Belly hosted sessions for Tooth and
Nail, Norma Jean, Sloppy Meateaters,
Under the Weather, Mastodon, 5 More
Dead and many unsigned local bands.
All sessions were engineered and pro-
duced by Matt Washburn...Conway
Recording (Los Angeles) owner Buddy
Brundo has upgraded his Studio B with
the addition of an SSL XL 9000 K Series
SuperAnalogue board. |

Send your Sessions & Studio News to sben
zuly@primediabusiness.com.
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"I've now used the ADK Microphones on almost
everything including vocals, guitars, and drums.
They remind me of very expensnve German mics
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~Jay Lipschutz, FOH Engineer, Jaci Velasquez
A S

Tue NEw GeENERATION oF ADK Mics HAavE ARRIVED.

Coming Soon: )

MICROPHONES

STEALT H|  cupcts Copron

. 800 NE TENNEY ROAD SUITE 110-215

= - i VANCOUVER WA 98685-2832 U.S.A.
TELEPHONE: 1-360-566-9400
MADE IN U S.A. AEROSPACE-TECHNOLOGY HIGHLY FEATURE-LADEN FACSIMILE: 1-360-566-1282

PSYCHOACOUSTIC DIGITAL AND ANALOG SONIC-IMAGING DEVICES. www.ADKMIC.com Info@ADKMIC.com




coast 1|

(WL LAZL FROM PAGE 134

tected CDs were made for senior promo-
tion execs who reviewed them to decide
the first song that would be released to ra-
dio. Those six CDs were then destroyed,
with the pieces returned to Rochelle Staab,
the Warner Bros. marketing exec in charge
of overseeing Meteord's security.

No promotional discs were distributed,
and the first single, “Somewhere I Be-
long,” was distributed to radio via satel-
lite. Reviewers were required to visit the
Warer offices, where, before listening,

they were checked for recording devices.
McDermott and members of Warner In-
ternational, accompanied by a security
guard, made a worldwide promo tour
with a single copy of the album, which
they played for selected listeners, leaving
behind only samplers with five incom-
plete tracks. All in all, Warner Bros. as-
serts, only 10 album CDs—seven in the
hands of the band—were in existence be-
fore Meteora went 1o manufacturing.
Okay, some of these tactics were prob-
ably just good theater, but the payoff for
such extra diligence was twofold: It pre-
vented the bulk of those pesky early In-
ternet leaks that have drained sales and
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excitement from the official releases by
such groups as Komn and Radiohead; and,
with the music shrouded in secrecy, an
enhanced buzz—among both industry
and the public—was created.

“We have to remind people of how
precious what we’re working with here re-
ally is,” stressed Warner Bros.’ Staab, in a
conversation that only touched the surface
of the intellectual-property issues facing
artists today. “The bottom line is, it only
takes one person to get it out there on the
Internet—to the pirates—to ruin a mar-
keting plan, to ruin all sorts of other things.
That person is rarely the one that you ac-
tually gave the music to. It’s the peripher-
al people, and when people are care-
less...I've heard all sorts of excuses, from,
Tt got lost in the mail,’ to ‘My secretary
picked it up,” to 1 just didnt know.’ So
now we don't take anything for granted.”

Musician/producer Pete Anderson’s Lit-
tle Dog Records label is now 10 years old.
That's 70 in dog years, which is probably
more what the last decade sometimes felt
like as the company navigated the labyrinth
of indie marketing and distribution. Now,
Anderson (best known for his production
and guitar work on Dwight Yoakam’s al-
bums) is putting his mubiz equivalent of a
doctorate degree to work in new directions.

A guitar player with a passion for blues
and Bakersfield-style country, Anderson
paid his dues shopping acts back in the
day before his Grammy™-winning, Plat-
inum-selling success with Yoakam. To his
surprise, a winning track record didn’t
change things all that much; post-Plat-
inum, he still found himself shopping
artists to unresponsive A&R execs. Little
Dog was born out of the frustration An-
derson—and his then-partner, producer/
bassist Dusty Wakeman—experienced
when they failed to get artists they be-
lieved in signed.

“When I first got into this business,”
Anderson recalls, “I'd have meetings with
A&R guys. They'd play me this horrible
stuff by artists they wanted me to pro-
duce, and I'd think, ‘Well, obviously, this
guy knows more than I do, because he’s
got that job and I don't”’

“But when I found myself back shop-
ping again after a lot of success, I did
about five of those meetings and—not to
be arrogant, but—I decided that they re-
ally didn’t know what they were doing.
As a result, Dusty and I, with two other
partners, started our own label.”

A long and expensive haul left Ander-
son the sole owner, and a series of distri-
bution deals left him older and wiser, but
with Little Dog’s catalog safely returned.
Three years ago, with his wife, respected



Pete Anderson of Lite Dog Records

engineer Sally Browder (Flaco Jimenez,
The Plimsouls, Eliades Ochoa), he set up
in Burbank at The Dogbone Studios—a
small, Pro Tools-equipped facility—and
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started making more of the blues and
country-rock records he loves and waited
for the right time to release them.

“] learned that you can get upside-
down really quick with distribution
deals,” he says ruefully. “Theyll press
more than you'll ever need, and you'l
never get a check because vou're always
paying back manufacturing. There’s also
a huge marketing responsibility. The mar-
keting dollars that they want just to get it
in the stores are more than you ever
thought you were going to make.

*Now [ know I just want my records
in the right stores: the mom and pops, the
mini chains, like Antone’s and Waterloo in
Austin; those places are community cen-
ters. The people behind the counter are
musicians and music fans. They’'ll tell you
where to find the best barbecue, the best
band and what records are cool. Those
are the stores I want to be in, and I only
want to sell on consignment.”

Anderson has used his Dogbone stu-
dio for Yoakam’s recordings. The first Lit-
tle Dog release out of The Dogbone was
A Country West of Nashville, a 2003 ait-
country reprise of A Toun South of Bak-
ersfield | and 2, the '80s compilations
from the Los Angeles cowpunk scene that
featured such artists as Lucinda Williams,

T
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Jim Lauderdale, Rosie Flores and Yoakam.
This time around, the geographic base
was enlarged: West of Nashville includes
cuts by unsigned artists from Seatile,
Austin, Oklahoma, Texas, Arizona and
Arkansas, as well as LA.

Set for a July release is /7 Jewels by East
L.A’s The Blazers, known for their rock-
ing roots blend that integrates everything
from blues, country and surf to norteno
and cumbia. The hard-working Blazers,
fronted by guitarist/singers Manuel Gon-
zalez and Ruben Guaderamma, play ap-
proximately 200 dates a year and fit the Lit-
tle Dog master plan: relentless touring, a
home-grown digital video, indie stores
and a few friendly radio stations.

There’s definitely a unique sound com-
ing out of The Dogbone. Although the
recording format is Pro Tools, everything
goes to Tools through an analog 16-track
Studer A800. “It's my analog effects box,”
Anderson says with a laugh. “I've basical-
ly got a G4-track 2-inch Studer. We record
different parts at different speeds and use
that for color. Like, I might record bass and
drums at 15 ips—or maybe cranked down
as slow as it will go—and then record gui-
tars and vocals at 30. That gives me that
sludgy-thud thing in the drums, where the
tape noise doesn’t matter, while the clean-
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er stuff I pump in at 30.

“Our competition, especially with
Dwight's records, has been the way they
make records in Nashville,” he continues.
“They make great records there: beautiful,
sonically perfect. But we're a little more
aggressive here, with a different land-
scape to our sound.” Anderson has some
big plans for The Dogbone: He’s current-
ly retuning the studio and considering
adding a mastering studio and duplication
business, making the facility a one-stop
shop for indie artists and labels. Look for
a full-length interview with Anderson and

engineer Browder in our “Recording
Notes” section later this year.

And the LA. Grapevine “Employee of
the Month”award goes to: Ty Griffin of Ale-
sis. Quality customer support is rare these
days; we’re all used to the “death hold,”
endless voice mail and supercilious techs.
I didn't expect much when our beloved
Masterlink lost its operating system after a
particularly vicious power outage, but
Alesis and Griffin surprised me. I reached
him immediately, he patiently walked me
through down- and reloading, and all the
while stayed straightforward and courte-
ous. Thanks, Ty. [ |

Got LA. news? E-mail MsMDK@®aol.com.
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featuring the angelic harmonies of Em-
mylou Harris and Linda Ronstadt.

While I was at Georgetown, Andrew
Mendelson turned us on to some projects
that were being recorded over at Bucky
Baxter’s new studio, Three Trees Record-
ing. The sound and sensibility of the pro-
duction was so intriguing, as was the sto-
ry about the studio’s creation, that I had
to go check it out.

Baxter is probably best known as the
ace pedal steel, banjo, dobro, guitar, all-
‘round musical utility guy for Bob Dylan,
Steve Earle and Ryan Adams. He has also
recorded with REM., Los Lobos, Jim
Lauderdale, Suzy Bogguss, Sara Evans, Joe
Henry and a host of others over the years,

Three Trees Recording is Baxter’s vibe-
y recording compound tucked away in the
heavily forested tall hills north of Nashville.
While it is less than a half an hour from

The good Doctor Moonshine, Bill VornDick, right,
with his assistant, Dr. Clyne,

Music Row, Three Trees feels like it could
be in rural upstate New York, hours away
from any municipality. “I just wanted to get
off the road and create a really comfortable
place to make music,” says Baxter. “I want-
ed to produce records and write songs and
also build a place for bands to come in and
rent by the month. We'll take care of them
in every way. You can get this place with
lodging and everything for the price of
what you would pay for just the studio in
L.A. or New York, or half of that.”

Three Trees' assemblage of buildings
has an interesting history: Much of it is
built out of old structures from the Opry-
land theme park that existed in Nashville
for many years. The huge beams that
frame most of the main studio building
came from the Grizzly River Rampage
roller coaster, while the tracking room was
created out of the Opryland gift shop. The

PHOTO: RICK CLARK




piano room was originally part of a struc-
ture that sold a lard-heavy confection
calied Elephant Ears. The cabin near the
front of the compound was once near the
Opryland railroad line and housed all of
the theme park's computers and P.A. gear.

“When the demolition crews were
crushing up Opryland, we cut [the build-
ings] up and moved them here,” Baxter

says with a laugh. “T dug 20 or 30 thou-
sand dollars’ worth of shrubs fromn Opry-
land and moved them out of there.”

The facility’s first project came to them
before the doors were officially open. It
was Cerys Matthews, the female lead
singer from the popular Warner UK band,
Catatonia.

Matthews had been touring the South-

e states and originally approached Baxter
about producing an album of traditional
blues, folk and roots music from the South.
Baxter convinced her that she should take
these inspirations, create a body of original
work and do it at Three Trees.

“The basic theme behind it is to take
the music that turned into jazz and the
blues and country music—which is basi-
cally Celtic music and black music—and
have it re-collide again,” states Baxter.
“You will either like it or you won't. We
intentionally made this record 1o slightly
offend people the first time they listened
to it. ’Cause I really didn’t care for all my
favorite records at first, either. Then I
couldn't stop listening to them.”

The resulting album, which just came
out, is called Cockahoop, a word meaning
“Over the Moon.” The sound on the al-
bum recalls the kind of intimate ambience
of the first two Band albums and Van Mor-
rison’s Astral Weeks or Veedon Fleece.
Baxter’s production is very organic, with
unusual instrumental arrangements he
and Jim Hoke scored. Throughout,
Matthews’ voice runs from frail vulnera-
bility to an almost punkish brashness,
sometimes in a single phrase.

The project was engineered and mixed
by Chad Brown, one of Nashville’s finest

Go hacktotape:??
| don't think so...

The power of digital, the soul of tape.

@ 11 B 520

techanolony

izcorp.com

800,776.1356
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up-and-comers. Brown has also produced
modern pop/rockers Mod Lang (named
after a Big Star song) and singer/song-
writer Troy Johnson. Shawn Camp also
recently cut there, as were overdubs for
the upcoming Be Good Tanyas album.
In the meantime, Baxter is looking to
refine Three Trees: “We are currently
building some cabins up around the crest
of the hill for people to write and sleep.
The main thing is this is just a really com-
fortable and affordable place to work.”
Thanks to Andrea Pizzano, Nicole

Cochran, Jim Kaiser and Andrew
Mendelson for help on this go-around of
the Skyline. |

Send your Nashville news to MrBlurge@
mac.com.

WAURL(eLI 9 31{e] FROM PAGE 135

projects were two dates with The Eagles at
the Office Depot Arena in Fort Lauderdale,
Fla,; a James Taylor live broadcast from the
Tanglewood Arts Center for Premier Radio
Networks that was carried by approxi-
mately 150 of the company’s affiliates; the
Placido Domingo and Friends “thank you”

‘0UR 420 PRODUCTS.JUST:
“WON'T FITON THIS PAGE!

PHANTOM POWER
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concert, featuring the Washington Opera at
DAR Constitution Hall; and Viva Puente, an
all-star celebration of the late Puerto Rican
legend’s music, recorded at Lincoln Cen-
ter's Avery Fisher Hall.

“The Eagles dates,” reports Remote
Recording sales and marketing manager
Karen Brinton, “were done to capture a
live version of the band’s new single, ‘Hole
In the World.’ Elliot Scheiner recorded it,
and it’s always a joy to work with him.”

The Taylor project, adds Brinton,
kicked off the artists summer tour. The
90-minute set included such hits as
“Something In the Way She Moves,” “Cop-
perline,” “Mexico,” “October Road,” “Fire
& Rain,” “Shower the People” and “Sweet
Baby James.” The band featured, among
other players, Steve Gadd on drums and
Luis Conti on percussion.

For Placido Domingo and Friends, the
Silver Studio pulled up to Constitution Hall
and recorded the all-star show featuring
Veronica Villarroel, Tatiana Pavlovskaya,
Denyce Graves, Salvatore Licitra, Danil
Shtoda, Lado Ataneli, Rene Papé and the
Three Mo’ Tenors. Domingo had to cancel
due to illness, but his absence did not
hamper the evening’s spirited mood. The
show was hosted by Mrs. Eugene B.
Casey, life chairman of the Washington
Opera, as a gesture of gratitude to the
opera’s many supporters. Mixed by Jay
Saks and Bill King, the recording is sched-
uled to air on PBS later this year.

Besides Hewitt and Brinton, the Re-
mote Recording team includes chief tech-
nical engineer Phil Gitomer, engineer Sean
McClintock and a small army of second en-
gineers who are called upon for their spe-
cific expertise in different musical styles.

“Phil does the work of three men and
a small boy,” says Hewitt. “He’s responsi-
ble for the truck, and he’s a real master at
documentation. One of the more impor-
tant things about remote recording is keep-
ing track of everything from timecode, ma-
chine numbers, video sync, takes, etc. Phil
does all of that and a lot more.”

McClintock, who has engineered proj-
ects by Maxwell, John Mellencamp and
Southern Culture on the Skids, among oth-
ers, has recently gone freelance, but con-
tinues to work with Remote Recording.

Inside the Silver Studio, Remote
Recording offers a wealth of equipment
that ranks with any world-class studio,
mobile or otherwise. The truck’s center-
piece is its Neve VRM analog console, a
48x48 model featuring Flying Faders 3.0
and Total Recall. Additionally, the Silver
Studio is equipped with four Studer 900
Series consoles that can complement the
Neve as sidecars or be used separately in
portable packages. For jobs that demand



Shown at 38 Greene, the Soho studio they co-own with parmer Gary

Moskowitz, are brothers Dan Price (left) and Jim Price.

that mic preamps be placed in close prox-
imity to the stage, Remote Recording has
40 Millenia HV-3 units and 12 API 212Ls.

Remote Recording offers all leading
recording formats, including Pro Tools.
However, the vast majority of Hewitt's
clients opt for the company’s Studer D-
827 48-track digital recorders. There are
also some analog diehards, including Neil
Young and Natalie Merchant, who prefer
the Studer A820s.

Hewitt built custom KRK main moni-

"Having used a lot of different
designer cables, this is the first

tors into the truck, but
he also offers a wide
selection of near-fields,
including KRKs, Aura-
tones, Yamahas, B&Ws
and JBLs. Like any ana-
log-oriented operation,
Remote Recording is
stocked with loads of
outboard gear and 200
microphones from all
major manufacturers.
While many location-
recording  specialists
have gravitated toward
digital consoles in re-
cent years, don’t look
for Hewitt to make the
switch anytime soon.

“Its very much a client-driven deci-
sion, and as far as basic analog technolo-
gy goes, the bulk of our clients want to
keep it that way. In terms of sound qual-
ity. I don’t think it gets any better. I'm not
dissing anybody’s digital console, but I'll
still take the sound and reliability of ana-
log gear.”

Brothers Jim and Dan Price count their
blessings when they talk about how good
business has been at 38 Greene, the adver-
tising-oriented studio they co-own with

Mic cable that I like — it just

sounds good! Ican’'t give

you a better description
than that.”

~ .[s’

-

P

Joe McGrath makes great
records: Blink 182, Taj
Mahal, Box Car Racer,
Grammy winning mixes,
and more... By melding old
school analog with today’s
°digital he is definitely in
demand. Recently Joe was

teamed with Butch Vig and Jerry
Finn recording AFI for Dream
Work's. Joe asked to "evaluate”

You've Never Sounded

Cables play an important role in your sound.
They act as resistors, which degrade the quality of your signal,

and they can also color the sound. Most cables use stranded

Oxygen-Free Copper {(OFC) for their conductors.

Zaolla’s conductors are Pure Solid Silver, which is superior to

partner Gary Moskowitz (best known for
his Baker Sound facility in Philadelphia).

“From what I'm hearing, there’s not a
ton of work out there, but we seem to be
busy, which is great,” says Jim Price. Dan
adds, “We've been booked almost eight
hours a day in each studio for several
weeks.”

It helps matters that 38 Greene is an
in-house studio for radio-production
company Oink Ink. However, Dan Price
says that at least 60% of the studio’s
bookings are coming from “outside”
work, a pretty good ratio considering
that the Price brothers and Moskowitz
built their business plan assuming that
100% of their revenue would come from
Oink.

The 10,000-square-foot, three-room fa-
cility features 5.1-channel Pro Tools|HD
systems with AV Option for video. Besides
Moskowitz, staff includes chief engineer
Joe Gauci and engineers Leslie Mona-
Mathus and Emily Frankfurt. Among 38
Greene’s recent sessions were radio and
TV spots for such products as Viagra, Ben-
Gay, Mercedes Benz, BMW and People’s
Bank. |

Send your N.Y. Metro news to pverna@uver
nacularmusic.com.

S0 Good!

Zaolla Mic and Instrument cables for

the session, and after a few weeks, we
sought his observations during a break in

the studio control room.

OFC. What this means to you is that your sound will be transparent
and uncolored. So, whether it's a guitar or microphone, the
integrity (tonality, character, subtleties, and nuances) will be
faithfully maintained. Indeed, you’ve never sounded so good.

ANALOG VIDEO DIGITAL
ZADLL A

ZAOLLA 6920 Hermosa Circle Buena Park, CA 90620 PHONE: (714) 736-9167  Fax: (714) 522-4540

www.zaolla.com
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—FROM PAGE 53, HULK

are all sorts of wild moves, sweeping
transitions, multiple panes based on a
comic book model, I suppose. Even with
something as simple as the ambience of
a room or a street, the sound is sweep-
ing in spatially with [the visuall, so if it
comes in from the right, the sound of the
neighborhood comes in from the right.
We're using the spatial element of the
track to help differentiate different panels
of information and how they transition
into each other. And since there are a lot
of these quick-sweep transitions, we’re
trying to come up with natural sounds
from within the scene to kind of give you
a sweep that matches the visual change,
as opposed to some pink-noise thing. It’s
a great way of both moving the film along
and gluing it all together.”

ONWARD TO THE FINAL!

At this stage in the film’s posting—less
than two months before it hits your local
multiplex—there is still much to be done.

Throughout The Hulk, the sound crew had o develop an internal “growl” fo show his anger.

As he fine-tunes the Hulk’s movements,
Gearty is thinking ahead to how the
sound team will give voice to Bruce Ban-
ner’s father (played by Nick Nolte) after
he is transformed into some sort of hu-
mongous rock creature late in the film.
Rydstrom is stili building backgrounds
and mixing in effects, and evervone is
dealing with the minute picture changes
that stream in daily as the folks at ILM

Hear What The Hype Is All About £

“The C-3is THE HIP new guitar mic. It gives your Marshalls
that phat-gut-punch we all crave. I'll never cut another

record without one.”
Scott Rouse -Producer, Grammy Nominee, Nashville, Tennessee

I have a microphone "wish list". You have allowed—
me to check off both the U87 with the C1 and the

C12 with the T3.
Ted Perlman - Producer/Arranger/Composer ‘ costl )
Bob Dytan, Chicago, Kaci, 2gether, Young MC P

One of the best vocal mics in the world is the $300
Studio Projects C1. You can spend way more for
‘one of those” mics from Germany if your ego demands
it, but the C1is certainly the sonic equivalent.

Pete Leoni -Producer Engineer, Tech writer and reviewer

Studiophojects““w

PMI Audio Group )

23773 Madison St., Torrance, CA 90505 USA
toll-free 877 563 6335 fax 310 373 4714

Visit Us Online at www.studioprojectsusa.com
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complete their work.

“The biggest challenge,” says Hymns.
“has been just getting everything in place
and in time against a very tight schedule
for this enormous film with such an enor-
mous scope and an enormous amount of
visual effects that are still not ready. With
a one-frame edit in the picture that takes
them 30 seconds to do, we might have
100-plus tracks to do something t. It

P b
ﬁ- -

c3 i<
Muti-Pattert Dual Tricde

Syt Sasmpaen

Multi-pattern
Cardiod, Pad, Filter
List $599

T3
Variable-pattern
Tube
List $1099

Tube Mic Pre, Discreet Class A/B switching,
with variable Tube Drive. List $299




could take us a day-and-a-quarter to SIMPLY THE BEST!

straighten [that] out, because even a sim-
ple edit across that many tracks takes a lot
of time.”

And then, lurking even further down
the road, is the matter of Elfman’s score, el g o
which was still being worked on down in P 0 0
Los Angeles the day [ was at Skywalker.
Though a gifted composer, Elfman is not
exactly Mr. Subtle. How will the music,
which the sound crew won't hear until the
final mix, affect the intricate dance be-
tween Foley, effects and dialog?

“Well, that's always the big question, is-
n't it,” says Hymns with a smile. “We have
no choice but to proceed as if there is no
music, so we've basically covered every-
thing every way that we can and been as
creative as we can, and we’'ll just have to
have our battles in the final mix. Itll be me
and Eugene and Gary and Michael Se-
manick [dialog] and the music mixer [Ellen

;. | !;ﬂ

Simon Systems four-channel RDB-400 Integrated Direct Box is simply the best direct box you can buy.
This AC powered unit boasts a totally active (transformerless) audio path design with no insertion loss.
With features like variable line level output, variable attenuation trim, unbelievable headroom, speaker-
level input pad, active unbalanced/balanced outputs, front/rear inputs and output connectors, and much
more, it's easy to see why so many professionals insist on itin the studio as wefl as on the road.

The portable single channel version DB-1A Active Direct Box
also features line-level output with no insertion loss. A three-
way indspendent power scheme facilitates rechargeable battery
capability and automatic system power check (optional PS-1
Power Supply is recommended).

For the ultimate in headphone distribution systems there is the
CB-4 Headphone Cue Box. The CB-4 features four headphone outputs
independently controlled by conductive plastic stereo power controls. The XLR
inputioutput connectors allow numerous boxes and headphones to be connected to
the same amplifier with headroom, clarity, and flexibility that cannot be achieved with active headphone }
cue amplifiers. A three-position switch selects left mono, right mono, or sterso mix, allowing for additional

cue mixes. Whenever you think signal processing, think like the pros; Simon Systems - Simply the Best!

Segall, and we’ll be huddling with Ang
seeing what works and what doesn't. |

“Its a difficult situation because the
at all costs, and we're fighting for our ef- l
fects at all costs, and SO{net.imes the di- | = ™ Manufactured by: Simon-Kaloi Engineering, Ltd.
rector doesn’t know which way to go. 2985 East Hillcrest Drive » Thousand Oaks, CA 81362
And we'll try things: ‘Let’s hear it with ef- Phone: (805) 777-1084 Fax: (805) 777-1186
‘Let’s try it with this passage of music and
effects, and then duck out the effects for
this piece and take the music out only for
what Ang wants, but we want to keep the w E w I L L B E A I
options open as much as possible. l

“I’s a very wide mix that we've done; A N Y D E A L
much more so than usual. Instead of pre- @
mixing everything onto one batch of

EVERY MAJOR BRAND~IN STOCK!

effects out over two ambience MMR8s— Guitars * Amps * Drums ¢ Keyboards ¢ Synthesizers ® Samplers
that's eight tracks each—and nine or 10 Sound Systems * Recording Equipment * Sotfware ¢ Accessories
effects MMR8s, and then three sound de-
that have material spread out on them is
really huge. But I think in terms of picture
changes and choices in the mix, it’s going
out that far, because we're locked into less
than we ordinarily might be.”

Whichever way it goes in the final mix,
aware of the behind-the-scenes skirmish- y ‘ = ‘ » 4
es, where this brilliant piece of music was : ) \ - ‘ G i
dropped in favor of some bone-rattling \ ! ' o
roar, or this ingenious effect—a product . ’. 4
of countless hours of work—ends up Shop Where the Pros Shop
The audience will (hopefully) be swept » 1) =]
away by th ol of the diecor's vision; N\.\\WWest L.A. Music

music editor is fighting for the composer

fects only.’ ‘Let’s hear it with music only.’ ( _— Webste: wiwskeng.com Email: saes @skeng com
this.’ I could make some guesses as to

tracks with no leeway, we've spread the

sign MMRS8s. So the magnitude of tracks

to be a very wise decision to be spread

the viewing audience will be blissfully un-

stranded, unheard, on some hard drive.

wowed—but not distracted Moo s

: s rof call now: 310-477-1945 eslamusic.com
by—the genius of his mil- MI!NE
lion-and-one hard choices. EXTRAS
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— THE FAST LANE |

—FROM PAGE 24, OR, IF YOU LIKE
10 days, EMusic had it pretty much ironed
out. So if you read complaints on its chats,
don't worry. They went from ratty 128
MP3s to higher-bit-rate VBRs—a huge im-
provement—and they limited the amount
you can download unsupervised to
counter the heavy hitters who download
12 hours at a time. Kind of annoying, but
I appreciate why it had to be done.

Certain fascinating glitches remain for
Mac users, and some albums that I want
are defective and remain so despite my in-
forming them as per its protocol. More on
that some other month, maybe.

If you like fringe and early historical
recordings, and even contemporary non-
prime offerings, this site is worth a shot.

AND SPEAKING OF FAILURE...

The sad truth is that most, if not all, of these
services will fail. I have done research on
the business models and assumptions
made concerning several of these ventures,
and the odds are spooky. Complicated
temporary rights contracts squeeze from
one end, while the difficulty in predicting
market response squeezes from the other.
There simply is no historical model of suc-

cess; nobody knows what will work or
what it is going to take to make it work.
Every one of these services is caught be-
tween a rock and a roll model. They exist
within a risky business limbo.

It will all shake out. There will even-
tually be a few big providers, each signed
with the same heavyweights and each of-
fering the same tunes. Their long-term
model will be like Apple’s, with most cat-
alog single-song prices gravitating toward
50 cents, and prime current releases
pulling what the market will bear.

And there will be the fringe boys,
where you go for heavy-metal surf and for
every demo, compilation, side-contract
live album and all those “historically im-
portant” early albums that today’s artists
are constantly having nightmares about.
This is basically what EMusic is, and if you
have the time to wade through a sea of
mediocre-to-pretty-bad swff, you can
build quite a nice collection of really good
stuff that you might have otherwise never
discovered. I did.

EMusic has several very well-thought-
out features, including a cool place to
store selections that you think you might
want but aren't sure about called “My

Stash.” I used this a lot. Its genre and sub-
genre structures are very good; in fact,
better than Apple’s. And its “because you
downloaded this you might like this” en-
gine is downright impressive and is the di-
rect cause of 4 gigs of music on my drive
that I hadn't expected to download.

AND NOW, ONE LAST PASS AT APPLE
If you use the exceedingly dangerous and
thrilling One-Click buy feature (licensed
from Amazon), iTMS has no “Stash” sec-
tion like EMusic. If you use the more sane
but decidedly less-rushy shopping cart
method, your planned purchases are
stored on another screen where you can
actually compare songs. This allowed me
to buy The Doors Greatest Hits (yes, last
month there were no Doors) and then re-
move five additional Doors singles that I
had added, thinking they were not on the
Hits album. There is no other place
where you can compare song lists to
check for redundancy, but it works quite
nicely here.

Now, don't think that Apple is the only
one to hook up the big boys; they are not.
But they seem to be the only one to hook
them up and offer you such unrestricted
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access and use rights. Unlike the other
services that also have major-label con-
tracts, there is no subscription and no
tethered anything. This, along with fast,
predictable audition response and almost
flawless total integration from shopping to
playing tunes on your boat, makes the
iTMS historically important.

In 16 days, 2 million tunes were sold,
and hackers began accessing private
iTunes servers to steal their songs. Nice.

At three weeks, official sales stats
stopped, but it is estimated that Apple did
about $3 million. And the hackers? There
are now four different apps available that
lie to any iTunes that is sharing streaming
audio over the Net and allow the user to
actually download and steal songs while
appearing to be a benign streaming lis-
tener. Nice again.

Apple was forced to respond by dis-
abling the Internet sharing feature in
iTunes. So as we all climb onboard, the
thieving assholes steal our songs and crip-
ple our software. We can only hope the
laws change so we can shoot them.

Jobs probably paid—and I want to be
clear here, this paragraph is pure specu-
lation and should be used only as a the-
oretical example—about 10 meg to each
of the labels to lease all available proper-
ties for “x” months. So that's 50 meg. Ap-
ple instantly generated many, many mil-
lions’ worth of solid positive press and
praise, and pulled in 1 meg cash to pay
for the servers. The labels got cash to try
this out, and we know there are options
waiting in the wings for every foreseeable
outcome. On the other hand, it is a pretty
safe guess that Jobs has only a one-year
test contract with the labels, so theft and
other troubles now can be devastating.

Why did the big boys allow Apple to
do this at all, to offer portions of their cat-
alogs so openly and totally untethered?
And why is the iTMS only available to Mac
users, and only those living in the rarified
atmosphere of OS X, and only in the U.S.?
Well, these two questions have the same
answer. This is the perfect limited-liability
experiment. If it all crashes and burns, the
disaster is confined to the smallest, most
controlled community imaginable! This is
less than 1% of the real potential market!
And if it flies, Apple can expand its mar-
ket and exposure) in steps that are natu-
rally predefined: Windows U.S....and
then the World. Mmmm. L]

SSC bas way, way too many tunes now. He
is dazed and confused. Actually, be bas
three versions of it.

Our wetware is...

pain relief for your tech nightmares
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o Certified Mac CS X Migrazion

e Future-prcofing your investment
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—~—FROM PAGE 28, THE ONE-EARED MONSTER
tape through the TV. Immediately, [ knew
something was wrong. Even through the
crummy speaker in my set, the audio
sounded squashed and off-balance. I
looked down at the deck and saw that
its “hifi audio” indicators weren't on. I
stabbed the Audio Monitor button a few
times, but nothing changed. There simply
was no hi-fi track; my beautiful audio had
been squashed onto the VHS tape’s linear
track (which sounds far worse than Beta
SP linear), in lousy, hissy, over-compressed
mono.

Of course, I jumped to the phone and
called the duplicator. “Gee,” said the en-
gineer, “you didn't say anything about
‘stereo.’ I don’t even think all of our ma-
chines have that high-quality audio thing.”
[ imagine you have to go a long way these
days to find a VHS deck without hi-fi
audio, or was it that their machines were
all 10-plus years old? But in any case, why
the hell did he think I put separate tones
on the two channels if I didn’t want
stereo? He had no answer for that. “How
many of your decks can handle hi-fi?” I
asked. “Oh, most of them. About two-
thirds, I think,” was the reply.

And what about the European-format
copies? I had no way of checking them,
but he straightened me right out: “Oh, our
PAL and SECAM machines don't do high-
quality audio.” So they were a total waste
of money. I demanded a refund on those,
and he complied.

There were lots of friends and col-
leagues waiting anxiously for their
copies of this film, and I wasn’t about to
make them wait another two weeks
while I shipped the bad dubs back to the
duplicator and went through the whole
process again. So I proposed to the en-
gineer that I would go through all of
the tapes, pick out the ones that were
hi-fi and send him back the rest. I'd pay
for the shipping, and I'd send them
overnight. He agreed, and so for the next
four hours, I plowed through 100 VHS
tapes, checking to see if the hi-fi lights
went on when I shoved each one into
my deck. I ended up keeping 26. The
rest [ put back into their boxes, scratched
out my address and replaced it with
theirs, and sent them off.

After UPS came by to pick up the
box, I put the 26 good tapes into the
padded envelopes that they had sent me
and started to address them. Before I
could put the stamps on, however, the
engineer called me back. “Hey,” he said,
“did you say you want these in stereo?

‘Cause I don't think any of them are.”
What the hell was he talking about?

“Well, when I did the run, I noticed
that the two channels on your master
were, like, at different levels? And [ know
that a lot of clients don't like it when that
happens? So I put a Y-connector on the
outputs to combine them and then an-
other Y-connector to split them so they
fed both channels on all the decks.”

At first, [ was sure he was kidding me:
I could see on the tapes [ kept that the
two channels weren't at the same level.
But before I let him off the phone, I
plugged headphones into the deck and
listened to one of the tapes. When the first
big music passage came, the sound went
from mono to...mono. No change. The
channel levels were different because,
well, they were different. Maybe this was
hi-fi, but it certainly wasn't stereo.

I demanded to speak to the boss, who,
of course, was unavailable, but he did call
me a few minutes later and was genuinely
apologetic. They'd send me 100 new dubs,
give me credit for the European tapes and
for the extra shipping charges, and get the
whole thing to me as fast as they could.
And to their credit, that's exactly what
they did. The color on some of the copies
is a little funny, but I'm going to leave that
alone.

The scariest part of all of this isn’t that
the engineer ignored my notes, misun-
derstood what I wanted or had somehow
developed this bizarre technique. (When
he called a few days later to tell me that
the new dubs were ready, he said, “Well,
I guess this will cure me from combining
the audio channels again.” Hey buddy,
glad I could be of service, but usually I
get paid to teach.) No, the scariest part
was that when I picked out that one tape
to check, there was actually a 74% chance
that I would never have realized anything
was wrong until it was much too late. Had
that first tape been one of the hi-fi dubs,
would I have put on headphones and
thus noticed it was in mono? Good ques-
tion. Maybe I would have. Or maybe I
wouldn’t have bothered until after I'd sent
out a few dozen.

Some day, they will come out with
stereo television. But until they do, when-
ever you find yourself entrusting your
tracks to anyone who dwells in the murky
world of video, first make sure that they
know how to count their ears. ]

Except for a missing upper-right molar, all
of the parts of Paul Lebrman’s bead are in
perfect symmetry.




MIX STUDIO SHOWCASE

Artisan Recorders
Mobile

P.O. Box 70247
Ft. Lauderdale, FL 33307
(954) 566-1800; Fax (954) 566-3090
e-mail: artisanrecorders@attbi.com

www.artisanmobile.com

www.artisanrecorders.com
For over 20 years, Artisan Recorders
has been providing excellence in
remote recording and broadcast.
Along with an extensive array of
equipment in a comfortable aesthetic
environment, our “Mobile Red” studio
boasts an expert staff of technicians
with a love of music and a desire for
perfection. Currently touring with
ABC’s Tom Joyner Morning Show.

When you rock, we roll.

The WALL Specializes in
Surround Production,
Mixing, and Authoring.

Recent Clients Include

Music History Live
Dianne Durrette

Boots Randolph

Mr. Groove

featuring Bonnie Bramiett

Recording

With two mobile recording
Pro Tools HD3/192 studios, 48 tracks of analog or
Pro Control digital, over 20 years of experience,
Manley and a commitment to excellence,
TC System 6000 Big Mo Recording can help make

| and everything you'd expect your next live recording a success.

Tracking * O/Dubs * Mixing D i
] ¢ Quincy Jones ¢ Fuel * Lifehouse
For Booking Contact * ABC Television ¢ Incubus

Robert Gilliam » Fox Television * Foo Fighters
thewallman@earthlink.net e W =

562.9360
877 WALL177 {0

thewallstudio.com www.BigMoRecording.com

To advertise contact:

JASON SMITH - East Coast sales
jasmith@primediabusiness.com
(510) 985-3276; (800) 544-5530

(510) 985-3259; (800) 544-5530

ONLINE AT WWW.MIXONLINE.COM

Bring Color to Your Facility with
studio Showcase Four-Color Ads!

Run your studio Showcase ad six times and color is FREE! E-mail: info@creativesoundstudios.com
Plus, your Showcase ad will appear online at no extra charge! www.creativesoundstudios.com

KEVIN BLACKFORD - West Coast sales
kblackford@primediabusiness.com

5759 Kemsvllle Rd., Orefield, PA 18069
(610) 398-9590; Fax: (610) 398-2140

Creative Sound Studios is a full-featured
audio post production environment
located near Allentown, PA. We offer
complete audio post forTV & video with
5.1 surround mixing & Dolby Prologic
Surround mixing & encoding. A large
selection of library music & sound

Upcommg trade shows effects allows for top-notch radio &
where yo-u'll Hnd'jx television commercial production. The
being distributed: 600 sq.ft. studio serves both control rooms

) for tracking, foley, & ADR. Narration/VO

: g recording & editing as well as Jingle

July Mix @ NAMM - Nashville Packages including original music make
October Mix @ AES - New York Creative Sound a one-stop shop for all

audio needs. Currently posting the 6th
season of Forensic Files for CourtTV/NBC.

FOR STUDIO ADVERTISING, contact (800) 544-5530 or {510) 653-3307; mixcluss@primediabusi com wiww.mixonline.com o July 2003, MIX 149
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Applied Research & Technology
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Audio-Technica
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FREE product information. Simply go to  advertiser.

www.mixonline.com and select “Free
IMPORTANT NOTICE TO READERS:
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Product Information” under the Resources
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gsutton@primediabusiness.com amargolis@primediabusiness.com mkanatous@pnmediabusiness.com 800/544-5530 or 510/653-3307

mixclass@primediabusiness.com

www.mixonline.com o July 2003, MIX 151



MARI LA

we got your back

Dreamhire

-

Dreambhire

all your career needs at indie-prices
one phone call...one company

Livefgv% Production Special

N 5 Cmﬂéml Live Shoot
L~ Digital Audio Recording
% J Full Editing

» “ VD MBnu Authoring
{ DVD Master

y Test Copy
000 DVD's

Dior inserts

,999

s include:

No Doubt
Coldpiay

Ben Folds
Clinic

GWAR

'Iu Tang Clan
KMFOM

Trail of Dead
The B52's

The Toadies
System Of A Down

In the nc
1o duplic
ecial packaging

artistdevelopment.com ti ree 888-782-2378

duplication
CD/DVD
Fast 3 Day Tum CDRs
Videos / Tapes

mastering

Digital / Analog Mastering
Gorgeous Control Room
Excellent Engineers

graphic design
Packaging Design
Posters / Postcards / Web
Alternative Packaging

video production

Live Video/ Audio Production
DVD Editing and Authoring
DViMenu Designs

promotion
National & Regional Radio
Tour Publicity
CD Release Publicity

distribution
Online Sales
Fulfillment / Warehousing
Drop Shipments
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WITH OVER 60 YEARS OF EXPERIENCE & IN-HOUSE FACILITIES, WE'LL PRODUCE
YOUR CD, VINYL & CASSETTE PROJECT WITH THE EXCELLENCE IT DESERVES!

CD PACKAGE:

& oy =
yres w

-$1249-

HNCLUDES: ORIGINATION « FULL COLOR 4-PAGE BOOKLET®
‘ (INSIDE B&W) ond 4-COLOR TRAY CARD"

INCLUDES: ORIGINATION * 1-COLOR 1-PAGE BOOKLET

> A % 2:(OLOR LABEL IMPRINTING® o
. (0 i
MIQ TRAY CARD" # 1-COLOR (D b\ﬂ[lv IMPRINTIN JEWEL BOX & SHRINK WRAP » QUICK TURAROUNG
» JEWEL BOX & SHRINK WRAP » QUICK TURNAROUND * o por oyl R o)
from you fien (a0 Ronndo's specs) ASK FOR OUR FREE BROCHURE

Rainbo Records and €assettes

1738 Berkeley St.* Santa Monica,CA 90404 + (310) 829-3476 @
=™ pay: (3I0)81M765-ww.nlnbomorduom-lnlognmbomords.com

adjust yvour workspace
fora perfectfit

buildyourown at Biomorply. corn

blomorgal; .

its what you rock on

NEW free ergonomic furniture catalog 888 302-DESK

\_ Blomorph is » regixtecad trademark of S Bsrlow-Lawson €043 Groud Support Equisment (US) Lod. NYC J




MARK EITI'FFEL.ACEK

CLEARSONIC PANEL

o
sreee | Sound Design
LID SYSTEM for Visual Media
&

I
AX12 Height Extenders)|

Cost Effective
Free Standing ,

Q[ﬁck & Easy Portable
Isolation! Great For Drums!

jwww.clearsonic.co
1.800.888. 6360

manutacturing

i

W

On stage or in the studio

Proudly Im‘roducmg the Quarte'r

Intensive One-Year Diploma Program

" ..o, G LY = Learn the art of digital surround sound production for the film,
-0 o 0 L o p television, animation and gaming industries at the only authorized
538 T Digidesign® Pro School in Canada. Train on the latest Pro Tools
o s B - equipment in a real-world, production-based environment. Graduate
N with Digidesign® Pro Tools Operator Certifications in music and post,
Four Element Class A Tube Recording Channel and with an impressive portfolio—all in one year.
« Tube Mic/0} Preamp from the MDP-1 « New de-esser design usint
« Tube Opto-CompreEsor from the OCL-Z  opto-inductive filtge‘ring agmd / Be here. Be heard. Call 1-800-661-4101.

« New three band tube EQ with Hl and a highly setective detector
LO shelving and six frequency peaking « Transformerless or transformer
MID band output

e 908) 665-9333
Pen‘dlﬂum AUle www‘(pem}ulumaudio‘com

Vancouver Film School www.vfs.com

€D, DVD, CASSETTE. BRAPHIC DESZ;H

da )

COMPETITORS WILL CHARGE
YOU UP TO 30% MORE FOR
THE SAME PACKAGES!
. LONELY RECORDS HAS A 10% .
PRICE GUARANTEE.
" WHY PAY MORE?

0611$ Y02 008
0S6S HO4 008
0SES 402 001

GET A FREE CATALO®
WWW_LONELYRECORDS.COM
1.800.409.8513

Progressive MUsiC [ ALL COMPLETE:
[MARATHON!

www progressivecds.com | Avail: VlgAg Full color Retail Ready Phes., with [nserts,
Master Car from your CDr & Film
PR 116 Southview Ave. S00CD'S @ SHN cn's S0
Tampa, FL 33606 veeglsoees
www.momthoncompuier.com . Info@momrhoncompuier.com Toll Free: (800) 421-TAPE not seine cheap digital cull’n;\mpltr','f
800-832.-6326 - 615-367-6467 test Turn-Around jn
& y e Known Unlverse'

NEW!SHORT RUN RETAIL READY |
(813) 251-8093 CD PACKAGHS with 1006 color inserts printed
FAX: (81 3) 251-6050 on a real offset printing press-

| 100@ S489.00, ZINI_@ S689. 30(!@\3)0(9
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where music still sounds like music. Where punch,
PestEroy GITAL vitality, space, imaging, clarity, wormth and Zuohly
OMAIN ™ are not just buzz words. We enhance musical
values with specialized techniques invented here.
Unsurpassed mastering quality by Bob Katz. Custom-built hardware and
software. Steraoization, Microdynamic Enhancement. Unique
Pracesses. Sadie Editing. Tube and Solid-State Analog Recorders.
CD Mastering Is an art. Levels, dynamics, fades, spacing...
everything Is important to you and to us.
Mastered Three Grammy Winners

CD Replication... Bookiet Printing... Graphic Design...

How to make a super or pres

1) 1X speed Glass Mastering Digital Domain

g) %a/irycontr‘;v/ , (800) 344-4361 in Orlando, FL
ention to detai — e

4j Parsonalized Service The Definitive, Awqrd-Wmmpg

5) Good, clean packaging and packing Internet CD Mastering Website

6) Dependable, on-time delivery http:/fwww.digido.com

SONIC CIRCUS

Serious Studio Infrastructure

The most comprehensive selection of recording
equipment in the world

. SONIC
v aiinge ot reguonn CIRCUS

buyer benefits., 617.690.9360
www.soniccircus.com

ANCHOR Your Speakers

With
Sound Anchor Stands

SOUND ANCHORS fi hen it
comes (0 speaker stands for your studio. We have a
complete range of designs to fill any speaker stand
requirements.

The Adjustable Stand in this picture is designed
to support small to mid sized monitors behind the
console.

ADJUSTABLE
MONITOR STAND

http:/www.soundanchors.com

STABLE...... RIGID...... DAMPED

Sound Anchors Inc.

Phone/Fax (321) 724-1237

1 DO 6

deal direct & JAUE

Compact Disc Raplication

FREE CATALOG or Cassette Duplication
CUSTOM QUOTE é l Pack

Digital Mastexing

MUSIC ppee www.CandCmusic.com

QUTSIDE THE U.S. CALL: 631-244-0800

e virence. 000+ 209 = 9193

ﬂfmw B&mfz

Stupilo MANAGEMENT
SOFTWARE .

Studio  Tech

Sessions
& Events

Contacts Projects

Libra
& Labels
Tities
& Tracks

Calendar Invoices Equipment

Communi-

calfons Services

Patchbay
Labels

Purchase
o'de,s m

Alie WLl ULLNNLS MAle LML CANLS
The #1 choice of top studios worldwide! |
Yov KNOW yov NEED 1T/

SER 1.800.450. 5740\

W 1.818.752.3900 International|
" dlizmedial

www.studiosuite.com

[MacintoshNVindows compatible & networkable across platforms

Recall

Media
Patly Cash Inventory

VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier
Anyone who has heard it knows . . .

= —

&

610-793-2526
D.W. FEARN §

www.dwfearn.com PO Box 57 * Pocopson, PA « 19366 « U.S.A.
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R0 AUDIO

888.718.0300

LABELING&
PACKAGING

FROM YOUR DESKTOP

DESIGN - PRINT - PACKAGE

, 7\514771;%‘.3“‘.4:3 1 —

' X
~
.

NEATO... YOUR #T SOURCE for
RECORDINGSUPPLIES

NFA[C

800-984-9800
www.neato.com

Use sound
judgment.

[ D] [=] [

The smart money doesn't buy until discovering
the great deals at Professional Audio Design.
We have competitive pricing on a huge selection
of new, used and vintage equipment.

All expertly serviced and warranted.

Find out more. Call, fax, stop by or
visit us on the Web. And you be the judge.

Professional
\ SUd_lo
esign
5\ Inc. =
ALWAYS A SOUND DECISION

Tel: 781.982.2600 Fax: 781.982.2610
info@proaudiodesign.com www.proaudiodesign.com
Exclusive SSL Factory Authorized Reseller www.UsedSSL.com
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MEDIA SERVICES
CD/DVD MANUFACTURING

Call today for a free quote or visit us online.
888.891.9091 | www.mediaomaha.com

What we bave to offer: $1250
‘4 Panel Booklet & Tl’a)' 4/! {films included)
‘3 Color Disk (fitms included)
* Distribution through CD BABY (frec set up)
* Free Barcode

cos

DVD's
CDR's
Tapes
Video Tapes

Graphic Design

Posters

Distnbution

Low Price Guarantee
Major Label Quality
1x Speed Glass Avatlable

Free Barcodes

NEED MORE PORTS?

High speed connectivity solutions
to meet your port expansion needs!

USB to 4 Serial Port Hub
Converts and expands a
USB port to 4 serial ports,
eliminates the need to swap
cables, and is ruggedized
for protection against
serious wear and tear.

CDs ¢ CD-ROM « CD-R » SHAPED CDs  AUDIO CASSETTES

NEED CDs?

Call: (877) 8-ACEENA
Fax: (510) 490-0123
Web: www.aceena.com

the choice is

RYSTALC/ EAR|

DISC & TAPE

U IITHACTIEXOET IS or over 30 years.

=800-880-0073

visit us at www.crystalclearcds.com

DIGITAL MASTERING ¢ ART DESIGN ¢ PRINTING * PACKAGING
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Audio Dynamix Mfg., www.CDxDVD.com
170 Coolidge Ave. Englewood, NJ 07631
tel: 201-567-5488 fax: 201-567-5411 « 1-800-455-1589
DVD's Complete Package Includes films; printing,
Direct DVD Box & Packaging.
From a costumer supplied DLT or DVD-R

3 .9 DVYD 1000.
(& L - 2000,

CD_ Ro V] 5000.
CD-AUDIO
CDs Complets Package Includes CASSETTE
Films & Proofs. v\',',‘,_!,"
or 3 color on CO, 1 reference CD,

4 page coler Printing 411, Jewsl box & Packaging®

500..

“I've used one of your (R84
ribbon) mics on almost all of the
tracks we've taken, and always
on jazz acoustic guitar. wow.
Double wow. This thing's got
high-end like | don’t remember.”

@ George Massenberg
L 4

R84 producer / engineer

$1,000.00 www.wesdooley.com 800-798-8127

";

LIMELIG!
DISC & DESIK

Toll FREE:
www.limelig

www.ap hcom

o '

€0 & OVO MANUFACTURING - ARTIST PROMO-PACKS
GRAPHIC OESIGN * FREE BAR COOE - QUALITY GUARANTEE
FREE PROOFS - POSTERS = MASTERING - 8x10 GLOSSIES

1500 CDS /FULL COLOR2PANEL- $9G -.
PoA s (e COLORZ PANE Lo 3 3
1]_)03_cqs /FULLCOLOR 2 PANEL - ¢ 4.5

HMATISE.
LD DY - i

Smart musicians across the
country depend on Limelight
Disc & Design to turn their
concepts into dazzling finished
products at the best possible
prices. From award-winning Herbie Hancock,
design to professional David Grisman,
retail-ready replication and Santana,
packaging, we can shift your NevllelBrothers,
project into high gear while dohnHammond,

The Clash,
providing excellent quality, Rosemary Clooney,
prompt deliveries and careful

Tommy Castro, Avin
attention to detail. Youngblood Hart.

Mastering
Featuring Paul
Stubblebine!
Clients include
John Lee Hooker,
Ry Cooder,




CLASSIFIEDS

mchsslﬁedAdsaretbeeaslestandﬂmeconomical means to reach a buyer
for your product or service. The classifled pages of Mix supply our readers with a
valuable shopping marketplace. We suggest you buy wisely; matl-order con-
sumers bave rights, and sellers must comply with the Federal Trade Commission,
as well as various state laws. Mix shall not be liable for the contents of advertise-
ments. For complete information on prices and deadlines, call (800) 544-5530.

SILENCE CASES

Record, Edit, Mix, Master

"I“nKP EACE.
Attenuation cases keep your PC gear
QUIET and COOL
Multiple designs avallable
starting at $429

510-655-3440
www.silencecases.com

a Hunaindareon”

$99.99

44 tiles/pack

Alpha-DST Roominators

SOUNGIREDTED Complete Acoustical Control Kit

Please call or visit our w: site for

mmhuu al informat
541-330- 6045
www.VocalBooth.com

(423)472-9410
www homestudiofoam.com

Series

(tAuralex)

Any Cable

Any Length
Any Config
or Buy Bulk

. fast turn-around

schools
churches ¢
installs

T 5 www.kleintechsys.com
ACOUSTIC INTERFACE PADS IMPROVE SOUND
Clarty, Imaging, Optimize/Exgand Tonal ange. lsosta,
Reduce, and Oampen Cabinet Distotion. Sacore Al Obiects
& Funiture for Stabiity. Giminats Spikss, Bolts, Cones,

www.auralex.com

= - ] |Mounts. Fastens & Adapts Any Spesker to Any Stand o
ﬂlcs’ll'ﬂ Surface. Great for Conter Channels Speakers, Tie Weod,
Acm Linoloum Fisors. Staps Vibration Betweon AN

i 888-765-2900

DEALERS ENCOURAGED! 561.969.2298

We specialize

in service,
dependability

\ E and price.

Production Supplies

Jireh Supplies stocks a full line

Full product line for sound
control and noise elimination.
Web: http//mww.acousticsfirstcom

SoundSuckers.com
' 1-888-833-1554

*Soundproofing Products & Supplies
*Full line of Professional booths
*Custom Projects of all kinds

/SILENT

'"— 58 Nonotck S, uam-vun»umm

INFO (413) 504-7044 - FAX (413)
ORDER (800) 583-71 74
info@silentsource com - www silentsource com INC
Acousticore Fabric Panets « Sound Barrier

E-mail: sales@soundsuckers.com

s > 4
DIFFUSER PANELS

5 ¥ Isolation H AS.C. Tube Tr
WAVE-FORMS™ ACOUSTIC PANELS Shota Wi ﬁ':mg Whns:e rWerg‘g): SOUND ISOLATION ENCLOSURES
800-449-0845 Melaflex + S.D.G. Systems ¢ Tecnifoam
. R.P.G. Diffusors « Sonex * Sound Quitt Celebrarlng over 12 years af
www.vibrantech.com

reducing sound to a Whisper!

Recording, Broadcasting, Practicing

“] turn to MIX to be exposed to new
techniques. For the serious studio
professional, or for anyone who
wants to learn more on the pro side,
MIX has the best content and stands
apart from other magazines. Those
are the readers | reach with my ad in
MiX Classified”

(DL 1021268
{B5%105)

19 Sizes and 2 Levels of Isolation Avallable
New! SoundWave Deflection System

(Change pamllel walls to noo-paraliel)
Immediate Shipping!

www.whisperroom.com
PH: 423-585-5827 FX: 423-585-3831

Richard Harold
Shreve Audio

wuww.mixonline.com july 2003, MIX

of expendable supplies including:
Duracell PROCELL batteries, Gaffers
Tape, Board Tape, Glow Tape,
Hazard Tape, and many more.

Jireh Supplies
(800) 478-2591
or visit our web site:

www.jirehsupplies.com
gbyce@jirehsupplies.com

“"LOOKING FOR A

RECORD DEAL??77"

Bu

erv
Call now to rec FREE information

TALENT 2000
1-800-499-6395

Check Out mixonline.com
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REDUCED TO 188k - FIRM
FORCED TO SELL
DUE TO RELOCATION ABROAD

This beautiful 3,000-square-foot facility, located in the heart
of Miami, was built and decorated by Italian designers in
1998. It was recently appraised at $700k. This facility
accommodates live string sessions, comes with state-of-the-art
equipment, an impressive list of clients and a design by
renown studio designers. Don’t waste time and tens of
thousands of dollars while your facility is being built; here,
you start generating revenue the next day. Latin music is hot
and MIAMI is the place. The price would make you think
that you are buying a Class-B facility, but if you have any
doubts, check out our Website with detailed floor plans and
pictures. For info, call Victor at (305) 266-1961.

WWW.OCEANVU.COM

We sweat the detalls, you make the musicl |

Put your mix on DVD - $50

—One hour of your music transferred from .AIFF
or WAV files to Dolby Digital, DTS, MLP or
PCM. Stereo or 5.1 —We do video, too.
www.jamsync.com

615-320-5050

LeapFrog makes educational toys and learning
\F products, all of which contain voice, music and
sound effects. We currently have needs for Audio
Leads and also one Senior Audio Lead with
language skills in some/any of these languages:

Korean, Mandarin, French, German, Japanese.

Job responsibilities include: work with voice talent and/or
external audio houses to record and edit dialogue; work with
producers and software engineers on technical aspects of
concatenated speech; on occasion, create, modify or contract
musical pieces or sound effects.

Please send a cover letter and your resume to:
jobs@leapfrog.com with “Audio Lead” in the subject
heading, and visit www.leapfrog.com for more information.
LEAPFROG, and the LeapFrog logo are registered trademarks.

The Entertainment Technology Show/Lighting
Dimensions International (ETS/LDI)

is now accepting applications for 2003 internships
in lighting, sound and projection. We will work with
interns to secure academic credit for seminar
production support in Orlando, November
16-23. A per diem and shared housing will be
provided in an Orlando hotel. Please send
resume and cover letter to:
Anne Valentino, ETS/LDI 2003,
|_"ID | 474 Sagamore Ave., Teaneck, NJ 076686,

ond  phone: (201) 530-9250, fax: (201) 530-0710,
BEYOriD e-mail: avalentino7 @aol.com.
20 O Please submit applications no later than August 13.

Ail‘he New England Institute
of Art & Communications-

Full-time Audio Production Instructor for Fall 2003

The New England Institute of Art & Communications seeks a full-time
Audio Production Instructor to facilitate meaningful learning in the
course competencies and proactively support all facets of the learning
environment; to provide career education through learner-centered
instruction; to encourage a culture that values mutual responsibility, life-
long learning, diversity, and ethics as well as personal and professional
development.

Successful candidates will meet the following requirements:

¢ Doctorate required.
¢ 5 years professional experience in Audio field.
¢ 3 years teaching experience at the college level preferred.

The New England Institute of Art & Communications is a private college
dedicated to helping men and women become intellectually aware,

socially responsible people as well as actively engaged and technically
competent in the fields of design and communications.
| Cover letter, CV/resume & salary requirements to:
HR, AiINE, 10 Brookline Pl. West, Brookline, MA 02445
l or beeverst@aiji.edu. EEO

A/V EQUIPMENT FINANCING

Specializing in Audlo-Video Equipment Visit Our Web Site For

«No Financlals Required ications & Qualifications
«New & Used Equipment
« Upgrade Existing Leases

We Are Direct Lenders  Call: 800 626 LFCI

1.'.—8 MIX, July 2003 * www.mixonline.com



The outlet for the finest new & pre-owned

recording cqum‘;ent anywhere.

www.odysseyprosound.com

1-800-249-1821

Phone: (978) 744-2001

Fax: (978) 744-7224

Neve 8068 & 8058 MK Il
The finest (2) vintage Neve
Consoles on the planet are
available. Both consoles have
been meticulously refurbished
and can be easily joined together
or sold separately for immediate
use. No detail of the refurbish-
ment has been overlooked. For a
complete list of the refurbishments
and enhancements contact:

craig@hingestudios.com
(312) 337-0008
Serious inquiries only

Any Questions?

GOLD RECORDS
CUSTOM MADE
7" & 12" Framed Gold or
Platinum records customized
for you or your band
E-rnall:
juvenzo2000@yahoo.com

FREE! $60%

More greal deals @ www.pssi.com/mix/

B! SOUND

STAGE 11

Call today for a FREE catalg - 888.472.8600

VOLUME

discounts.

From microphones to turnkey
studio systems, we have a
huge stock of new, used and
vintage equipment from over
100 manufacturers. Including
pre-owned SSL consoles. All
serviced and warranted by
our technical experts. Call, fax
or stop by. And hear why our
deals are better.

Professlonal

y Audio
“

Design
ALWAYS A SOUND DECISION

inc.
Tel: 781.982.2600 Fax: 781.982.2610
info@proaudiodesign.com www.proaudiodesign.com
Exclusive SSL Factory Autharized Reseller www.UsedSSL.com

VT-2 Vacuum Tube Mic Preamp
www.dwfearn.com

For Sale
s s L SOUTHERN CALIFORNIA
JSED AND VINTAGE
NEW, U
9080J THE LAST CALL YOU'LL
HAVE TO MAKE!

Phone: (818) 222-4522
Fax: (818) 222-2248
www.socalproaudio.com

= Fitted 72 Channels

» Less than 4 years old

= Uitimation moving
fader automation

s SACD-ready customized
surround monitoring

= Meticulousty maintained

= Single owner

s |Immaculate

= Non-smoking environment

UNDER COVER

Speaker Cabinets
Anything!

Consoles

www.undercovernyc.com
917 237 1535

Gel vour gear Under Cover!

. APl Audio Products
1 {410)-643-1534
zimbel@aol.com

VINTECH

AUDI

THE "X81 CLASS A"

The X81 features an all discrete class A mic pre based
on the classic Neve 1073 module but with a more com-
prehensive 4 band eq similar to the Neve 1081.

1-877-4-MIC-PRE

www.vintech-audio.com

Four channels of 1073 style mic pre's with "essential
eq", impedance adjustment and DI on each channel.
All for less than the typical price of one vintage 1073!

SATISFACTION WITH ALL VINTECH PRODUCTS IS GUARANTEED OR YOUR MONEY BACK

www.rritxonline.com_- july -2003, MIX 189



EXCLUSIVE FACTORY AUTHORIZED RESELLER THE CASE SPECIALISTS |
FREE CATALOGUE

(800) 346-4638|
(831) 683-8328, NY
(831) 683-1300, Fll|
Custom of stock sizes. |
Our prices can t be beat

- R —

www.UsedSSL.com ’

VINTAGE EQUIPMENT: SSL 4064 E/G/TR $95k *Neve 8068 MKII 32-input*
Otari Elite 48 moving faders $8,500* AMEK Mozart 56/48*AMEK Big 44-
input wivirtuat dynamics $9,500*DDA DMR12 32-input modules, 24 monitors PROFESSIONAL AUDIO DESIGN, INC.
w/EQ and patchbay $13,500*AMEK Einstein “Super E” 32-frame, 24-input (781) 982-2600
modules, patchbay, $6,500*Studer A827/820/800/80*Otari MTR0I&II* Sony
APR24/JH24* Sony 3324/3348*Lexicon 480L/PCM42*AMS RMX16/SDMX*
EMT 252/240 Gold Foil*Neumann U87*URE! LA-3As*Ampex ATR-102
%-inch*Dolby SRXP 24-channel rack*Dolby SRSP 24-channel rack*Neve |nfl'0dUClng fhe QUOffet
1073/1066/1081/1083*Pultec* Telefunken*Neumann U47/M4A9/UST*AKG C12/24* VINTECH AUDIO
NEW EQUIPMENT: VINTECH*DEMETER*CRANESONG*UNIVERSAL| | cLass A mic PREAMPS MADE wiTH| [ =80 % see* GHE
AUDIO*DPA/BRUEL & KJAER*TC ELECTRONIC*TUBE-TECH*EVENTIDE*| | _ _ 2 3 vae o
QUESTED*LEXICON*SOUNDELUX*DRAWMER*DW FEARN* MILLENNIA*
HHB*DYNAUDIO*

LIST FOR SALE {TEMS FREE*MAJOR CREDIT CARDS ACCEPTED*WE BUY VINTAGE GEAR*

www,Discount-Distributors.com

Four Element Class A Tube Channel

Pendulum Audio /5 2

. s - LY
m— = [ ] = r
//—"- — | NEVE™ 1272 compONENTS | Btauparasy (VOB)(»S-m[}
( . www.vintech-audio.com i
. =3 _call toll free: 1-877-4-mic-pre SEE OUR AD IN MARKETPLACE

HARBORSOUND

www.harborsound.com
Phone: (781) 231-0095 Fax: (781) 231-0295

extreme analog. 4 e

a1 ml"erence tape
recordin electroni

100% class A discrete
stereo or multichannel

e, ed it? We got it
iu;' - Fﬂ‘

p—

designed by David Hill

i www.vintageking.com

A T R COMPANY Stoc t new items. Always the largest vintage inventory.
emos available. Personal demos in Detroit and LA.

- Otl’:l:"slize ZDOI'?I Call for best pricing: (248) 591-9276

> Go
Allen&Heath ¢+ Meyer Sound Labs ¢ Crown ¢ dbx ¢ EAW » JBL » High End Syntom- * AKO *Allan Smart
Anchor Audio * Ashly ¢ Audix*® Audio Technica*BSS *C oC yman Crest
Horizon Snake Systems ° Telex ° Mackle ® Midas © Production Iintercom . QSC ° Sabine * Sennheiser
Shure * Sony ° Soundcraft * Tascam ° TC Blectric ® Turbosound °Vintech ° Whirlwind
Soundcraft®* Tascam ° TC Electric ® Turbosound ® Vintech ® Whirlwind

Home Page @ Over 10,000 real time new and pre-owned equipment listings
All Categories 5 Ire "
T — @ Post and Manage your own listings and wanted items
Mfg B Stock @ Full color pictures and detailed information for listings
s 2L @ Improved design layout for more functionality - Sort your findings 5 different ways
New Listings

@ Action buttons to quickly search major subjects of interest
@ Advanced Search Engine - Look up any item on our site any way that you can think of
e e @ Membership Discounts - latest offers and promotions, specials and new additions

Mission Statement

y dccon If you haven’t been to our site today,

Manage My Listings

e then you don’t know what you’re missing!

Contact Us

Wanted

702-736-3003

SoundBroker.com a division of Cash Landy Pro Sales, Inc.. Las Vegas, NV

160 MIX, July 2003 * wwewe.mixonline.com



ALAN SMART COMPRESSORS
o Ioco&o

C-1, C-2 & Multichannel version

available in the U.S. & exclusively distributed by:
Sunset Sound, Hollywood (323) 469-1186
www.sunsetsound.co_rp

CLASSIC MICS
FROM RUSSIA

VINTAGE TUBE & FET
Telefunken, NEUMANN
AKG, LOMO, OKTAVA, etc.
TEL/FAX: 011-7-095-250-4200
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/

NEUMANN © NEVE © SSL © STUDER © API © HELIOS © RCA * AKG © TELEFUNKEN

VINTAGE

Worldwide « 512.338. 6777 . mlstyhllluudio.com

$989 Slngle w/p.s. $1659 Two channel

BAE REPRO 1073 $2350 Single w/PS

CONSOLES FOR SALE
SSL 9080 J, 80 Series Neves
60- & 72-channel Neve VRs

Flying Faders or GML
Contact Gary Belz
House of Blues Studios
(818) 990-1296

——

WaveFrame

400-401-1000
Studio Frame DAW 80

Parts and Service

DIGITAL DREAMS
(818) 557- 0130

14300 Hortense Street * Sherman Oaks, CA 91423
818 784+2046 FAX 818 784+0750

www.brentaverill.com

Brest Avenild

ENTERPRISES

Alas Pro Audio
atlasproaudio.com
Phoenix-Neumann-RME ‘O

Mytek-Empirical labs

Sennhelser-Soundelux

Unlimited FreeBackgrounds f
from Original Standard Recordings
Thompson Vocal Eliminator™

VE-4 Free Brochure & Ber

Amek-vintech-Purple Better Than Karaoke for Over 25 Years!

Millennia Media-Rode. ..
Toll Free 1.866.235.0953

IT'S A GREAT TIME
TO BUY USED GEAR!

We list over 700 recording
and live boards, plus mics,
amps, effects, more.

We can help sell your
used equipment, too!
*Crown MA-5002VZ amps.
sHarrison Series 12
«DDA AMR24 ...

*Audient/Tascam
cases, processing, complete! ........ $70k

Call/E-mail far details & FREE catalog.
Those Cheerful Falks at H.T.I.C.S.

CIRCUS

A SOUND ALTERNATIVE

617.696.9360
saniccircus.cam

SEE OUR AD IN MARKETPLACE

(610) 865-9151 « Fax {610) 758-9999

[ ‘ E-mail: HTICS@aol.com
HANDCRAFTED DISKLAVIER ! l.
d dio.

6'11” DS6-Pro GRAND PIANO | i

Yamaha’s finest Grand with full |

Disklavier Pro system. Less than| [
two years old, immaculately]
maintained and prep’d for studio |
or concert use. Retails at over
$93K. Buy out my lease for $54K. '

(800) 274-8008 |

THE MIC SHOP
TUBE MICROPHONES
BOUGHT/SOLD/SERVICED
Mic Power Supplies & Cables
Bill Bradley: (615) 535-1717
Fax: (615) 595-1718
www.micshop.com

|

SoundBroker

Linking buyers & sellers together
for all your studio needs

(702) 736-3003

www.SoundBroker.com

W

OMNI

STUDID FURNITURE

l CDhDaA D8
l with Sidecars
|

OMNIRAX 800332 3393
FAX 416.332.2607

www.omnirax.com

415,332 3392 ‘

wew.mixonline.com e

IS STUDIO

consoles workstations
racks.

Www . argosy =
800.315.0878 573. 348 3333

SOUND ANCHOR

SPECIALTY AUDIO STANDS
(321) 724-1237

DESIGNED FOR ULTIMATE | soump ||
PERFORMANCE BEHIND |-
CONSOLE AND FREE SPACE | ‘
APPLICATIONS. )

S1andard & Custom Models | ANCHoes
www.soundanchors.com

f

SEE OUR AD IN MARKETPLACE

E-MAIL MARKETING
www.EQUILIBRIX.com
MONTHLY E-NEWSLETTERS

BETTER THAN A WEBSITE
photographs, info, events,
sent to your e-fans
$395/month, complete
tim taffe..319.533.6869

L AIETY ) ‘Audio Recording
ﬁ‘ Technology Institute
ORLANDO, FLORIDA

* Extensive Hands-On Training

* Musie, SFX Design, Audio Post

* Low Student/Teacher Ratio

* Placement Assistance

* Financing to Qualified Applicants
* Accredited by ACCSCT

audlocareer.com

888-543-ARTI -

¢ TRAIN AT HOME
Eny Home -Sludy practigal raining n
9. Jon our
working greduates or bwld yourown studio
ICareer guidance .. Diploma .., Licensed
~— FREE INFORMATION.

Audio Institute of America
» S Fraeaizcs CA 3121

July 2003. MIX 161



Lowest Price
Period!

* Recording Technology
* Recording for TV/Film
* Music Business

* Music Theory ~

e Small Classes™

® Placement Assistance

6305 N. 0'Connor Bivd. Sufte 119
Irving, Texas 75039

¢ Yamaha 02R
ey e  Protools
T NS ) e Synclavier
o Otari
e Tascam DA8S

FREE Guide

Saves You Time and Money!
Contact Us Today:

1-800-468-9353

www.discmakers.com
info@discmakers.com

Y DISC MAKERS

www.dallassoundlab.com

AMERICA'S BEST CD PACKAGES  HAMDS DOWN

1000 CO’s Only $1,299.00 Includes:

LMG Mastering Lab
THE TECH SHOP

Want world-class mastering?
From slammin’, in-your-face
rock and hip hop, to pristine

jazz and classical. 315.492.6854

www.lakewoodmusic.com

INSTALLATIONS &
CUSTOM WIRING

Pro Tools & DA-88 Snakes
Patchbays (TT or Y-inch}
DL & ELCO cables ® Racks
Audio Workstations ® Mic &
Guitar Cables {Any Quantity}

REPAIRS

Consoles (SSL, Neve, Mackie, efc.)
Amplifiers ® P.A.s ® Tape Machines
Outboard Gear ® Guitar Amps
Microphones ® Keyboards
Mic Pre's ® Tube Gear

DRT Mastering

You will have the fat, slammin
major-label sound that selis discs.

{Maintenance Contracts Available} Or the work is free...
- Custom gear. 1st-class results. Free broch
(818) S508-1070 800-884-2576 www.drtmastering.com

the-tech-shop.com

.« DVD-A Mastering
o AudioCube 5a

De 0. =5

1-866-DEVN OISE

GuitarWavs.com

-» Acid Loops <
Unique Original Free Samples

SUBSCRIPTION

RUES ™ ONS?
Call {800) 532-8190

(CDs, DVDs, VHS .5

CD *» CD-ROM * DVD ¢« Enhanced CDs * DVD Authoring
Video Editing * Mastering * Web Development * Tape Duplication
Design * Printing/Packaging

BUY DIRECT AND SAVE MONEY $$!

1000 CDs $499

Bulk 3 color Siikscreen CD on Spindle!

100 CDs $299

Includes FULL COLOR Insert,Traycard,
direct-on-disc printing, jewel case and shrinkwrap

Call for FREE
COLOR CATALOG

Serving the World Since 1985 www.eastcomultimedia.com

‘ EasTco Murn Mipia
s 0 L L

1 0o N s

1-800-365-8273

162 MIX, Juldy 2003 = wuw.anixonline.com

* Full color booklets ¢ design * film ¢ glass master
* Shrinkwrap ® 2 colors on disc * priority proofs

» Free barcode ¢ fast turnaround!

« Manufactured by SONY for the very best quality!

Sl s
100 CO’s Only $299.00 Includes: 100 i g
Post,
¢ Full color booklets « full color on disc * design  / 89;,3;8 -
* Shrinkwrap * priority proofs * free barcode L A

¥

* Ready in 5 days!

ELECTRIG

800-367-1084

www.electricdisc.com

CD Replication

COMPLETE PACKAGES with graphics, from
your master and e-file - no film needed. True,
commercial replication (not CD-R), plus direct-
to-plate offset printing for best quality graphics.

We do it all in our plant, so why deal with bro-
kers when you can go to the source?

DMM Vinyl Record Mastering &Pressing
Graphics Design & Printing
One of NYC’s HOTTEST Mastering Studios

Call or email for our Full-Color Catalog:
800 455-8555
email: info@europadisk.com

26 years in the music industry - WE'RE THAT GOOD!

EUROPADISK/LLC)

www.europadisk.com



RECORDING & DUPLICATING SUPPLIES

Aud o, Video & Data Storage
Media & Accessories

1\?|00 -272-2591 FAX 650-369-7446

ARCAL. sit our web site: www.arcal.com

TOTAL TAPE SERVICES

IGHEST QUALITY LOWEST PRICES!
WE MEET
OR BEAT

ANY PRICE

CD DUPLICATION

| CD Duplication |

FREE DESIGN

RETAIL READY CDs
MANUFACTURING not CO-R
SAME AS CAPITOL RECORDS
PRINTED BOOKLE
(SERTIAAGKN TRAY
2 COLORS Of
SHAINK WAAPRED iy BAR GODE

IN-HOUSE GRAPHIC DESIGN
usrng your tiles images | photcs

ONE PRICE ALL INCLUDED

1000@ $1099

Call Free 888-565-8882
dbsduplication.com

1.0 Stor Ready CDs-
8 CDs- i

|XBER 1-5T0P sHop FoR CD, AUDIO & VIDEQ CASSETTE PROSEEES!

¢ in-house graphic design
* cassette duplication
* postcards
* posters
CALL US LAST!
(727) 446-8273

¢ video duplication
* flyers @
www.totaltapeservices.co

www.TrackmasterAV.com
Toll Free: 888-374-8877
CASSETTES
GRAPHIC DESIGN & POSTERS]

CD, CassetTe, CDR and CD-ROM

Complete Packages'

DAL

DG ITAL DYNA.MI( a

Our CD & Cass's are Elgnem Iegords.cem]
|

BETTER & CHEAPER! BETZIRE R

D§ === CDs =ove
(800) 421-8273 !

1.99-- | $.99--'
Progressive Music 1 800-409-8513/

——

SEE OUR AD 'N MARKETPLACE

SEE OUR AD:IN MARKETPLACE

Thot's us delivering our last order as promised.

At MUSIC MANUFACTURING SERVICES we're not ofraid of short deadlines.
In fact, it motivates us to work harder to ensure that you get what you need
when you need it. We do everything necessary to make our promises.
And we deliver like no one else can.

We provides the most complete CD, CD-ROM, DVD, cossette, vinyl
manufacturing and duplication services offered to everyone, anywhere.

Music
MANUFACTURING
SERVICES
1-800-MMS-4CDS www.mmsdirect.com
Emposenng the independent smoe 1988

For the best price in CD Replication ... ..
there is only one number you'll need! =
1.888.891.9091 il SEE
mBASF MaXxell 2TDK || @ TDK or MITSUI suank race wmk sewersox | | MaXEIl
WS WWW MEDIROMAHA.COM (o8 [ R— 18/eq.  PERAECT || 10-99.....78 100-499......73 500+.... 68| | T
C-20. 2/e0. OO (111 BULK / SPINDLES 1111 & DK
C-30..... .. 28/ea ; Diumo_ud/SiIvet o 030000 MHSUL e 60/ ea. 1 BASF
CHROME Cr02_C-94........ 50/ eo. | | e 28180 TDKVOI = “‘::“’- SONY
- b ume bDiscoun! Taivo Yuden
46 PRODUCTIONS Clear Norelco Box/Round Edge J2/ea. D Jowel Boxes With Trays 15/ ec. | . laryoXUUED
All Lengths Available From 1 to 126 mirwtes ; [ MITSUI
25 CD-Rs - $45.......... 50 CD-Rs - $88 | P
100 CD-Rs - $150..200 CD-Rs - $290 o 2 -f Quante , Maxell De: QUANTEGY 499 6145 , ﬁ“ r:"b
ASK ABOUT OUR DISCOUNT 8 } A or Sony 'a | QUANTEGY GP9 ..$148 P
FOR ASCAP MEMBERS ———— SR @ S S¥ | BASF SM-900.... $145
From CD or CD-R master. Includes $5.40 $4.75 $4.20 $4.00 2 .60 $3.10 | WE WILL MATCH ANY ADVERTISED| 7Y% [ § QUANTEGY..  58.96 MICHELEX
CD-R in jewel box with text printing on All Formats and Brands Available. & CAINLOG PRICE = :?:SNFY zgég MELLEX
CD label. Add $35 for other digital Please Confact our Sales Department For the Lowest Prices!!! | === HHB . 57.00 @ o
master, $55 for analog master. Orders w
must be pre-paid. Shipping not included. 764 5th A —
| venue, i = SKC
42 W. 557 Hawk Circle Brooklyn, New York 11232 (e bes, CONTACT US FOR A FREE %
St. Charles, IL 60175 In NY: (718} 369-8273 — FULL LINE RECORDING 3
Phone: (800) 850-5423 24 Hour Fax: (718) 369-8275 Natienal Recording Supplies Inc. SUPPLIES CATALOG 82
E-mail: info@46p.com T TAPES i sales@NRSTAPES RIMAGE
[/ TWWW, .com - e-mail: saies .com
Visit our web page at: " . PRINCO
www.46p.com TOLL FREE 1-800-538-2336 (©utside NY Only) I v
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Complete CD Packages in Just 7-10 Days!

“1 Newsong Media redefines the standard for speed
in the replication industry with a
7-10 working day turnaround
at no extra charge.

Give us a call at -
800-964-DISC =

www.newsongmediacom N E W S @ N G menia

The industry’s premiér
music technology specialists!

Sweetwater is the notion’s leading retoiler of professional audio equipment for studio
ond slage, offering o huge selection of music technalogy producis ond instruments

1.888.655.2272

Now get 1,000 bulk
discs for only $490.00!

Lape
+0ISC

tapeanddisc.com
services

duplication

CD - R DUPLICATION
100 - $1.39 ea.

With Color Inserts 1.99 ea.
{2 Page & Tray )

Price Includes. CD - R, Duplication, Thermal

] Impnnting, Jewell Box
THE ath CREATION) Inserting of cover, &
DLPLCATIN Shrnkwrapped

N7 (936) 756-6861

DISC & TAPRPE

00-880-007 C § www.crystalclearcds.com

DIGITAL MASTERING = ART DESIGN * PRINTING =« PACKAGING

Package Includes:

- 4 Page, Color
Insert & Traycard

- 2 Color Disc
- All Film

- Jewel Boxes
- Free Barcode

8003351362

or Get your ONLINE QUOTE at: www.healeydisc.com

ealeydisc

E-mail your Mix classified ad to:
mixclass@primediabusiness.com
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including synthesizers, mixers, digital multitracks, and computer-hosed oudia
recording.

o The notion’s Iur?est selection of pra oudio eﬂuipmem fram the leading nomes
in music technology — Rolond, Mackie, Digidesign, MOTU, Fender ond more.

® An award-winning professional sales staff with years of experience in music
technalogy.

] Fudorn-uuthorized service center providing comprehensive support before and
after the sale.

® Prices you'll love on the geor you want.

........

www.sweetwater.com music technology direct”

SoundBroker

Linking buyers & sellers together
for all your studio needs

(702) 736-3003

www.SoundBroker.com

LAST OF
THE GREAT

SOUNDING
AMEKS!

For Sale:
68-channel Amek 2520
Used by Pink Floyd
Producer James Guthrie

BUILDER

RECORDING
STuoios
AND ALL TYPES
OF SOUND ROOMS
25 YEARS
EXPERIENCE

(805) 493-5794

E-mail:
Ibelling@mac.com




The Professional's S(;I_JRCE for all .your —
PRO-AUDIO and RECORDING needs 1= B

. h . l. I
M * Built To Order Computer Based Turnkey Systems % GOLD
» '..‘. % for Macintosh or Windows

oo :
| B, ™" o « Expert Advice from Working Professionals!

M » World's Largest In-Stock Inventory!
3 peEiee e
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e}
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tpar® 3
P
/

PHOTO - VIDEQ - PRO AUDIO COIII
When in New York City o
Be Sure To Visit Our__ o ausiisss : | "'j-f--'-;s..’-.

SuperStoress

. _ ; For Information Call: Sore and Mail Order Hours:
420 Nlnth Ave.  s00-047-5508 « 212- 344-6698 = Sun. 10-5, Mon. thru Thurs. 9-7
Between 33rd & 34th Streets, ; or Fax (24 Hours): . Fri.9-1, Sat. Closed
New York, N.Y. 10001 : 800-947-7008 e 212-239-1770 WE SHIP WORLDWIDE




Grace Design Model 101
Critically acclaimed microphone preamp for any MOTU interface

One Perfect Channel: the Grace Design Mode! 101 is a single serving of the critically
acclaimed Grace Design 801 microphone preamplifier, and it's the perfect compliment
to your MOTU 828mkil — or any other MOTU audio interface. The Model 101 is
Grace Design pedigree throughout with fully balanced and transformerless design
and no electrolytic capacitors in the signal path. The included instrument DI input
is designed to accommodate a wide variety of high-impedance input sources, making
it an ideal choice as a DI box that flawlessly preserves any input signal. The 101
delivers incredible bandwidth, headroom and resolution that produces remarkably
natural, musical and detailed sound. The ultimate mic preamp for under $1000.

BIAS Peak 4 — 4 Is More
The ultimate waveform editing companion for DP4 and MachFive

Burns redbook CD's directly. Reads/writes MP3, MP4( AAC™), 24 bit WAVE & more.
Batch process dozens or even thousands of files. Ultra fast waveform editing now
even faster. Launch directly from DP4. Unlimited undo/redo with graphic edit histories.
Unique DSP and looping tools like the stunning new sample based ImpulseVerb™,
Change Duration envelope, Harmonic Rotate, Bit Usage graph, Grid Markers from
Tempo, plus Repair Clicks, Loop Tuner™, Loop Surfer™, Guess Tempo™, Duplicate,
and more. Improved Region Cross-fade Editor and new Content Drawer, Hot swap
real-time effects using Peak's included Vbox™ SE VST matrix. Supports Audio Units
and Core Audio. Optimized for Mac 0S X, multi- processors, and the Altivec G4
Velocity Engine. Includes new Squeez™ pro compressor/limiter, Freq™ EQ, and more.

TC Electronic PowerCore FireWire
The new plug-and-play effects processing powerhouse for DP4

PowerCore FireWire takes the highly acclaimed PowerCore plug-in processing platform
to a whole new level of power, versatility and mobility. PowerCore FireWire doubles
the power of the original PCI PowerCore card and delivers state-of-the-art TC effects
processing to your Digital Performer desktop with plug-and-play convenience. Classic
PowerCore plug-ins such as MegaReverb and MasterX are now just a click away on
your portable PowerBook Mac — or add PowerCore FireWire to your PowerCore-
equipped PCI Mac and use them both at the same time. All processing is performed
in the PowerCore hardware, freeing up precious host computer resources for virtual
instruments and native plug-ins. Add TC processing to your DP4 studio today!

POWERCORE

ADAM Audio P11A Studio Monitors
Two-way shielded active monitors for your MOTU system

With groundbreaking innovation in electro/acoustic transducers, no-compromise
design, superior materials and the same A.R.T. (Accelerated Ribbon Technology)
folded ribbon tweeter found in all ADAM monitors, ADAM's P11A two-way shielded
active monitors deliver your mix with astonishing clarity. Connect a pair to the main
outs of your MOTU 828miklI FireWire audio interface — or any MOTU 1/0 — to hear
your mixes with unique imaging and outstanding transient response at a very attractive
price point. Europe’s “Keyboards” magazine held a studio monitor shootout between
no less than 25 professional monitor systems, and the ADAM P11A’s came out at
the top of the heap. One listen, and you'll be hooked, too!
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Upgrade your

MOTU Stud

DP4, MachFive and the new 828mkll lead an impressive TO Mac Os x

array of new studio tools for Mac OS X

The new 17-inch PowerBook G4

17 inches of pure professional audio computing pleasure

With a display resolution of 1440-by-900 pixels, the new 17-inch PowerBook G4
delivers an eye-popping 1.3 million pixels on screen — the same viewing area as a
19-inch CRT monitor. You see more tracks, more mixer faders, more plug-ins, more
virtual instruments, more everything in your Digital Performer virtual studio. At 15.4
inches wide, it sits perfectly on top of your MOTU 828mki| FireWire audio interface.
The 1-GHz G4 processor delivers serious CPU horsepower — enough to run as many
instances of MachFive and other virtual instrument plug-ins as you need, with plenty
left over for your favorite plug-ins. Back up your projects to DVD-R with the built-
in SuperDrive. The MOTU studio is now more powerful and portable than ever.

anuiial

Remove the

828mkil's rack ears

and slide it right

underneath your ’\l

TiBook — the perfect l\l;] [? .

! - “a

desktop system! \ ‘

Dot
\\ =i
Waves Native Platinum

The ultimate Waves processing bundle for every MOTU studio

No studio is complete without Waves processing, and now Waves brings its entire
line of award-winning plug-ins to the Digital Performer Mac S X desktop. From the
classic L1 UltraMaximizer to the exquisite Renaissance Series to the Masters and
Restoration bundles — all of the Waves processing you've come to depend on every
day can now be at your fingertips in the most advanced native audio recording system
available. When only the very best signal processing will do, Waves plug-ins deliver.

music technology direct

800-222-4700

Authorized Reseller



Cycling '74 Pluggo 3
Reining in the Never-Ending Plug-In

( : ycling "74’s Pluggo 3 is a vast col-
lection of plug-ins that covers
nearly every aspect of process-

ing and synthesis, from tone generators,
filters and modulators to synchronizers
and routing modules. And new plug-ins
are being added regularly. With more
than 100 plug-ins to choose from, it's easy
to become overwhelmed each time you
scroll through a pop-up menu looking for
an effect or an instrument.

PLUG-IN MANAGER

To manage this wealth of plug-ins, Plug-
go 3 comes with Plug-In Manager, an ap-
plication that lets you assign plug-ins for
a project to a specific folder. The disabled
plug-ins are kept out of your insert’s pop-
up window, so you have fewer items in
the list to scroll through.

Plug-In Manager lets you do more than
just organize your favorite effects. When I
first began using Pluggo 3, I found it dif-
ficult to determine whether a plug-in was
an effect or an instrument, due to the
strangeness of the names. For sessions
where I wouldn’t be using MIDI instru-
ments, | created a folder that contained
only effects, as well as ancillary items such
as the Pluggo Bus plug-ins.

If you are using Pluggo with Steinberg
Cubase (4.1 or later) or Emagic Logic, then
you can create nested plug-in folders with-
in your VSTPluglns folder. This allows you
to organize Pluggo’s effects and instru-
ments conveniently by type or preference.

RANDOMIZE AND EVOLVE
Here’s a neat trick to try when your fa-
vorite effect begins to feel stale: Com-
mand-click anywhere on the plug-in win-
dow and the Parameter Change menu will
appear. Choose Randomize All to reset
most of the plug-in’s parameters to a ran-
domly chosen value. (Some parameters,
such as output gain, may not be affected.)
The Randomize All feature is especially
useful when you're looking for inspiration
from a parameter-rich plug-in, such as
Chamberverb, which offers 16 sliders.

To change the parameters subtly,
choose Evolve All, which will keep the
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randomization of each pa-
rameter to about 5% of the
current value. By command-
clicking directly on a slider,
you can Randomize or Evolve
that parameter only.

POWER TOOLS

The Parameter Change
pop-up also offers Undo Last
Change, which gives you one
level of undo/redo; Touch Pa-

rameters, which updates your —
sequencer’s automation sys- panson
tem with any changes you've Lotia
') —
made to the plug-in; and rosing
Copy All From Program, et
bl

which immediately calls up
the parameter settings of a
preset of your choice. The Pa-
rameter Change pop-up
menu also works with Plug-
go’s instruments, although the
parameter-specific Random-
ize and Evolve commands are

well as r

-t et (P4 bt L] e g
R

With Pluggo 3, you can use an LFO plug-in to control the param-
efers of synths, such as the Additive Heaven synthesizer (top), as

the parameters of a feature-rich effect, such

not available for instruments.

FUN WITH LFOS
If you are looking to put a little action into
your Pluggo synth sounds, then try adding
an LFO to one or more of its parameters.
This is relatively easy to do: Just call up an
LFO as an insert after the synth instrument.
In Digidesign Pro Tools, for example,
put your instrument in the top insert slot
of an audio track. Make sure it is receiv-
ing MIDI data by clicking on the output
tile of the MIDI track and selecting the cor-
rect instrument from the pop-up window.
Just below the instrument in the audio
track, add an LFO as an insert. When the
LFO window appears, you can select up
to three destinations for this waveform to
control: Click on the arrow next to where
it says “no connection,” and the pull-
down menu will show you your options.
If your synth is Additive Heaven, the 8-
harmonic additive synthesizer that comes
with Pluggo 3, your choices for LFO des-
tinations include each of the four stages
of the master envelope (attack, decay,
sustain and release), each of the individ-
ual oscillator’s volume or harmonics, pan-
ning and master volume.

as Chamberverb (bottom).

In order to initiate the effect after you've
chasen your three destinations, dick on the
word Off and change it to Set. Next, select
the LFO’s waveform (sine, square, ramp-
up, ramp-down or custom); the speed of
the waveform in bpm; and the note dura-
tion to which you wish to synchronize
(from whole note to %+-note triplets). If you
want to control more than three parameters
of your synth, then simply add additional
LFO plug-ins in the remaining insert slots.
Doing this also allows you to add substan-
tial complexity to your patch, because each
new LFO can have a different tempo, wave-
form and control destinations. Going back
to the Additive Heaven example, if your
MIDI part consisted of drones, then you can
have several LFOs raising and lowering in-
dividual partials at slightly different rates.
Keep in mind that each LFO plug-in you
add will require additional CPU time, and
the more the LFO is doing, the more it will
tax the CPU. |

Bay Area-based sound designer Laura Pal-
lanck wishes to thank Darwin Grosse and
Gregory Taylor for the inspiration.
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ISA430 PRODUCER PACK

ISA 428 PRE PACK

C respect the past

ISA220 SESSION PACK

EMBRACE THE FUTURE L0

An established industry classic, Focusrite's
revered transformer-based ISA pre amp is at the
heart of this new package, which combines
vintage Class A attributes with the uitimate in
digital technology.

The new ISA 428 Pre
Pack features four
ISA mic pre's with
selectable impedance
including the famous
ISA 110, eight line
inputs, four instrument {
inputs and Focusrite's latest eight-channel, . ate Muiti-Channel Mic Pre
192kHz A-D converter option protected by our new V\(lth 192kHz Conversion
optical Soft Limiter circuit - the perfect future-
proof interface to your DAW or digital console.

Here's the best part: this outstanding package
starts at only $1,995 (USD) and is available at
your local Focusrite Dealer now. - e

Focusrite
27 digidesign

NORTH AMERICAN DISTRIBUTOR

www.digidesign.com

&
emo, call toli-free 1-866-FOCUSRITE or visit www.tocusrite.com for more into®



Introducing the 828mui

24-bit 96kHz resolution. DSP-driven mixing and monitoring.
Front-panel programming. Stand-alone operation.

SETUP  —CueMix DEP MIXER —

o sov W

MIC/GUNTAR IN | — MIC/GUITAR IN & —

828mkll feature highlights

* CueMix DSP™ — the 828mkil delivers DSP-driven
digital mixing and monitoring for all 20 inputs. Connect
mics, guitars, synths and effects processors, and monitor
everything from the 828mkii’s main outs, headphone
out or any other outputs with no separate mixer needed.

* Front-panel control — access your entire mix, or any

828mkil setting, directly from the front panel.

* Stand-alone operation — program your mixes at the
studio and then bring the 828mkI to your gig— no
computer needed. Need to tweak the mix? Do it on site
using the back-lit LCD and front-panel congrols.

* Multiple CueMix DSP mixes — create different
monitor mixes for the main outs and headphones. Add
send/return loops for outboard gear — with no latency.

PHONES SELECT  MIX GUS CURLOR (ahan

] S/POIF

7

FIREWInY

=y

» Front-panel mic inputs — connect a pair of mics or
any TRS input with front-panel convenience.

* Mic/guitar/instrument sends — insert your favorite
outboard EQ, compressor, amp or effects processor to
the two mic/guitar inputs, before the signal goes digjtal.

* 20 inputs / 22 outputs — there’s no channe| sharing

in the 828mki; the mic inputs, SPDIF /O, headphone
out and main outs are all handled as separate channels.

* Support for 96kHz ADAT optical digital /O
(S/MUX) — provides 4 channels at 88.2 or 96 kHz.

» Sample-accurate MIDI — connect a MIDI coneroller
and/or sound module with no separate interface needed.
MIDI /O is sample-accurate with supporting software.

123456708

e ADAT -

Basic features

* Expandable 24-bit 96kHz audio interface for
Macintosh and Windows with 20 channels of input
and 22 channels of output (simultaneously).

* 2 mic/guitar inputs with phantom power and sends.
+ 8 TRS analog inputs with switchable input levels.

* 8 TRS +4dB analog outputs — perfect for surround.

* Separate TRS main outs and front-panel headphone
jack, each with independent volume control.

* 8 channels of 24-bit ADAT optical input/output
with sample-accurate ADAT SYNC.

* MIDI I/O — no separate MIDI interface needed.

* 24-bit S/PDIF digjtal input/output up to 96 kHz.

* Sync — word dock in and out; built-in SMPTE
(LTC) in and out; sample-accurate ADAT sync input.

* Compatible with virtually all audio software on
Mac OS 9, Mac OS X and Windows Me/2K/XP.

* Indudes AudioDesk® sample-accurate workstation
software for Mac OS with 24-bit recording/editing
and 32-bit automated mixing/processing/mastering.

M} X el K1 XP

MOTU

www.motu.com
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