
À 
In-Studio: Crosby & Nash • Classic Track: 'Uncle Albert' • Tweaker • Producer's Desk: Malcolm Bum 

WWW.MIXONLINE.COM • AUGUST 2004 

1111pPROYISSIONAL AUDIO AND MUSIC PRODUCTION 

\A/EET 
LOW 

Tips for Recording Bass i 

1 3 
BLU ETOOTH 
OR Wieg 
Remote Sound 
System Control 

..• 

• • \*%; - 

• : !-!::' 
• • : L 

dab 
, 

- 

aNi er e71 

41. 44 cza 
• - 41111, J g=3 

le 

- , 

Ine II 
e 

A PRIMEDIA Publication 

o 

$6.991.1.99C ,1 

192 1 18 7 / . 1  >4..beituarui ,. 
/ 1 c 2 •fes ›.. 4 • 'el  

1"-* cl ,•:.,- Aral 
. - • Ai -_- e7 av.. 7dir ebaiisis I. J. te .. à 

111111111111 

11 

1% nee 

... 

CONSOLES 

14 
MEGA-FEATURES, 

mid-price 

41,•• 

HOT MIXERS 
for the pro facility 

•di 
st • 
• I • 

rrlifIMMIMI 

• 

›,t 

»see 

413XNMDTC ""AUTO5-DIGIT 90290 
#90213DGND210WN003tt MAR 2007 
MARK GANDER 
21000 W1NFIELD RD 
TOPANGA CA 90290-3636 

1 

Aar 

e.; 

141 

111111111111111Mi•-

••IMI•g• 

il 

Takes It Live 

P18 
17/20 



Shift the pitch. 
Preserve the sound. 

The Dolby" 585 Time Scaling Processor eliminates the 

pitch changes that can occur during 24-frame film to 

25-frame video transfers. Using an intelligent algorithm 

that continually analyzes the audio program, the 585 

delivers unparalleled, natural results. Actors sound 

exactly like themselves, and music and effects tracks 

remain as the producers intended. 

Operation is fully automatic, so all you have to do is 

hook it up and turn it on. Audio can be pitch shifted 

±15 percent on up to eight tracks simultaneously, in 

real time. The 585 can also scale audio programs 

longer or shorter by as much as i5 percent, while 

maintaining proper pitch. 

Try the Dolby 585 in your facility. Contact your Dolby 

dealer today to arrange for a demonstration. 

www.dolby.com/585 

Do DOLBY 
e 

Dolby and the double.D symbol are registered trademarks of Dolby Laboratories. 

0 2.4 Dolby Laboratories, Inc. All rights reserved. So4/1546o 



"SSL EQs sound better than any 
outboard EQ I've ever heard" 

** 
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Above: Neal Pogue 'on' the 
XL 9000 K Series at Larrobee. 

Left (from left to right). Neal Pogue, 
Dexter Shmons, Peter Novak, Kevin ' KU' Davis. 

Neal Pogue 

Acclaimed mi> engineer Neal Pogue has been working with the Grammy 
Award-Winning duo Outkast for 10 yems, and has relied upon Solid State Logic 
consoles all along the way. Pogue most recently mixed seven trais on Andre 
3000's 'The Love Below' ( one-half of Outkast's latest release) including the 
smash hit of 2003/2004 ' Hey V'. 

With DC-coupled SuperAnalogueTM proce ssing identical to the legendary XL 9000 K Series 
console, SSL XLogic processors deliver bandwidth greater thai 192kliz recorders and 
dynamic range well beyond that of 24- bit AID converters 

Neal Pogue, Mixing Engineer 

"I love the SSL E0s which 
are perfect for making synths 

edgy," says Neal. "Also, I am a 
compression fiend when it comes to my 

kick and snare drums, and I will only use the 
SSL compression for those as well. Those two aspects 

make the SSL perfect for me. I've been a fan of this company's 
consoles since the ' E' Series and SSL has continued to advance its console 

technology and ergonomics for improved sonic quality and user friendliness." 

"The filters on the SSL consoles are wonderful as well," continues Pogue. 
"I get a lot of recorded tracks that sound really muddy, so it's great to use the low-
pass filter and 1110KE it sound cleaner. I am a self-proclaimed nitpicker when it comes 
to mixing, and SSL consoles help me create the mixes I envision in my mind." 

XL ?. P,  

Solid State Logic 
Oxford - 41 ( 0)1865 842300 New York + 1 ( 1)212 315 1111 Los Angeles + 1 ( 1)323 463 4444 

Pons + 33 ( OH 3460 4666 Milan +39 039 2328 094 Tokyo + 81 ( 0)3 5474 1144 

www.solid-state-logic.com 



Made in the USA Designed by fanatic, guitar-playing engineers in the Rock 'n' Roll underground of Salt Lake City u E-ni 

USB Audio/MIDI Interface 
Stream audio and MIDI to and from your computer 

via the integrated USB Auoio/MIDI interface. 

Expression Pedal . 
Real time control of effect 

parameters, volume, and wah ,y 

0 eia 

111 
II 

as_ .. 
111  Stompboxes Stompbox 

modeling features ter o' 
the world's most popular 
distortion pedals. 

Ili 

Guitar Cabinet and Amp 
Multi-Modeling 

Unlimited user amp+cabinet 
creation thanks to DigiTech's 

exclusive Warp knob. 

The DigiTedi GNX4 Guitar Workstation 

Direct Box 
Run direct to the front of house 
mixer with selectable Speaker 

Compensation. 

Eight-Track Digital Recordei 
Hands-free recorder makes capturir 
your musical ideas quick and easy. 
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STOMPBOX 

0 

BYPASS — 

Guitar Tuner 
Built-in tuner when you 

need it, 

n 
u 

CHORUS MOD CO= DELAY 

0 0 

TUNER 

A small fortune in 
hook-up cables 

No re-patching necessary. 

R.102eserved004 
II Rights 
igiTech. 

A Harman Intemalmnal Company 



Guitar Workstation? 

.t:«•,,f1Magnagiat .• 
• 

124.11.1 21. 

Multitrack 
Recording 
ioftware 
>rofessional Made/PC recording and editing suite 
'eaturing Lexicon® reverb plug-in. 

W at happens when a bunch 
cid fanatic, guitar-playing 

engineers combine the world's 
most advanced modeling guitar 
processor and a studio full of 
equipment into a single integrated 
package? You get the ultimate 

guitar player's 

USB CF 
Reader 

Built-in card 
reader for easy 
transfer of files 

to and from 
your computer. 

Mixer Flexible mixing of your recorded projects 
and routing of all inputs and outputs. 

MP3 Player 
Play along with your 
own backing tracks or 
practice with lesson 
downloads. 

1 

/Drum Machine 
Over 100 rhythms 
and 8 different 
drum kits. Even 

play your own MIDI 
patterns. 

Mic Preamp High quality dbx® 
mic pre with 48V phantom power 
accepts both dynamic and profes-
sional condenser mics. 

. 
nfo@digitech.com • www.guitarworkstation.com u 801.566.8800 • • le 

. 

tool: The Guitar Workstation-. 
They jammed several thousand 

dollars worth of gear into a single 
floor unit. But they didn't stop 
there. Since when you're playing, 
you have your hands full, they also 
designed an intelligent, hands-free 
user interface to make it all work the 
way a guitar player thinks. It's there 
at your feet ready to record when 
inspiration strikes. 

Not only is a GuitarWorkstation-
a great tool in the studio, it can also 
follow you on stage and be your 
entire live rig as well. 

Would you expect anything less 
from DigiTechs, the world's leader in 
guitar modeling processors? 

Discover all the things you can 
do with a Guitar Workstation- by 
e-mailing or calling for your free 
GNX4 APPLICATIONS GUIDE. But, 
if you've already seen enough, head 
on down to your local DigiTech. 
dealer and experience The Guitar 
Workstation- for yourself. 

GNX4 Guitar Workstation 
• Built-in 8-Track Digital Recorder 

III Built-in 24-bit USB Computer Audio/MIDI 
Interface 

• Built-in General MIDI Drum Machine 

III Built-in MP3 Player 

• Built-in USB Compact Flash Card Reader 
• Built-in 8 x 8 x 4 Mixer 

II Built-in dbx°Mic Preamp w/48v PhantomPower 

II Built-in Direct Box with Active Speaker 
Compensation 

II Hands-free Recording 

II 24-bit A/D/A Converters 

• Getletr Multi-Modeling Processing provides 
unlimited amp and cabinet models 

Included Software: 

• Multi-track recording/editing software: 
Pro Tracks-Plus for PC and BIAS°Dedr3.3 
SE for Macintosh' 

• Lexicon•Pantheori" Reverb 
Plug-in for the PC and Mac' 

• Cakewalk-1'yr° Express 
CD burning software for the PC 

• DigiTede X-Edir Editor/Librarian 

Meech. 
The Power to Create 



TA NNOY 

Ellipse Mr". Latest Tannoy Legend. 

Tannoy launched a revolution in recording with the legendary Dual Concentric" driver. 

Now, with Ellipse i'DPTM we're set to do it all over again. Combining the latest generation 

of Dual Concentric drivers with WideBand and iDP Digital technology, Ellipse iDP sets 

a new benchmark for nearfield reference monitors. 

Experience the legend today at select 
Tannoy Professional dealers worldwide. 

TAMOY I diipserAle. I acrèler,Jecle-MÏ I (ECIV IIDEB A,N p33) 

Tannoy United Kingdom T: + 44 (0) 1236 420199 

Tannoy North America I T: (519) 745 1158 

F: + 44 (0) 1236 428230 E: enguiries@tannoy.com 

F: (519) 745 2364 I E: inguiries@tannoyna.com 



I'VE TRIED OTHER 
SYSTEMS AND I'LL 
NEV GO 131\CIFC 
Christopher Wade Damerst Two-time Grammy Award Winner 

Christopher Wade Damerst was the recipient of two 
Gran-.my Awards in 2003. A multitaceted-phenom, 
Christopher has also garnered major credits as a producer, 
engireer. composer, drum programmer, and remix artist 
using SONAR over the last few years with: The Rolling Stones, 
Santana, Pink, Robbie Williams, Edwin McCain, Willie 

Nelson, Robin Williams, Bennie Man, Collin Blades, Keith 
Urban, Thalia, and the The Exies, amcng many others. 

"SONAR 3 Producer Edhori s the center &My workflow. 
No matter what I'm working on, SONAR expands my 
creativity by allowing me to get to advanced stages more 
quickly and effectively than anything I've ever used before. 

I am to the point where I don't have to leave SONAR to 

complete a song because everything needed to create is at 
my fingertips. Everything is incorporated so well you don't 

have to think about anything but the creative process." 

NAR3 
PRODUCER EDITION 

Visit www.SONAR3.com/Damerst to read the full interview with Christopher and pick up 

his latest production Kingdom Under Fire the Crusaders for X-Box available soon. cakewalk 



On the Cover Galaxy Stu-

dios (Mol, Belgium) fea-

tures the first API Vision, 
Neve MMC and SPL 

MMC1, as well as a Nieve 
VR72 and Chef Dave, who 
cooks everything from 
"hamburgers to haute cui-
sine." Photo: Benny De 
Grove. Inset Steve Jen-
nings. 
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features 

34 From the Bottom Up 
The Lowdown on Bass Recording 

Recording the bass line-a track's underbelly-is key to hammering out the 

necessary groove, reinforcing the lyrics and walking hand- in-hand with the 

melody. Mix's Los Angeles editor Maureen Droney unlocks the mystery of 

recording the beast by getting tips and techniques from Rik Pekkonen, Tony 

Levin, Randy Jackson and Bob Power. 

42 Console Shopping? 
Choices Abound in the Middle Ground 

Over the past couple of decades, studio owners have seemingly been 

limited to two choices when it comes to consoles: large or small. However, 

today's market is shaping up as the rise of the middle class with a bevy of 

mid-priced consoles ranging from $50,000 to $150,000. 

48 In-Studio With David Crosby and Graham Nash 
David Crosby and Graham Nash have been ensconced in Los Angeles-

based Center Staging working on their follow-up (after 26 years) full-length 

release, Crosby Nash, due out this month. Working with producer/engineer 

Nathaniel Kunkel-and his portable recording studio, Studio Without 

Walls-and an ace band, Crosby and Nash provide Mix with a rare glimpse 

inside the studio. 

50 SAE Takes a Bite Out of the Big Apple 
The new facilities at SAE Institute New York City, Herald Square, the latest 

addition to the international audio school chain, offers New Yorkers another 

avenue in audio education. With a curriculum that includes surround 

sound and DVD authoring, the school fits right into a city that is always 

cutting-edge. 

Check Out Mix Online! http://www.mixonline.com 

Mix (Volume 28, Number 9) is ©2004 by PRIMEDIA Business Magazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly except semimonthly in Jan-
uary. One-year ( 13 issues) subscription is $52. Canada is $60. All other international is $ 110. POSTMASTER: Send address changes to Mix, P.O. Box 1939, Marion, OH 43306. Periodicals Postage Paid 
at Shawnee Mission, KS and at additional mailing offices.This publication may not be reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers. 
Printed in the USA. Canadian GST # 129597951; Canada Post Publications Mail Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 6JS. 
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The DPA 3521 stereo kit. Twc DPA 4021 compact cardioid microphones 

mat:_-hed withir 2 dB on frequency response, sensitivity and self noise. 

Supplied in a robust carrying case with an XWORTF holder, two goose-

neck mounts and two magnet bases, the DPA 3521 is designed for low 

profile mounting inside pianos. It's also the perfect stereo pair for drums, 

horn and string sections and choirs, and a spot pair for acoustic ensembles. 

The DPA 3521 stereo kit - the perfect partner for your instruments. 

For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 

info-usa@dpamicrophones.com www.dpamicrophones.com 

TEC Award Nominee 

4088 Cardioid Headband 

D PA 
MICROPHONES 
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"The Vision console combines API's world-famous sound with an innovative way to give 
our clients virtually simultaneous surround and stereo mixes. Mixing and tracking 

in discrete analog surround makes Media Hyperium the clear choice 
for hi -res DVD and SA-CD production." 

api 
Herbert Waltl, mediaHYPERIUM, Los Angeles CA 310 891 0006 www.mediahyperium.com 

media 

www.a iaudio.com 301 776 7879 
H  Y  imanstedposs 



FROM THE EDITOR 

How About a Little Promotion, 

Mr. Promoter? 

A s write this, it's the July Fourth weekend. Corn is knee-high, but the music tour-
ing biz—which should be showing a healthy growth spurt by this time—is not a 

pretty picture. In fact, the summer of 2004 may end up among the worst touring sea-

sons ever. So far, the big Christina Aguilera and Britney Spears tours have dropped out 
and Lollapalooza (a surefire hit in years past) flopped out—all from a lack of sales. 

Ticket sales are down, so what's up with that? Promoters can point to the econo-

my or a thousand other excuses, but meanwhile, other sectors in entertainment are 
doing just fine, thank you: CD sales are up, even with the emergence of new plat-

forms for legal downloads; major (and even minor) league baseball is packing 'em in; 

movies are enjoying a banner year; and video game sales show no signs of slowing. 
So why the slump in live music shows? 

It's certainly not for any lack of artists and the ticket-buying fans who love them. And 

there's no shortage of great venues or first-rate sound and lighting companies to support 
the shows. However, is a floor-level seat to see Sting worth $ 115? Or how about a Who 

ticket for $ 190? And once you figure in the parking, a $45 T-shirt and the ticket purchase 
service charge (I wish someone would clue me in on where the " service" part of that 

comes in!), your evening of fun could easily set you back $300...$400...or $500—not 
including dinner or even cheese nachos and a Budweiser. To be perfectly fair, you could 

opt for a couple of lawn tickets and probably get by for under $ 100, but the picnic at-

mosphere loses a lot of its charm when you're sitting a quarter-mile from the stage, 
watching a video screen, listening to delay towers, and 10 minutes into the show, some 

drunk spills a bucket of beer on your blanket. " Sorry, man." 

Hey, I don't expect the concert experience to return back to what it was like in 

1969, when I could plunk down three bucks and catch Santana and the Grateful 
Dead, or The Byrds and Fleetwood Mac at The Fillmore West. How about a little val-

ue added to today's $ 100 tickets? Tours may be sponsored by Miller Beer or Ford 
Trucks, but other than some promoter taking in a bunch of cash in exchange for hang-

ing some banners, such tie-ins hardly benefit the consumer. 

The concert industry could learn a lot from other industries. Fast food pumps up 

its sales via promotional giveaways: free action figures, souvenir glasses, etc. Pro base-
ball has " free hat" days and even $2 bleacher ticket coupons in Pepsi 12-packs. Live 

theater has done well with half-price day-of-sale ticket kiosks in Times Square, Leices-
ter Square and elsewhere. 

Although it's rare, this has happened in live music: Bill Graham Presents was enor-

mously successful in a recent promotion, where a sale of lawn tickets for 60 shows 

were offered at $20, resulting in 50,000 sales in one day—a million dollars, hardly 
chump change. Add in the extra parking, concessions and merchandising revenues 

and the economics come easy: There's a lot more money to be made from a packed 
half-price stadium than a half-filled house at full-pop. With a little smart thinking and 
good old-fashioned promotion, a savvy promoter could have SRO venues, which 
would be good for everybody. 

George Petersen 

Editorial Director 

Mir 
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emagic 

All in one box. 

The most widely used program of its kind for professional 

music creation and audio production is now more attractive 

than ever before. The new Logic Pro 6 contains all Emagic's 

superb plug-ins and software instruments, making it not only 

the best-equipped music production software available, but 

also the one with the most unbelievable price/performance 

ratio. Emagic's considerable expertise and experience in 

music composition, audio recording, sound generation, nota-

tion editing and publishing, post production, and film scoring 

is now all in one box — in Logic Pro 6. 
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It's easier than ever to 

get the world-class precision 

built sound of Schoeps in 
your studio. U.S. Edition 

Sets combine our most 

popular amplifier body and 

capsule combinations with 

accessories in a custom case. 

CHOOSE 

:1  

REDDING AUDIO 
97 S. Main Street, # 10 
Newtown, CT 06470 
(203) 270-1808 

For a complete list of 
U.S. Sets and dealer 
locator, go to: 
www.reddingaudio.com 

SCHOEPS 
Mikrofone 

www.schoeps.de 
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It can't 
be done..: 

Peter Freedman 
President 

RODE Microphones 
Sydney Australia 

How many times have you heard that? 

How many times have you proven it wrong? 

When we started the K2 project, some people said 
we would not be able to achieve our goal to produce a 
precis-on variable pattern valve microphone, and lot 
have to ask thousands for each one. 

The RODE K2 represents everything we have learnt from 
designing and building thousands of valve mics. 

The heart and soul of our sound 
Named in honcur of my late father, Australian audio 
engineering pioneer, Henry Freedman, the Australian 
designed and nanufactured HF1 capsule is the 
pinnacle of transducer technology. The sound quality 
cornbines modern high- end specifications with the 
character and subtleties of the legendary 50's mics. 

The K2 gives you total control O O 00 
Every polar pattern! Omni through to cardioid and 
figure of 8, is infinitely variable - not stepped. 

The K2 gives you the freedom to achieve what you 
want in any situation. 

You owe it to yourself 
Winner of the 2004 MIPA award, the K2 was 
vmed Best Studio Microphone by 58 of the 
worlds top music industry magazines. 
Pitched against industry legends, 
RODE was the clear winner. 

RODE can offer this performance and quality because of 
the volume we manufacture. Small volume isn't better: 
nor are those that charge a premium for a ' badge', 

they are just more expensive! 

Even if you are willing to spend $20 000 on a mic, lister 
to our achievements for yourself. Once you hear the K2. 
you too will believe it can be done! 

RODE K2 
"A Class" Valve Condenser Microphone 

The 20th Annual 
Technical Excellence 
Et Creativity Awards, 
K2 - 2004 Nominee. 

USA RODE LLC 

Unites States Et Puerto Rico: 

email: usasupport@rodemic.com. 

call: 877 328 7456 ( toll free), or 

310 328 7456 

Proudly designed and manufactured in Aust-

www.rodernic.com 

MICROPHONES • 



FEEDBACK 

Letters to Mix 

SOUL ISN'T JUST A STYLE OF MUSIC 

He was a friend of mine. Just days ago, I was 

using the present tense to describe my remark-

able opportunity to work with one of the most 

legendary musicians ever born: Ray Charles. 

In the studio, he was simply Ray or, as he 

laughingly referred to himself, the " Old Man." 

Though I use the term " friend" loosely, I call 

him a friend because he behaved like one—a 

good one—and he had a greater impact on 

people like me because of it. 

In August of 1999, I moved into a little 

studio on Burbank Avenue. I had the great for-

tune to be moving in next door to Terry Howard, 

Ray's producer, engineer and longtime friend. 
My studio interfaced well with Ray's, so it was 

not long before I found myself helping [Howard] 

with some of Ray's audio chores. 

Charles didn't need us in the studio just 

to get something done; he liked to have Terry 

and the guys around. He had full command of 

every knob and button in his whole studio. The 

genius of his music was matched equally by his 

knowledge and abilities as an engineer. 

When we lost my father to colon cancer, Ray 

sent flowers. The card read, " He will be greatly 

missed. Sincerely, Ray Charles." 

I remember the Old Man as a friend, and he 

will be greatly missed. 

Brian Ascenzo 

Winter Springs, Fla. 

WE DEFY THE SPEED OF SOUND 

On page 72 of your June issue under " FixIt" 
['live Mix News"], it states that, "The speed of 

sound in air at 70 degrees is just under one foot 

per second." Man, is that slow! Sound travels 

at about 1,100 feet per second, which explains 

the 9-millisecond delay per foot. 

Chris Burns 

Rockford, III. 

BIG NAMES, BAD LUCK 

So the Grammyt audio crew only got four days 

for setup? Welcome to the real world, where 

most crews get little time for setup, soundcheck 

and rehearsal. 

I don't want to undermine the great job these 

people do: As Mr. Feldman mentioned in his letter 
[June 2004], nine out of 10 times, these events [go 

as planned]. But I hate the way these " big names" 

are portrayed as the best guys in the business. 

What these " big names" should be called 

is the " lucky ones" that for some reason (be it 

experience, a good manager, a friend in high 

places or simply because they are good at this) 

usually get to do great events with all [of the 

gear] they ask [for] and need. 

A " big-name" crew is as vulnerable as the 

rest of us [to production glitches]. Don't make 

excuses—mistakes happen—they were simply 

overwhelmed by the production. That is what 

happens when most of us—the not " best 

guys"—have to make a stereo and 5.1 mix 
from the same console, which is not usually 

surround-ready, is without automation and has 

only a few processors, as well as a 72-input list 

for bands that most likely will not show up for 

soundcheck. 

I agree that it is an insult to say that "they 

can't run a mixing board," as Mr. Arbisi said, 

[April 2004 " Feedback"], but it is just as insult-

ing to name them the " best guys" when the 

rest of us have to make little miracles every 

week without all of the toys, resources and gad-

gets—not to mention all of the pre-production 

time and budgets—that they usually get. 
Javier 

CHOOSE YOUR OWN 

AUDIO ADVENTURE 

Although I did not see the Grammys this year or 

have any part in it, I also take exception to the 

comments made by Chris Arbisi in the April 2004 

"Feedback." I am a freelance audio engineer, pri-

marily for live sporting events in Florida. A live 

remote broadcast can be one of the most dif-

ficult jobs an audio engineer will ever work on. It 

seems that Arbisi has been stuck in his nice, clean 

studio using the same console, patchbay, cables 

and outboard gear every day of the week. 

He obviously has no live remote experi-

ence. He doesn't understand what it's like to 

work a college volleyball game at a venue he's 
never been to with a late A-2 who is actually a 

"studio" tech who doesn't know the difference 

between an IFB and an Intercom belt pack; or to 

show up to an event to find that the truck has a 
digital console that you've never seen before, a 

patchbay laid out and labeled by someone with 

no common sense, and with only two to three 

hours to make everything work before pre-pro-

duction; or to show up at a spring training game 

at a facility that isn't pre-cabled, only to find that 

every cable on the truck was under six inches of 
water the day before. 

I have heard of quite a few studio or live 

sound engineers " crashing" when they at-

tempted to work on a live remote for TV Most 

of the shows I work on allow us only five to 
seven hours [of preparation] before the event, 

[which] occasionally [means] having to learn 

new consoles and patchbays, and sometimes 

deal with poorly maintained trucks or less-than-

adequate equipment. And while Feldman had 

four days to prepare for his show, and probably 

one of the better production trucks, that doesn't 
mean failures can't or won't occur. Something 

as simple as someone pulling a power cord to 

charge a cell phone or a stage manager handing 

talent the wrong backup mic [can do it]. 

I could continue for days on the failures I've 

seen on live remotes. Even with the best crew 

and equipment, some things are unavoidable. 

It's a shame Arbisi made his comments without 

knowledge of the field we are working in. My hat 

goes off to Feldman and his crew. No one notices 

the job we do until something goes wrong. 

Mark Whitener 

RECORDS AND RECORDINGS 

With all of this talk about DAWs and format-ex-

change standards, let's not forget to standard-
ize the one variable we actually can control: the 

proper labeling of media. 

Please label your hard drives, CD-Rs, DVDs 

and AITs! [Otherwise, engineers have to wonder 

whether the disc you sent was] Retrospect or 

Mezzo? Nuendo, Logic or Pro Tools? Which ver-

sion? How many process cards? HD or TDM? What 

is the sample rate and bit depth? Mac or PC? 

I get projects from around the world, and for 

some reason, it is always an adventure to figure 

out what is on the tapes. These projects come 

from superproducers, respected commercial 
studios and home studios. 

It is important to label your media properly 

so that when it arrives at its destination, the en-

gineer does not have to " test" it in every drive 

and system--and, in 20 years, when you need 
to gain access to your files, you know what sys-

tem and studio to book. That saves everyone 

time, money and aggravation! 

CB 

Miami 

Send Feedback to Mix 

mixeditorial@primediabusiness.com 
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G I GASTUD I C33.0 

Now the world's most 
powerful sampler is so 
much more powerful 
that it's a MIX Certified 
Hit award winner. 

1 ▪ Unlimited polyphony determined 

only by computer performance 

• ReWire allows audio gen-
erated from GigaStudio to 
be sent into DAW applica-
tions such as Cubase— 
Live'', Nuendo®, Sonar", 
and Pro Tools® where it 
shows up on its own dedi-
cated faders in the DAW's 
mixer section 

10- Expanded DSP Station 
with 128 input channels, 
32 group faders and an 
expanded processing sec-
tion including 4-band EC), 
compression and 4 effects 
inserts on each channel 

▪ Quick Edit Window im-
proves work flow by put 
ting parameters such as 
tuning, envelopes, filters, 
attenuation, and sample 
offset at your fingertips in 
real time 

▪ Intelligent MIDI with 
controller rules like Legato, 
Alternation, Round Robin, 
and Random sample play-
back make instruments 
sound even more realistic 

▪ Enhanced Capture To 
Wave (multi-channe ) lets 
you simultaneously record 
64 audio streams. 

▪ Unlimited Instrument Stacking 
means you can load 35 many 
instruments as you wish on a 
single MIDI channel. Control 
each of the stacked instruments 
parameters and even route each 
stacked instrument to its own 
audio channel 

• GS F 2.0 with low- latency MIDI 
input, 32 audio input and 64 
audio output channels. MIDI 
trigger to audio output is faster 
than ever before. Process real-
time audio via NFX plug- ins with 
no perceivable latency. Any of 
the 128 DSP Station; chanrels 
can be made active to support 
input from a sound card for real-
time signal process ng through 

GigaPuse— 

Mix 
CERTIFIED 

hit 

. • 

gaStudio 3.0, the long-awaited new version of the 

world's biggest, best sampling instrument has been 
chosen as one of Mix 
magazine's 2004 NAMM 

Certified Hits. 

Available in three 
versions - Orchestra, 
Ensemble and Solo - GS3 
offers up to unlimited 

polyphony, ReWire, 
24-bit/96kHz sample 

support, real-time 
convolution modeling, a 

new GUI and many other 

improvements. 

Plus it retains the 
features that have made 

GigaStudio the pros' 

choice for sampling, such 

as disk streaming, the 
lowest latency of any 

sampler and the world's 
best sound libraries 

(with samples 
anywhere from 6o 

to 8000 times as 

large as conven-
tional hardware 

synths!). 

To learn why 

GS3 creates such 
breathtakingly 

realistic instru-
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I> Rea' time Convolution. 
Reverb convolution, mic 
moieling and instrument 
resonance modeling take 

sampled instruments to 
ne heignts realism 

Sa-lple libraries can be pre-
encoded with GigaPulse"" 
convolution or you can 
insert ?our own incredibly-
realtc sampled reverb on 
an" instrument, using Giga-
Puise" SP (included with 
GS3 Ensemble and Solo) or 
GigaPulse— Pro (included 
with GS3 Orchestra) Use 
up to 7 convol ition char-
neLs for mixing in surround 

9 
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New Qu.ck Edit win-
dow gives you instant 
access to commonly-
accessed real time 
parameters. Perfect for 
moving a part down 
an octave, changing 

filter settings on a bass sound, shortening release time of 
a synth sound, or other common tweaks. 

02004 TASCAM All Rights Reserved. AT tpecifications are subject to change without notice. Gi-
gaStudio anc GigaPulse are trademarksof TAKAMÍTEAC. Pro 7ools is a •egistered tracemark of Avid 
Technology. Inc and its subsidiaries and divisiens. Nuendo and Cubase are registered trademarks of 
Steinberg Media Technologies AG. All ether tr idemarks are property of their respective holders. 

MPH mentation — and 
why it's the over-

whelming choice of serious composers 
worldwide — visit our web site or e-mail 

us at tascamlit@teac.com for a free six-
page brochure. -41 

GIGASTUDIO 3.0 

• ww.tascamgiga.com 



CuRRENT PROFESSIONAL AUDIO NEWS AND EVENTS 

PRESSURE POINT 
BRINGS DOWN CHICAGO HOUSE 
On June 17, 2004, Chicago's music elite gathered at newly opened Pressure 

Point Recording for its grand opening party to welcome this hot new stu-

dio into the local pro audio community. Chicago Mayor Richard M. Daley 

stopped by early on for the ribbon-cutting ceremony, received a private tour 

and chatted about the Windy City's arts and entertainment communities. 

Major label heads, hip hop/electronica artists and other invited 

guests were treated to a sushi dinner and other hors d' oeuvres while 

mingling away to the sounds of Howard Levy Band and DJ Maurice 

Joshua, who entertained the late-night crowd until 4 a.m. 

"The grand-opening party to celebrate the opening of our A room 

was a smashing success," enthused studio manager Chris Schneider. 

"With friends and artists from Chicago, as well as around the country in 

attendance including the mayor, made it a great night. We look forward 

to hits coming from Chicago and Pressure Point for years to come." 

For more information on Pressure Point Recording, check out "The 

Class of 2004" and the cover in our June 2004 issue, or online at 

www.pprecs.com. 

Pidured at the ribbon cutting, from left: 
manager Adrian Guerra, general manager 
David Chavez, studio manager Chris Schneider, 
Mayor Daley, studio owner Danny Bouilla and 

engineer/producer Larry Sturm. Inset:  Mayor Dcdey at the SS( 9000 K 

AVATAR RELIVES AMERICA'S PAST 
Composer/producer Michael Whalen was in Avatar's 

Studio C ( New York City) recording music for a four-

part public television series called Slavery and the 

Making of America, which will air in the first quar-

ter of 2005. Slavery and the Making of America tells 

the story of American slavery through the lives of 

enslaved men, women and children. The recording 

sessions captured performances by Kimati Dinizulu 

and Bashiri Johnson (pictured left and right, re-

spectively) on a myriad of traditional instruments. 

Roy Hendrickson engineered the sessions and was 

assisted by Peter Doris. 

RAY CHARLES, 1930-2004 
A gifted pianist and saxophonist who seamlessly blended gospel and blues, 

Grammy-winning Ray Charles died on June 10, 2004, at his Beverly Hills 

home. His last public appearance was on April 30, when the city of Los An-

geles named Charles' studios, built 40 years ago in central L.A., a historic 

landmark. 

Diagnosed with glaucoma at age six, Charles became hooked on music 

early on, playing piano at The St. Augustine School for the Blind. After the 

death of his mother when he was 15, Charles headed to Florida and then 

Seattle to dabble in the music industry, finally cutting his first record in 

1949. At Atlantic Records in the mid-1950s, Ahmet Ertegun and Jerry Wexler 

teamed up with Charles to produce some of the most well- known and in-

fluential soul/R&B music to hit the charts. 

HOUSTON STUDIO 
ADDS PRODUCTION 
Dan Workman, co-owner and president of 

SugarHill Studios (www.sugarhillstudios 

.com), has launched Dan Workman Music 

(www.danworkman.com), a full-service in-

dependent production company, bringing 

in Nashville transplant Logan Bosemer as 

production assistant. 

Workman, whose engineering credits 

include Destiny's Child, ZZ Top, Beyoncé, 

SmashMouth, Lyle Lovett and Enrique Igle-

sias, is currently working on recordings for 

Solange Knowles, southern jam-band 

Moses Guest and rock group Pale. 

Producer Dan Workman 
(left) and engineer Steve 
Christensen pictured at the Dan Work-
man Music VIP party and showcase at 
SXSW, where they introduced singer/ 
songwriter Sarah Sharp's (inset) new 
release. 

18 MIX, August 2(X)4 • www.mixoniine.com 



SIR [LION JOHN 
STOPS IN AT TREE SOUND 

Pictured back row, L-R: John Mahon, Guy Babylon, Adrian CoIke (John's production manager), 
Matt Still, Bernie Toupin, guitar tech Rick Salazar, Elton John, Nigel Olsson, Davey Johnstone, 
studio manager Nina Etaldridge, drum tech Chris Sobchick, Bob Birch and John Holmes. Front 
row, from left: interns Jonah Merrell and Travis Daniels, and Paul Diaz, Tree Sound owner 

Elton John was at Tree Sound Studios ( Norcroz, Ga.) self-producing for the first time his full-

length album, Peachtree Road, which is scheduled for release in early November. Lyricist Bernie 

Taupin was also in residence throughout the project as he, John and the band (Davey Johnstone, 

guitar; Nigel Olsson, drums; Guy Babylon, keys; John Mahon, percussion; arid Bob Birch, bass) cre-

ated magic in Studio A. The sessions were engineered by Grammy Award-winning engineer Matt 

Still, who was assisted by Tree Sound's John Holmes. 

John returned to Studio A shortly afterward b track a duet with RCA ALstralian artist Catherine 

Britt. The song, produced by Keith Stegall, is slated to De featured on her upcoming release due out 

later this year. Engineer John Kelton was at the desk with assistant Zack Odom of Tree Sound. 

RU PERT NEV[ VISITS WEBSTER U 
Webster University's Student 

Section of the Audio Engineer-

ing Society in St. Louis closed 

out its year with two events fea-

turing Rupert Neve. At the first 

event, Neve, accompanied by 

his wife, lectured before a 

standing room-only crowd on 

topics including his experiences 

in the early days of console de-

sign and issues responsible for 

the loss of overall quality in dig-

ital audio. The following day, he 

continued the discussion before 

university students and faculty, 

focusing on transformers vs. 
transistors and ICs, dynamic range, mixer and amp topography, ground issues and his latest 

interest: guitar pickups. 

After the discussion, Neve autographed a 1970 Neve console (shown), which is used for 

its preamps and as a submixer for the DDA DMR-12. 

COMPILED BY SARAH BENZULY 

Who: Marc Bertrand, Tannoy 

North America managing 

director 

Main responsibilities: ensure 

that Tannoy continues to be 

a customer-focused and market-driven organization. 

Previous lives: 

• 1994-present, Tannoy North America 

• 1990-1994, professional sound/Canadian musician 

• 1986-1990, Metroland Printing and Publishing 

The moment I knew I was in the right industry 

was...when I walked into my first NAMM show. It 

was like the first time you played in a band when 

you were a kid and the tune sounded like the 

recording. 

If I could have been a part of any recording session, 

it would have been...Led Zeppelin /V—Bonham 

was the king of the backward beat. 

Currently in my CD changer: Rush's Moving Pictures, 

James Taylor's Greatest Hits, Stone Temple Pilots' 

Purple, Supertramp's Crime of the Century, AC/DC's 

Back in Block and Guns N' Roses' Greatest Hits. 

When I'm not at work, you'll find me...playing road 

hockey with my kids—can't wait until they're old 

enough to skate! 

TEC AWARDS SPONSORS 
LINE UP FOR 20TH ANNIVERSARY 
Twenty-five major audio and technology companies 

announced support for Mix Foundation for Excellence 

in Audio's 20th Annual Technical Ex-

cellence & Creativity Awards, to be 

held October 30, 2004, at the San 

Francisco Marriott. AMD (Ad-

vanced Micro Devices) will again 

sponsor the Technical Awards and 

Gibson Guitar Corp. has renewed its 

sponsorship of the Les Paul Award. 

Dolby Labs, Harman Pro Group, Mix and Shure are 

confirmed Platinum sponsors. Gold sponsors include 

Allen & Heath, Audio-Technica, Digidesign, Ex'pres-

sion Center for New Media, Guitar Center, 

Mackie/EAW, Mark of the Unicorn, Meyer Sound Labs, 

Remote Recording, Solid State Logic, TC Electronic 

and Yamaha. The Recording Academy and Tascam are 

Silver sponsors, and Apogee Electronics, Roland Cor-

poration, Sennheiser, Skywalker Sound and Stein-

berg North America have joined as Bronze sponsors. 

For information about TEC Awards sponsorships, 

contact Eric Geer at eg@wi.rr.com or 414.967-0104 

or visit http://mixfoundation.org/tec/sponsorship 

.html. 
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BICOASTAL OPENS IN NEW YORK 
Recording facility BiCoastal Music 

(www.bicoastalmusic.com) picked 

the first sunny day in a string of rainy 

ones to have its coming-out party. 

Founded by Grammy-

nominated engineer Hal 

Winer, the studio is sur-

rounded and enhanced by 

the quiet rural charm of 

Ossining, N.Y., yet is 

within a short car or train 

ride of New York City. The 

control room features a 

custom-built SSL C200 

Digital Production con-

sole, Pro TooIsIHD and a 

Russ Berger-designed 

25x30 live room with a 

22-foot cathedral-style 

ceiling. 

The opening-night 

bash featured top engi-

neering and musical 

talent from the New 

York City area, including 

mixer Mick Guzauski, producer/en-

gineer Neil Dorfsman and cellist 

Christine Walevska. 

—David Weiss 

Studio designer Russ Berger (left) and 
BiCoastal Musk founder Hal Winer 

GRACE DESIGN 

CELEBRATES 10 YEARS 
In 1994, Grace Designs (www. 

gracedesign.com) introduced its 

first product: the model 801 pre-

amp. Since then, the company has 

added the single-channel model 

101, the Lunatec V3 portable stereo 

mic pre with 24/192 

converters, the mod-

el 901 reference 

headphone amp and 

the remote-con-

trolled 8-channel 

model 801R. This 

year, the company 

unveiled its first 

large-scale reference 

surround monitoring 

systems: the m904, 

m904B and m906. 

Mike Grace (pictured), 

co-founder and chief 

audio design engineer, said, "I'm 

honored to have spent the past 10 

years designing and building audio 

equipment. I'm constantly humbled 

by the list of professionals who 

have chosen our products." 

4G. 

SRS LABS SURROUNDS 
UNCLE KRACKER 
Lava Recording artist Uncle Krack-

er relied on SRS Labs' Circle 

Surround multichannel encoding 

technology to deliver their latest 

release, Seventy Two & Sunny, in 

5.1 over standard CDs. Releases 

encoded with the Circle Surround 

technology can be played back on 

any CD player and do not require 

specific DVD-Audio or other play-

back gear. 

Seventy Two & Sunny was created in 5.1 and then encoded to two chan-

nels, allowing radio broadcasters to play the music in surround without ad-

ditional equipment or special processing. Andrew Karp, senior VP at Lava 

Records and head of A&R, said, "The ability to offer 5.1 on regular CDs al-

lows us to offer far more value to our customers. Working with the Circle 

Surround format is simple and cost-effective, and since it is becoming such 

a popular format that is compatible with any surround sound receiver, we 

look forward to working with it again for future releases." 

Uncle Kr. acker 
-111111maluzip 
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Academy Award-winning re-recording mixer Scott 

Milian returns to Todd-A0 (Hollywood) as senior 

VP, creative sound services, studio operations... 

Ronald Stone joins DIS' (Agoura Hills, CA) board 

of directors... New CEO at Doyle Technology (Ren-

ton, WA): Chris Britton...The Echo Boys signed 

audio engineer Bethany Lacktorin to its Min-

neapolis-based commercial music and sound design house.. Audio engineer-

ing duo Casey Chester and Adam Charity have joined the 

38 Greene (New York City) staff...Working with compos-

er Doug Hall at Propeller Music & Sound (New York City) 

is Jen Weirich, manager of sales and development... 

Yamaha Corporation of America (Buena Park, CA) ap-

pointments in pro audio and combo division: George 

Hamilton, assistant marketing manager of digital musi-

cal instruments; Michael Tempesta, artist relations spe-

cialist for Yamaha Guitars; and Jamie Media, PAC district 

manager...Harman Pro North America (Northridge, CA) 

named Dan Lynch as applications engineer and product specialist for BSS 

Audio USA and will be based out of Denver.. Rob Lewis is the new director 

of Pacific Rim sales for Euphonix; he will be based out of the comparais Pa-

lo Alto, CA, headquarters.. Stanton Magnetics (Hollywood, FL) promoted 

Henri Cohen to VP of sales and marketing.. Paul Erlandson joins Lynx Stu-

dio Technology (Costa Mesa, CA) as director of product support...SLS Loud-

speakers (Springfield, MO) welcomed R. Bob Adams, new director of 

technical communications...Tannoy North America (Kitchener, Ontario) ex-

panded its team with sales manager Derek Black...Steinberg's (Hamburg, 

Germany) Martin Stahl is providing support for the post community in L.A. 

(where he is based) as project manager post-production. 
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NeumannIUSA 

TLM 127 Multi-Pattern 
High Resolution Microphone 

Your Next 
Step Toward 
Perfection 

hiliuducing the TIM 127 

Neumann's TLM 103 was the first 
microphone to deliver classic Neumann 
quality to studios of any size. Now, the 
new TLM 127 brings even greater 
flexibility by providing multiple polar 
patterns° as well as a switchable pad 
and high-pass filter. 

Like the TLM 103, the TLM 127 
offers exceptionally low noise 
and very high resolution making 

it possible to capture audio with 
clarity and precision that others only 
dream of providing. You already know 
the rnic is the most important link 
in your audio chain. Choose wisely. 
Choose the Neumann TLM 127. 

Carciioid and omni switchable on mic. Full range of 
five patterns available via optional remote control/ 
power supply using standard XLR cables. 

The Choice of Those Who Can Hear The Difference 

annusa 

Tel 860.434.5220 I FAX 860.434.3148   

Canada: Tai: 514-426-3013 Fax: 514-426-3953 • Latin America: Tel: 52 55 5639-0956 Fax 52 55 5639-9482 



¡Tunes Crosses the Atlantic 

On June 15, Apple launched its iTunes Music Store in the IJK. France and Ger-

many, providing music fars with the same inline cacalog, a la carte pricing, 

free previews, and one-click purchasing and downloading as their North Amer-

ican counterpars; a European Union version will be launched ir. October. In its 

first week, more than 800,000 songs were purchased and downloaded—more 

than 450,000 of these were sold in the UK alone. 

For £. 79 each, Mac and PC users can access more than 703,000 titles from 

the Big Five and numerois indies, as well as exclusive tracks f.-orn worldwide 

artists. For more infocrnation and a free download of the iT-.unes service in 

the UK, France and Germany, visit www.apple.coniluk/itunes, 

www.apple.com/fr/itunes and www.apple.com/de/ittmes, respectively. 

SuperSize My Download 

McDonald's has 'learned up. with Sony Connect to offer customers who pur-

chase a Big Mac Extra Value Meal an access code worth one free song down-

load at the Connect rous:c store, www.connect.com. 

According to Larry Light, McDonald's executive VP and global CMO, 

"Music continues to be a': -he forefront of our leadership marketing strat-

egy. As the first to take a program like this across borders [France, Ger-

many and the UK], we are achieving our goal of creating ideas that are 

'first, 14, best' in music, fashion, entertainment and sports, afeas of high 

INDIE FILM MIXED IN ONE DAY 

AT IVIUSICTECH 

Pictured 1.-R: The mixing team comprised Musictech g/production 

instructor and Pro 'Reis engineer Rob Schlette, Delivery Method director/ 

editor Josh Ape% and Musictech motion imaging instructor/sound designer 

Christopher Cunningham. 

Equipped with laptops with Final 

Cut Pro and Mac G4s running Pro 

Tools (one with Digital Performer) 

while watchmg new indie film De-

livery Method on the big screen, 

Musictech College (St. Paul, Minn.) 

faculty member Christopher Cun-

ningham ano crew m,xed the entire 

sound for the film in just one day. 

"Being able to make edits to a 

feature film on laptops white listen-

ing to the film in the context of a 

great theatrical sound system is very 

exciting," Cunningham enthused. 

interest to our customers." 

Ironically, food quality is not on this list. 

Sennheiser Launches Online Lounge 

Now live at www.truesoundlounge.com, Sennheiser's Flash-based True-

Sound Lounge hosts new music from 3ennheiser-supported emerging 

artists such as Sugarcult and Joey Whitesides and video shorcs from top 

commercial filmmakers and producers. The site was co-created by 

MARC/USA (Ch.cago). 

BILL LOWERY, 1925-2004 

u 

IniA4f 

pan 

On June 8, 2004, music pub-

lisher William J. "Bill" Lowery 

died in Atlanta following a bat-

tle with cancer. 

Beginning in the early 

1950s, Lowery helped estab-

lish Atlanta as a musical pres-

ence. Artists in his publishing 

catalog included the Atlanta 

Rhythm Section, Mac Davis, 

Bertie Higgins, Jerry Reed, 

Tommy Roe, Joe South, Ray 

Stevens, The lams and many 

others. In the Late 1950s, Lowery constructed a studio in an old north At-

lanta schoolhouse where he cat many of his best-known songs. As South-

ern Tracks Recording, the studio moved to its current location in '83. 

CORRECTIONS 
In " Melting Crayons ta Make Records" (May 2004 "Current"), Henri 

Chamoux's last name was misspelled. 

In "Class of 2004- (June 2004), Pressure Point Studio's design was 

completed by Kirkegaard Associates, not Kierkegaard and Associates. 

Mix regrets the errors. 
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ON THE COVER 
MOL, BELGIUM 

Galaxy Studios 

By Heather Johnson 

alaxy Studios, owned by brothers Wil- the Blue Room) an attractive 

VA fried and Guy Van Baelen, has a histo- tracking space. German band Pur 

ry of doing things first—not just in their recently recorded a 45-piece string 

home base of Mol, Belgium, but in the world, session in the Blue Room, while 

The expansive five-room facility installed acts such as Lauryn Hill and Mary 
the first AMS Neve MMC Aquarius digital J. Blige and Telarc Records have oc-

console in mid-2003, which was preceded cupied the other two main studios. 

by the "world's first" SPL MMC1 multi- (The third features a 72-channel 

channel analog mastering console in De- Neve VR-P with Flying Faders and 

cember 2001 and followed by the API Vision post-production panel.) Co-owner 
in December 2003, an 80-channel board Wilfried Van Baelen recently 
that's "the first in the world dedicated to do maxed out the AMS Neve MMC 

all-discrete analog surround sound," ac- when he used 250 channels in 24-

cording to producer and Galaxy resident en- bit/96 kHz, with 24 channels doing 

gineer Ronald Prent, who helped design the real-time sample rate conversion 
Vision with API's Paul Wolf. from 44.1 to 96k while mixing 

Prent presented his surround console re- José Carreras' latest album for 
quirements more than five years ago after SACD Hybrid release, 

feeling limited by the modified consoles he The facility's ardent commit-

was working on at the time. He wanted a ment to isolation is another advan-
desk with " less buttons, but more func- tage for clients. University of 

tions," he says. "The center section should be Leuven professor Gerrit Vermeir and Eric 

able to run surround in 5.1 but produce a Desart of the Gerber Group designed each 
true stereo mix at the same time. You should studio as an insulated bunker, put them on 

be able to switch independently between the steel springs and installed 2.75-inch-thick, 
two, and the console should take care of all solid-glass windows in the control room 

the monitoring issues that would occur." and 4-inch-thick, 2,200-pound windows on 
Numerous discussions later, API delivered, the outside walls. " You can put a 60-piece 

Each channel on the Vision has two 100mm orchestra in the main hall and somebody 

motorized faders for a total of 160 input could be playing heavy metal in the control 
channels, along with a surround bus and room next door, with visual connections, 
three stereo buses. " On this console, you can and you won't hear a thing," Prent says. 
mix in stereo and surround or you can do up " It's amazing." 

to three stems for film mixing at the same While Galaxy is known as one of the 
time," Prent says. "And you can pan [a track] leaders in DSD recording, this year, the stu-

to wherever you want in a surround image. dio has received more calls for DVD-A. "The 

When you switch to stereo, it keeps the same funny thing is," Prent explains, " in America, 
balance, the same loudness." it's more DVD-A—oriented, and in Europe, 

Prent recently remixed two Simple Minds it's far more SACD-oriented. But the Simple 
albums for a DVD-A release on the Vision, Minds album, for instance, is a DVD-Audio 
working in part from original Bob Clear- release for DTS and EMI London. So it's 

mountain—mixed stereo masters. Prent also starting to become more of a mixture, but 

remixed 25 tracks for BMG's forthcoming we've had more SACD work during the last 
SACD Hybrid release of greatest hits from three years." 

French cult group Indochine. Whatever the format request, Galaxy is 

A serious Genelec surround system equipped. The main studios contain com-
(1035B fronts, 1038 rears and dual 1094A plete 5.1 systems and can handle up to 

subs); a closet stocked with more than 100 eight channels of DSD. The mastering 

mics; a choice of Studer analog, Sony DASH room's SPL MMC1 console, designed by the 
and Pro ToolsiHD 192 recording options; and company's Wolfgang Neumann and based 

access to a 484-square-foot recording space on Prent and Bob Ludwig's suggestions, can 
and the massive 82x49x26-foot (LxWxH) handle all foreseeable audio formats. "The 
Galaxy Hall also make the API studio (aka console makes use of [SUPRA] op amps that 
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• 
Ronald Prent with Galaxy's API Vision and KRK monitors 

operate at 120 volts," Prent says. "This gives 
you a bandwidth of nearly 200 kHz, which 
is what they use in DSD recording and high-

res PCM recording. This gives you a head-
room of nearly 40 dB, which is incredible. 
There's no limitation to what the console 
can do." 

The mastering room is measured to DSD 
standards and includes 16-channel SADiE 
ARTEMiS, Pyramix Virtual Studio, Sony 

Sonoma and Pro ToolsiliD 192 workstations, 
which allow for SAC D, CD, DVD, Dolby Dig-

ital and DTS mastering. The room also fea-

tures an Eggleston Works loudspeaker 

system and equipment from DCS, Z-Sys-

tems, Millennia, Weiss, Philips, Tascam and 
360 Systems, among others. 

Galaxy celebrates the completion of its 
latest renovation (the kitchen) this year, con-

cluding a 12-year building process and real-
izing the Van Baelen brothers' "vision," so 
to speak, that emerged after turning an old 
chicken shack into their first successful stu-

dio in 1980. " It's an incredibly high invest-
ment, but it looks like it's working for us at 

the moment," says Prent of their latest in-

stallations. " In the end, there's still artists 

and people in the record business that want 
a good product. It's time that we put the val-
ue back in music." 

For more information, visit www. 
galaxy.be. 



Instant 
The ISA 428 Pre Pack features four 

classic transformer-based micro-

phone pre-amps with switchable 

input impedance, and Focusriteis 

latest eight channel, 192 kHz A/D 

converter option - the perfect 

future-proof interface for your 

DAW or digital console. 

The ISA 220 brings ISA performance 

to the masses. Combining all the 

core classic circuit designs from the 

award-winning ISA 430, the ISA 220 

Session Pack provides you with the 

ultimate processing tools required 

to bless your session with the 

Focusrite signature sound, at a sim-

ply unbelievable price. 

The new ISA 430 MK II Producer 

Pack is the most comprehensive 

channel strip in existence. 

Advances over the original include 

a multi-format compressor, switch-

able impedance and mic AIR, 

enhanced listen capabilities, 

unmatched routing capabilities and 

world-leading 192kHz conversion. 

Satisfaction 

Assured 

The ISA. Range from Focusrite 
en% 

Rich Tozzoli 

Senior Editor / Columnist , 

Multichannel mix engineer 
— 

Carly limon, Blue Oyster flit, Marsalis 
Family. Average White Band, David Bowie 

use every tool in the 428's 
shed But, as with anything else, 
it all boils down to does it sound 
great or not. Well, this thing truly 
sounds great" 

Christiano Avig 

Live Soind Engine 

reco ding Eire& 

PINK, SPARKS, among others 

"It's important to have a channel 
strip you can rely on, but the more 
versatile the unit, the smaller the 
rack you have to drag along with 
every tour. With the 430 MK IL I'm 
now a huge step closer to the 'one 
box does everything' dream." 

go. clagricles_i_ogrant 

inióW Osborne 

Mixer / Engineer / 5.1 Mixer 

Massive Attack, Liz Frazer, Prodigy Sting, Texas, Level 42, Dominic Miller, 
Julia Fordham, Chieftains, Ian Dory 

"I use ny 220 on vocals and a 
variety of other sources including 
bass. You have smooth EQ and 
plenty of headroom. For me, the 

ISA EQ is one of the most 
transparent in existence." 

"If you're thinking of buying 
some new mic's, hold on, 
checkout the Focusrite ISA428 
first, rt gave my collection a 

whole new lease of life." 

67» 
Focusrite' 

NORTH AMERICAN DISTRIBUTOR 

www.digidesign.com 

For a demo, call toll-free 1-866-FOCUSRITE 

or visit www.focusrite.com for further information 



THE FAST LANE I 
BY STEPHEN ST.CROIX 

I Can See for Miles and Miles...Part 2 

Well, Cm7, Anyway 

ILLUSTRATION PETER BENNETT 

Do you remember that last month's top three 
keyboards were the Yamaha Motif ES, the 

Roland Fantom X and (the dark horse) Korg Tri-
ton Extreme? If not, this month may be a bit confusing. 

But let's get right to it. Which is the winner? We1111...it 
depends. I'll tell you right up front that the Yamaha Mo-

tif ES8 is the hands-down winner for overall sound. Its 
acoustic piano, Rhodes and Wurlitzer are the absolute 
best. No contest. These voices rival some of the serious 

computer-based virtual instruments. I have no idea how 

they pull this off, even allowing for the obvious mem-
ory-conserving tail looping. 

But in all this comparing, I learned that, and it pains 
me to say this, sound isn't necessarily everything. Damn, 
that hurt. I don't want to get ahead of myself, but what 

good are great sounds if the thing that makes them is so 
infuriating that you need valium or maybe heroin to use 
it More on that below. 

Comprehensive comparison of these machines is a bit 

difficult, and so this month's column is the longest I have 

ever written—by far. Basic operational concepts and fea-
ture lists are so varied that in some ways, it's apples and 

oranges. But don't get discouraged. I will tell you the 

strengths and weaknessPs of each and how they stack 
up. Here we go. 

YAMAHA MOTIF ES8 

Without a doubt, this is the best-sounding keyboard 
there is. But... it is totally impossible to use. The only 

thing more confusing and frustrating than the synth itself 
is its manual. This machine is user-hostile. 

Still, I can't stress the sound quality enough. Within 

the keyboard world where tiny sample ROMs under 256 

meg are considered sufficient, this thing is freakin' king. 
Their new acoustic piano is incredibly sensitive and 

expressive and, well.. . real. Half the time I pounded 

on its surprisingly decent weighted keyboard, I felt 
like I was physically playing a real piano. Not just be-
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DistrIbuted Audio Networks 

New Products 

New Solutions 

New Directions 
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• Connects to Yamaha digital consoles ( 01V96. DM1000, PM1D. etc.) 

• Assign audio to ANetTM directly from Yamaha control surface 

• Supports sample rates from 44.1kHz to 48kHz. +/-10% 

• One 16 channel A-NetTM output - Neutrik RJ45 connector 

• Connects directly to A-161I Personal Mixers 

• Channel Link DIP switches for stereo pairing 

• Yamaha Mini-YGDAI format 

hip.u5 

• Higher gain Line/Headphone audio output 

• True stereo mixing with fully adjustable pan 

• Dedicated Recall. Group. Solo. & Mute buttons 

• Sixteen user Preset memory locations 

• Pan/Spread control with LED readout 

• Global Trim 6dB level adjustment function 

• Auto-detect mono/stereo circuitry 

• New Held Solo mode 

• Sixteen high quality mic preamps. with 24-bit A,/D converters 

• XLR mic or 1/4-inch TRS balanced inputs on combo jacks 

• 48-volt phantom power on each channel, with LED 

• Rumble filter switch (85Hz roll off) on each channel 

• Balanced insert send and return jacks ( 1/4-inch IRS) 

• Continuously variable gain knob 

• Phase switch per channel 

• Built-in mic splitter 

Get an On-site Demo! Details Online 

AVIOM 

.A Yet Input Nodule 

wvvvv.Aviorn_com I 61 0-738-9005 I I nfo,•,,aviom_com 



THE FAST LANE  

cause of the keyboard, but because the 

sound was convincing enough to get my 

brain to hear a real piano. Same for the 

Wurlitzer. You play it like a Wurlitzer, you 

get a Wurlitzer. And as I learned in the 

past few months, this is not so easy to 
achieve. 

A friend whose ears I trust feels that this 
synth is sterile and cold, but I would call it 

precise and accurate. This is now a running 

disagreement between us—could be two 

ways of saying the same thing. 

I know that this machine has a boatload 

of features, but I never found most of them. 

You see, the user interface is the most ob-

tuse, arbitrary and counter-intuitive thing I 
have ever seen. Not that there is much to 

see: It is fitted with a minuscule, faded 

monochromatic LCD screen half the size of 

the one on my cell phone. But I know that 
this, along with the weak pea-soup green 

backlight, is and always has been the 

Yamaha Way. But this, in case you missed 

my drift, is not my way. 

Once you learn to look at the incredibly 

powerful world inside the Motif ES through 
the Official Pinhole, you discover that the 

actual operation of the machine was con-
ceived by beings, well.. not like us. I doubt 

World-cla 
digit 
E 

Z-Systems Audio Engineering 
www.z-sys.com 

z-sysez-sys.com 

To locate a Z-Systems dealer near you, contact TransAmerica Audio Group at 702.365.5155 or salesOtransaudiogroup.com 

that they are even from this quadrant of the 

Galaxy. 

It doesn't do anything in any way that 
anybody I know would try to do it. It fights 

you with every button push. It's like a bad 

It doesn't do anything 

in any way that anybody 

I know would try to do it... 

and who wants to argue 

with their gear 

to make music, especially 

when they can't win? 

Atari video game. And who wants to argue 

with their gear to make music, especially 

when they can't win? 

And sadly, I couldn't even give it a sat-
isfying chuck out the window; it was a 
loaner. 

And did I mention that this monster sam-

MIDI 

u 

(z-Qualizer, $ 1200 MSRP) 

On a 
project-studio 
budget 

pier comes with, wait for it...no sample 

memory at all? 

Now, as for power, the ES wins again. It 

has by far the most simultaneously available 
effects, including some decent reverbs for a 
keyboard. At least I think it has all this. I 

never actually managed to get it to do what 
I wanted in the weeks I had it before I gave 

up (prompted by absolutely the worst cus-

tomer support experience of my entire ca-
reer, where the official Yamaha guy in New 

York actually told me it was supposed to for-

get the tracks I had recorded when I tried 

to record the next ones—really). 

Storage is both SD and USB, or you can 

switch the USB port within a utility page 
somewhere to talk to a computer instead. 

For me, this was a non-issue. As a Mac guy, 

I couldn't decide if the ancient OS 8 soft-
ware was more lame or insulting. I guess it 

was equally both. The Windows software 

was predictably Yamaha-ey. 

One thing is abundantly clear: If Yamaha 

built their awesome guts and let someone 
else, anybody else, do the operational logic 

and interface, they would have the Machine 
From Hell. But alas, they do not. 

This thing really hurt me. I found it (and 

—CONTINUED ON PAGE 138 

The z-Qualizer 

Qualtzer 

Introducing the z-Qualizer by Z-Systems Audio 
Engineering. For nearly a decade, the world's top 
mastering engineers have relied on Z-Systems digital 
equalizers for their daily work. Whatever the job --
pop, metal, country, jazz, or classical -- our digital 
EQs are known for delivering the soul of the best 
analog processors with the precision that only digital 
can bring. 

Now you, too, can have the same glorious-sounding 
digital EQ algorithms in a small, affordable package. 
Break the plug-in habit and hear what 
a world-class outboard EQ can do for Z  1.1ç 
your projects. 

• 
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G ACOUSTICS 

You don't want to 

mess with success. 

So when you equip 

your studio, keep things 

the same, only better. 
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Introducing the next generation -rea family. With 1 flew features 
and enhancements, everythianged but th und. Check out 
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INSIDER AUDIO  
BY PAUL D. LEHRMAN 

A Law Unto Itself 

Misusing the Legal System Hurts Us All 

"Tbe first thing we do, let's kill all the lawyers." 

—Shakespeare, Henry VI 

A
ctually, let's not. The Shakespearean character 
who utters this line is preparing to throw the 

kingdom into chaos and sees getting rid of 

lawyers and other educated people as the first step to-
ward that goal. I think we've got enough chaos in our 

business already. 

Lawyers can be forces for good, of course, especially 

when they're on your side. What makes lawyers go bad 

is when people hire them to misuse the law. And those 

people deserve, well, maybe not to be 

killed, but it would be nice if they could 

be put out of business. 

One of the primary purposes of a le-

gal system, at least in a free society, is 

to protect the weak against the strong. 

Every individual is entitled, so they say, 

to his or her day in court, and all indi-

viduals, so they say, are equal under the 
law. This means that bullies who beat 
up on smaller individuals are supposed 

to be punished, whether they are neigh-
borhood thugs stealing kids' lunch 
money or large corporations taking ad-

vantage of trusting customers, employ-

ees or shareholders. And the law also 
protects bullies from themselves, re-

straining them from their worst impulses 

so that their nefarious deeds don't come 
back to bite them. 

We all know it doesn't always work 

out that way, and too often, justice is 
the sole property of those with the most 

resources: money. But sometimes, es-

pecially when legal issues are thor-
oughly examined by the system ex-
pressly set up to deal with those issues, 

the results can be very good indeed. 

They even allow us to get beyond our 
own limited vision and open ourselves 

up to the future. 
A case in point is Sony Corporation 

of America et al. v. Universal City Stu-

dios Inc. et al., usually referred to as 

"The Betamax Case." For you young 

'uns who may not remember this (or 
you oldsters who have forgotten), in 

1976, Walt Disney and Universal Studios 
sued Sony Corporation over the fact that 

Sony's newly developed home VCRs 

could record copyrighted television programs off the air 

and therefore, Sony, and anyone who used a VCR, was 

violating the studios' copyright. The studios were pos-

itively apoplectic. Their side of the fight was led by a 

former politician-turned-movie industry lobbyist named 

Jack Valenti who proclaimed, "The VCR is to the Amer-

ican film producer and the American public as the 

Boston Strangler is to the woman home alone." 

After a couple of seesaw decisions in lower courts, 
the case was finally decided by the U.S. Supreme Court 

by a one-vote margin in favor of Sony. The court's de-

cision was based on the fact that individuals making 
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ProLinear Speakers. 
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for details 

The studio monitors you can program 

Alesis ProLinear DSP monitors future 28- bit DSP for 

performance unattainable by an all- analog design. 

Bi-amplified with 120 watts of power, each incorporates 

a digital crossover for superb efficiency End time-

alignment. Use the built-in LCD interface or a PC to 

adjust parametric Ea for precise monitor tunim—even 

from a "sweet spot." In addition to eight rewritable user 

presets, eight more programs allow emulation of 

popular monitor types. So you can create  mixes that 

stand out in any environment. 

4Lesis everybody lisLens 

Program 

P3: White Cone 

El Flat 
P2: Hi Fi Smile 

P4 Faux Finnish 
P5 Studio Cube 
P6. Boom Box 
P7: BBC Dip 
P8: 80Hz Hi. h Pass 

Program directly with 

LCD interface, or 
• graphically with 

PC software 

• Eight emulations of poplar 
speaker models 

• _ink rioninrs to adjust DSP 
frcm : me interface 

• Ac just from sweet spot with 
included software 
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control—perfect for su -round 

• Apply EQ to compensate for 
room -esonances 

• Eight editable user presets 

www.alesis.com 
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INSIDER AUDIO  

recordings of television programs for their 

own consumption should be considered 
fair use under the copyright laws. 

After that, of course, movie studios got 

into home video themselves—in a big way. 

In fact, it could be said that home video 
saved the movie industry: Today, some-

thing like 50 percent of the studios' rev-
enues comes from VHS and DVD sales and 

rentals. Nonetheless, like a dinosaur who 

refuses to accept his extinction, Valenti 

try allowed four competing systems to co-

exist. No one could figure out which one 

to invest in and it soon sank without a 
trace. 

But of late, regulatory agencies have 

gone into hiding (except when handing 

out largesse to corporate donors) while the 

most significant legal fights have taken 

place outside of the courtroom; for exam-
ple, the Recording Industry Assocation of 

America vs. file sharing. Is this case wend-

When legal issues are thoroughly examined 

by the system expressly set up to deal with those issues, 

the results can be very good indeed. 

They can even allow us to get beyond our own limited 

vision and open ourselves up to the future. 

(who as I write this, has, at long last, an-

nounced his retirement) continues to argue 
that home video hurts the movie industry. 

Ironically, Sony's Betamax format lost 
out to the technically inferior VHS, but that 

had nothing to do with the court case. The 
important thing that emerged from the bat-

tle was the preservation of fair use as a cru-
cial aspect of the principle of copyright. 

Fair use is supposed to promote the ex-

change of ideas, and the Betamax decision 
did exactly that: Without it, we would not 

only not have VHS, but we also wouldn't 
have DVD, miniDV, iMovie or TiVO. 

Like the courts, regulatory agencies are 

at their best when working to promote new 
technologies in a fair and firm way. The 

'60s rock 'n' roll explosion might never 

have happened had not the FCC in 1964 

changed the rules so that radio stations that 
had licenses for AM and FM transmitters 

were, all of a sudden, required to broadcast 
separate programs on each band. (Of 
course, the radio lobby fought this bitterly 

and managed to delay its implemention for 

three years—just in time for the release of 

Sgt. Pepper—and then in the early '90s, hat-

in-hand and bemoaning the decline of AM 

radio audiences, got the rules changed 
back. 

Stereo television might not have hap-

pened—or would be in the same chaotic 
state as digital television is today—if the 
FCC didn't mandate one system that 

every broadcaster implement. Anybody 
remember stereo AM radio? I didn't think 

so. The FCC dropped the ball on that one, 
and bowing to pressure from the indus-

ing its way through the courts like the Be-
tamax case so that each side gets to ra-

tionally argue its position before impartial 
judges? Not exactly. The RIAA (of its five 
members, only one—Warner Bros.—is ac-

tually headquartered in the U.S.) has now 

sued close to 3,000 individuals for song-
swapping, yet not one of those cases has 
made it to court or even mediation. So we 
don't have any idea whether any of these 

people are actually breaking any laws. 
Four hundred of the defendants have 

cried uncle in the face of the association's 
legal muscle and forked over a reported 

average of $3,000 each (although some 
sources say that figure is way too low). 

Add it up and you probably get a sum 
somewhere close to the lawyers' bills. One 

thing you can be sure of is that not a dime 
of this money has made its way to any 
recording artists. 

Many defendants in these suits are col-
lege students and picking on them is a bril-
liant strategy. What parent, already facing 

tens of thousands of dollars in tuition costs, 

is going to want to spend more money 

fighting a giant organization with unlimited 

resources so that his kid can continue to 

download the latest releases by big-label 
artists who the parent can't stand anyway? 

In the latest round of lawsuits, a couple 

dozen defendants have decided not to set-

tle, so perhaps our judicial system, as 

creaky and flawed as it may be, will at least 
get a crack at sorting out the issue. Maybe. 

To date, there has been only one sig-

nificant court decision relating to this mess: 
A Federal District court ruled that when the 
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24-bit recording studio. 
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Pro Tracks"' Plus PC Recording Software 
Pro Tracks Plus is an easy-to-use, comprehensive 32-track recording 
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non-linear editing, plug-in support, and acidized looping features, it 
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BIAS- Deck"' 3.5 SE Mac Recording Software 
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studio. Easily record up to 64 tracks, with full CD quality and then 
edit your work instantly, while always being able to revert to your 
original recordings 

Pantheon."' Reverb Plug-in 
From the name synonymous with "world's best reverb", Lexicon brings 
you Pantheon. With 35 factory presets, 6 reverb types and a simple 
yetpowerful user interface, Pantheon is an indispensable tool for your 
recording studio. 
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INSIDER AUDIO  

RIAA (or any other copyright holder) en-

gaged in fishing expeditions to sniff out 
suspected file sharers, it couldn't force In-

ternet Service Providers to divulge cus-

tomers' personal information. Score one 

against Big Brother. 
By the way, one of the best articles I've 

read lately on the real meaning of media 

piracy appeared in the May issue of our sis-
ter publication, Millimeter. Check it out at 

rnillimeter.com/magivideo_piracy. 
Meanwhile, as new technologies emerge, 

new ways for bullies to misuse the law at 
the creative community's expense and its 

consumers are sprouting up right behind 
them. Sarah Benzuly wrote in the May 2004 
issue ("On-the-Spot CD Releases") about 

the people who are making concert record-
ings that the audience can take home that 

very night. All it takes is a rack of fast corn-

gress not succumbed to a massive public 

outcry and overruled an FCC decision that 
would have raised the limits of ownership 

of broadcast stations even further.) Clear 

Channel also owns 130 concert venues in 

the U.S. and Europe and claims to have 
staged some 32,000 events in 2003. 

Not surprisingly, the parent company's 
reach has created some problems for oth-

ers that are involved in the various areas in 

which it operates, and thus it is no stranger 

to the courtroom. In May, after being told 
by a federal judge that, yes, it would have 

to stand trial, Clear Channel settled an an-

titrust suit filed by a Denver concert pro-
moter who accused them of refusing to 
play the music on their stations of any acts 

who performed at non-Clear Channel ven-

ues. Clear Channel, of course, "admitted no 

wrongdoing." 

The RIAA has now sued close to 3,000 individuals for 

song-swapping, yet not one of those cases has made it to 

court or even mediation. So we don't have any idea whether 

any of these people are actually breaking any laws. 

puters, a boatload of storage and a mobile 
CD-pressing plant. It's a win-win situation 
for everyone: The recordings are far better 
than the typical Walkman-under-the-jacket 
bootlegs of the past, the audience gets a 

more meaningful souvenir than a T-shirt 

and the bands stand to make a pretty de-
cent amount of money as there's no record 

company or distribution chain to suck up 

the profits. 

The three largest players in this field are 
Hyburn, DiscLive and Instant Live. 

Phoenix-based Hyburn has been around 
since 2001, when it produced the first on-

site live disc for the Phunk Junkeez. 
DiscLive started in the spring of 2003, 

founded by two college students and two 
industry veterans. This past April, it was ac-

quired by Dallas-based Irnmediatek, a 

small company developing new delivery 

systems such as NetBum, which aims to 

make it possible for artists to sell music on 
the Net without worrying about it being 

copied. 

Instant Live's story is slightly different, 
as it's owned by Clear Channel Communi-

cations, the 600-pound gorilla of the en-
tertainment industry. Clear Channel owns 

about 1,200 radio stations, roughly one-

third of this country's stations. (They 
would own a lot more by now had Con-

The company is also making Instant 
Live's rivals pay royalties if they want to 

get into any of Clear Channel's concerts. 

"If they own the venue, then we can pay 

them a reasonable fee for that," says Zach 

Bair, CEO and chairman of Immediatek. 
"It's up to the band. If the band chooses 

them over us, so be it. I think the live disc 

industry is a big enough sandbox for all 

of us to play in." 
But it's gone further than that: In April, 

Clear Channel bought the rights to a patent 
(number 6,614,729) that, as George Pe-

tersen mentioned in his July 2004 "Editor's 
Note," the company claims gives it the ex-

clusive right to record any concerts and sell 
the CDs on-site anywhere. "We want to be 

artist-friendly," Steve Simon, the director of 

Instant Live, told Rolling Stone, "but it is a 
business, and it's not going to be, 'We have 

the patent, now everybody can use it for 

free.'" 
The patent—filed in September 2001 by 

two brothers, an electrical engineer and a 

lawyer—describes a generic system to 
record, edit and duplicate CDs using re-

dundant systems. (You can view it at 
http://patft.uspto.gov/netahtml/srchnum 

.htm; just type in the patent number.) It's 

clever and looks like it should work, al-
though the brothers apparently never built 

a working system. I have at least a half-
dozen engineering students who could 
have come up with the idea and one of the 

requirements of a patent is that it be "non-
obvious." (For another look at the subject 

of bogus patents, see my "Insider Audio" 
column from June 2001.) 

"We provided Clear Channel with a lot 
of documentation for older patents show-

ing this technology has been out there 
since 1994," says Bair. "The patent exam-

iner must have been asleep." Nonetheless, 

Clear Channel is using the patent as a 
bludgeon on its competitors. "Last year, 

they sent cease-and-desist letters to our 
president, Sami Valkonen," says Bair. "We 
had no idea about the patent. They bought 
it at the same time it was made public." But 

representatives at Hyburn and DiscLive 

say that the systems they use aren't in-
fringing on Clear Channel's patent. "We 
don't practice what their patent is claim-

ing," says Bair. "We use off-the-shelf soft-
ware like Steinberg's WaveLab, along with 

our own technology. How can you patent 

the way someone uses a retail product?" 

Furthermore, according to Bair, "From 
what I understand, the process they do at 

Instant Live is different from what's in the 

patent." 
Clear Channel forges ahead, telling 

anyone who will listen that its patent 
makes the company the only game in 

town. "Band managers are continuing to 
be told that DiscLive will not be able to 

record and issue CDs on-site," says Bair. 
The manager of The Pixies, one of the 

most popular artists to have worked with 
DiscLive, told Rolling Stone that they may 

switch to Instant Live. "It may be best to 
feed the dragon rather than draw swords," 

he said. "Still, I'm not fond of doing busi-

ness with my arm twisted behind my 

back." 
Besides being a businessman, Bair is 

also a musician. "As an artist," he says, "I 
look at this and it makes me angry. I would 

find it hard to pay Clear Channel to record 
my own band. Sooner or later, there will 

be a big artist backlash against them from 

artists with a lot of money. 
"On the other hand, the business side 

of me says I'd rather come to an agreement 
with these guys than fight it out in a court-

room. But if I'm pushed to the wall, I'm not 
going to throw in the towel." 

Let's hope not. As many of us learned in 
high school, sometimes a well-aimed towel 

is the best way to fight off a bully. • 

Paul Lehrman isn't a lauyer, but he knows 

a lot of them. So be warned. 
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The Lowdown on Bass Recording 
BY MAUREEN DRONEY 

IMP 

I
nvariably, it's a song's lyrics and melody that most obviously and 
immediately grab the listening public's attention. But often, as any 

good music producer knows, what really drives a piece of music 

is its bass line. That's what sets the tone, lays down the groove, com-

plements the melody and leads you through the song. But because 

bass resides in a certain narrowly prescribed area of the audio spec-

trum, it's often difficult to capture it properly when recording. Those 

low frequencies take up a lot of air space; if you don't get it right, 

then you won't hear them. Conversely, if you get too much of them, 

then you're left with mud. Given small control rooms, recording gear 

that's less than full frequency and, according to some, the prolifera-

tion of digital, well, getting a great bass sound can be challenging, to 

say the least. Searching for fresh insight into the process of record-

ing this all-important instrument, Mix rounded up some experts and 

asked them to share their thoughts, theories and tips. 

RIK PEKKONEN 

Los Angeles-based engineer Rik Pekkonen's discography extends 

over 30 years and includes records with The B-52's, Booker T. & The 

MG's, Garth Brooks, Larry Carlton, B.B. King, Lyle Lovett, Ziggy Mar-

ley, Aaron Neville, Roy Orbison, Ricky Martin, Joe Sample, Gillian 

Welch and 11 releases by soul jazz legends The Crusaders. When I 

caught up with him, he was working with producer Stewart Levine, 

finishing a very funky album of New Orleans soul by Dr. John. 

Pekkonen phrases the bottom line succinctly: "The bass is the 

soul of the record. It's also the most elusive element." Aware of the 

complexity of the challenge, he strives for simplicity in recording 

and straight-ahead equipment choices. "Ninety-nine percent of the 

time," he says, "we use the direct signal. I'll choose a Demeter tube 

direct box for that. If we use an amp, I'll use a Neumann U47 tube, 

a Neumann 47 FET, a Sony 55P or a Sennheiser 421 microphone 

on it. I'll isolate the amp in a booth or, if it's in the main room with 

other musicians, I'll baffle it off. I place the mic four or five inches 

away from the speaker and off-center. Sometimes the bass player 

will have a favorite spot on the speaker, so it's always good to ask. 

If you aren't able to record an amp, you can always put the direct 

signal through one later. Just send it through the cue system fusing 

the cue pot for gain control] and, over a tie line, into an amp." 

If there's a choice of amp, Pekkonen prefers an Ampeg 1315. 

"It's so versatile," he notes. "A good bass player with the correct 

bass can get jazz, rock, pop, R&B—and more—sounds easily. Of 

course, the absolute best thing is to get someone like Abe Laboriel, 

Freddie Washington Jr., Nathan East, Reggie McBride, Hutch 

Hutchinson or Darryl Jones who can not only can play great, get 

a great sound and have just the right bass for the song, but are 

also great guys and easy to work with. If something isn't right on 

the first run-through or so, they'll take another approach. They're 

always open to suggestions on how to make it right." 

Whether Pekkonen limits the bass signal from the get-go or not 

is determined by what he knows about the bass player and his or 

her playing style. Whenever possible, he also discusses the desired 

sound with the producer, artist and/or bass player before determin-

ing what kind of signal processing will be applied. 

"For limiters," he comments, "I like lUREI1 1176, dbx 160 and 

Tektronix LA-2As. If you want superduper limiting because the 

part is incredibly dynamic and all over the place, use a Fairchild. 

If you need something more rock 'n' roll transistor-sounding, use 

an 1176. dbx 160s have more top end, and an LA-2A gives you a 

warmer tube sound. I don't usually do too much limiting on the 

way in—I want to be able to change my mind. If it's already too 

limited, you can't change it." 

Busy tracks with lots of instruments fighting for space are an every-

day challenge for engineers who must struggle to find the right sound 

for each instrument. "Simplicity is the answer," Pekkonen advises. "Sig-

nal processing to make the bass sound a little 'alien' so it stands out 

in the track and isn't so homogeneous might work. You can signal-

process a bass to sound very unlike a normal bass to where you go, 

'What's that7 so that it makes its own space. Whether it actually works 

in the track or not is a different question, but it's worth a try." 

Pekkonen's First Commandment of good bass recording? "Know 

your speakers!" 

TONY LEVIN 

Bass virtuoso Tony Levin is perhaps best known for his work with 

Peter Gabriel for the past 25 years, including Gabriel's master-

piece, So. At another end of the spectrum are his more than 20 

records with King Crimson and his playing on releases by David 

Bowie, John Lennon, Alice Cooper, Tracy Chapman, Paula Cole, 

James Taylor and Warren Zevon, as well as on his own four al-

bums, the most recent of which is Pieces of the Sun. 

Tony Levin (left) with Jerry Marotta 
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From the Bottom 
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"The most important function of a bass 
sound is to enhance the style of the music 

and of the part," states Levin by phone from 

his home in upstate New York. "Historically, 

some prime examples are Paul McCartney's 

woody/muted sound in The Beatles; Tim 
Bogert's bass-y, melodic playing in Vanilla 

Fudge; Chris Squire's trebly, melodic sound; 
and all the Motown-style, clean, clear Fender 

sounds. Ultimately, the sound of the bass is 

dependent on who's playing it. There are a 

tremendous number of things that the player 
can do to change it: phrase things differ-

ently, pluck a string differently, have a dif-

ferent attack or use their fingers in a differ-
ent way to make the notes shorter or longer. 

"These days, with lots of synthesized in-
struments filling in the low end, listeners 
are getting used to hearing a great deal 

more low frequency in the music and I've 

found myself trying to squeeze more lows 

out of my instruments. I also take note 
when I hear it done in an effective way on 
CDs. Even if it's a synth, if it's doing an ef-

fective job, it may have some effect on how 

MKH Series High Definition Microphones 
Bernie Krause knows. In fact, he's a pioneer in 
environmental sound recording and manages 
one of the largest archives of nature recordings 
on the planet. His microphones of choice? MKH, 
of course. Not only for their flat frequency 
response, low noise, and true-to-life sound, 
but Bernie also knows that the MKH series 
uses unique technology to ensure that 
environmental extremes are taken in stride. 
He's taken them to the Sahara desert and the 
deepest jungles, and even retrieved them from 
bears and panthers — still working! When you 
stake your career on getting the right sound, 
every time, choose Sennheiser MKH. 

Sennheiser Electronic Corporation • 1 Enterprise Drive, Old Lyme, CT 06371 USA 
Tel: 860-434-9190 • Fax: 860-434-1759 
Latin America: Tel: 52 55 5638-1020 • Fax: 52 55 5639-9482 
Canada Tel* 514-426-3013 • Fax 514-426-3953 

Be sure to check out MiSoundscopes by Bernie Krause. This comprehensive 
book/CD guide to listening and recording in the wild utilizes Sennheiser's MKH 
mirs. To hear a sample and/or order, visit www.wildsanctuary.com 

I'll react to the next music I'm part of." 
How has Levin added more low end to 

his sound? "By getting a new bass with 

more lows," he says with a laugh. "You 

only have what's there [on the bass]; it's not 
a matter of just boosting a single fre-

quency. There are good, usable low fre-

quencies and there are the kind of fre-

quencies that are going to get mixed out 

of the record. I mostly play Music Man 

basses. They've always been bassier with 
more punchy, usable low end." 

Levin also finds that he gets more lows 
by playing "a little further up on the string, 
farther away from the bridge" and—while 

he says engineers debate with him on this— 
by dampening the strings, either with a bass' 

built-in dampers or with padding. "I've been 
told it doesn't make sense," he says with a 

laugh, "but to me, it sounds bossier. My clas-

sic example is on Peter Gabriel's Don't Give 
Up' in the middle of the piece, where the 

feel changes and becomes kind of gospel. I 
was playing chords on a Music Man that did-

n't have dampers built in, and for that sec-
tion, I wanted to dampen the strings. I'd for-
gotten my own, so I was looking around the 

studio for a piece of foam rubber or some-

thing to put under the strings. As it happens, 
I'd brought my newborn daughter to Eng-
land with me for the sessions, and I'd 

packed my bass cases full of Pampers. My 
eye fell on one, and I packed an entire Pam-
per under the strings. That's the only differ-

ence in the sections of the song: Same bass, 

same EQ, and while it certainly sounds 
dampened, it also sounds [limier." 

Although he may use amps for recording 
sessions, Levin always goes direct, favoring a 

Radial Engineering JDI DI. "I like its low end 

and definition," he notes. "I've used it on all 
the recordings I've done in the last few years 

and on all the live shows. They make a stereo 

unit that works well for me since I split my 
bass signal into two for various effects." 

When recording at his home studio, Levin 

uses the stereo JDI DI with one side fed to a 
Neve 33122 mic preamp/EQ module and 
then into Emagic's Logic software. The other 
side goes into a Retrospec tube DI, into an 

Empirical Lab Distressor and then into Logic. 

Levin generally brings his rack to record-
ing sessions that are held for a week or 

more. Compressor-wise, he'll often choose 

his Distressor for "clean, studio-quality 

sparlde." For heavy rock playing, he uses a 

prototype Retrospec compressor. "I find the 

prototype colors the sound slightly more 

than the finished model in a way that works 
well for my basses." 

Amp-wise, Levin relies on Trace Elliots or 

an Arnpeg SVT for a "classic, heavy rock 

sound." For the appropriate situation—such 
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as the upcoming new King Crimson record 

that began in April—Levin enjoys pulling out 

his large collection of effects. Current fa-

vorites, which Levin has been "tinkering" 

with, are Big Muff fuzztones ("If I can keep 

one working and reasonably quiet!") and oc-

tave dividers: "I'm always trying new ones, 

but I've found EBs to track best for me. 

"For Tony's last record, Pieces of the Sun, 

which was done very much live," adds 

Levin's engineer Robert Frazza, "we actually 

used at least six channels: a mono DI for the 

center, which was basically clean and unaf-

fected, and a stereo one with left and right 

running through his rack and generally 

heavily effected. We also took outputs from 

each DI to his amps." 

The center-channel amp was a 1,000-

watt Trace Elliot AH-1000-12 with four 10-

inch and one 18-inch speakers. The left and 

right amps were Trace Elliot 7210H combos 

with two 10-inch speakers. All Inics were 

Shure Beta 52s, one mic per cabinet, 

through a Neve console. Frazza places 

the mics "pretty much straight-on, 

right on the center of the cone. There's 

a blue strip [marker] on the Betas; behind 

that, everything is rejected. They're very 

much for close-miking." 

Frazza's advice: "Set up so that you 

have a clear view between the drummer 

and bass player! And use speakers you 

know well. I use a cheap pair of Boston 

Acoustics A60s and after 10 years of using 

them, they are extremely accurate for me." 

RANDY JACKSON 

Long before bassist/producer Randy 

Jackson became a celebrity as a judge on 

American Idol, he was one of the most in-

demand bass players in pop music, work-

ing with everyone from Bruce Springsteen, 

Bob Dylan and Journey to Aretha Franklin, 

Whitney Houston, Celine Dion, Mariah 

Carey and Madonna. These days—in be-

tween taping Idol episodes and promoting 

his new book, What's up Dawg? How to Be-
come a Superstar in the Music Business—he 

still keeps his hand in, often recording at 

his personal studio, The Dugout. 

Before talking gear. I asked Jackson for 

some opinions on current trends in bass 

sounds. He brought up two issues: First, a 

lack of true low end in many current instru-

ments. "It seems like a lot of manufacturers 

are still hung up on midrange-y—sounding 

basses," he observes. 'Maybe it's a holdover 

from Jaco [Pastorius], who was one of the last 

real superstar bass soloists. He used the back 

pickup of the [Fender] Jazz bass, which is a 

canurino WU Wild lini11181: 1100118MC BEHElD 
Rik Pekkonen: "The most difficult thing 

about recording acoustic bass is the situ-

ation you're in. If the bass is live in the 

room with a rhythm section, you will need 

a direct output, a mic and baffling. If the 

bass player insists on a mic only and no 

baffling and has to be next to the 

drums—and let's throw in an aggressive 

piece of music!—you'll have every instru-

ment in the room on your bass track. 

"After a playback where everyone hates 

the sound, youll get to move the bass into 
an iso booth or suggest the direct again. Normally, if I don't know the bass 

player, I will have all these options set up before the session so we don't 
waste time. 

"Now you have the bass isolated. Most acoustic bass players don't like 

direct bass sounds: It sounds too confining, the EQ is unnatural—the list 

goes on. A classic tube mic three or four inches away from the instrument 

and in-between the bridge and the F hole is my traditional placement, but 

when possible, a Sony 55P mounted underneath the bridge is the best mik-

ing technique: When the bass player moves around to the groove of the 
song, he's never off-mic. 

"With acoustic bass, there will be certain notes that speak more than 

others; it's the nature of the beast. Limiting will help the notes be more 

consistent. The player, the instrument and the song are the real factors to 
a great acoustic sound. You just have to be ready." 

Bob Power: 'Context is everything and modern recordings are a lot 

about presence. There's a big difference between listening to an Ellington 

or a Mingus record with that beautiful big thump from across the room 

and a modern record with a more present acoustic bass sound. With 

acoustic bass, a lot of the sonics are determined by the density of what 

else is going on and how much presence I need to get. 

"When I work with someone new, I always ask if there is anything in 

particular that they love or hate and ru explain what rm doing as I go. I 
tend to choose really high-end mirs for acoustic bass: 47s, either tube or 

FET, Neumann M49s and 149s, and I've also had good luck with my German 

Brauner VM1. I once did a recording of the Count Basie band with San Fran-

cisco engineer Fred Catero. He used a Beyer ribbon mic with a big ball, I 

think an M500, and it was great. 

"More important than what you use is where you put it. I'll ask the 

bass player to play and then I'll walk around the instrument a few times 

and listen really closely. Sometimes an F hole is good; sometimes the two 
F holes will be very different-sounding from each other. You may want the 

mic down by the bridge or up by the fingerboard. Many times, the bass 

player will say, 'This is the good spot: and they are usually right. If I can, 

I also like to use a pencil-style condenser in the middle of the bridge, 

pointing up. If you wrap an AKG 451 or a KM Series mic in either a towel 

or a piece of foam, you can wedge it pointing up toward the neck, in-be-

tween the tailpiece and the body, down at the bottom of the bass. You 

have to be careful that you don't wedge it in too tight and dampen the 

sounding board too much. But if you mix a little bit of that in with the 

broader mic that you have on the body of the bass, it can really work welL 

"For compression, whatever I use I tend to go with a slower attack 

and release. It's very easy to mess up acoustic bass because there is so 

much low end and they tend to be uneven through their range. You may 

get one note that balloons; it's just a natural resonant point of the in-

strument that jumps out. If you hit the compressor wrong, it sounds ter-

rible, so you have to watch it carefully." 
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With the New AES16, the Biggest Part of 
Your Digital Audio System May Be the Smallest 

You have invested a lot of time, money and commitment 

into your digital audio system, with the best ir digital 

mixers, converters, digital audio workstations, software 

and recorders. All you need now is the final piece to tie 

the entire system together - the AES16 - frorr Lynx 

Studio Technology. 

Working in single-wire mode, the AES16 offers 16 charnels of 

24-bit AES/EBU I/O at 192 kHz using Windows or Macintosh 

computers. You can also use dual wire devices for eight I/O 

channels. The AES16's software controls its internal s.xteen-

channel mixer, routing your signals just about anyway e ou can 

think of with virtually no latency. 

In addition to being the ultimate 

digital audio router, the AESI6 

features a new Lynx technology 

SynchroLock'". Basically " jitter 

control on steroids", SynchroLock 

provides extreme jitter tolerance 

at all inputs. By coupling statistical 

analysis with low- noise clock generation techniques. 

SynchroLock extracts a very clean clock with 3000:1 

jitter attenuation from AES signals affectec by long cable lengths 

and other noise sources.The clock output of SynchroLock can 

also be used as a very accurate word clock source for other 

studio devices. 

Need more than 16 channels? No problem. Up to four AES16 

cards can be installed in a single computer, for a total of 64 

inputs and 64 outputs. You can also add 16 channels of ADAT 

Lightpipe I/O with the optional LS-ADAT LStream card that 

attaches to the AES16. 

The AES16 was developed with your facility in mind.The 

AESI6-XLR model with two six-foot cables and professional 

XLR connectors may be the best option for you. For added 

convenience , we offer optional twelve-foot cables with D-sub 

connectors for Apogee, Benchmark, Yamaha, Mackie and other 

top digital audio brands. Plus the AES16's PCI interface is 

designed for either 5V or 3.3V signaling, making it totally 

compatible with the new Macintosh G5 models. 

Please visit our website at 

www.lynxstudio.com to 

learn more about how the 

AESI 6 lets your computer 

become the control center 

of your digital audio system. 

Now that's big news 

in a small package. 

Stud. shown Soundworks Ss... North Hollywood. Cahlorma ,DZ104 Lynx StUal0 Technology. Inc. 

STUDIO 
TECHNOLOGY 

www. ynxstudio.com 



rom e Bottom 

very midrange kind of pickup. That's brilliant 

for a certain kind of sound or for soloing, but 

I haven't heard that many bass solos on the 

radio lately. These days, it can be tough to 

get the right kind of bottom end. Part of the 

reason is the instruments themselves, part of 

it is digital workstations, part of it is the kind 

of gear in the recording chain. When you get 

to the digital realm, it's sometimes really hard 

to feel the low end. That's why so many peo-

ple have gone back to using some kind of 

tube device in the chain." 

A producer with years of experience in 

major-label A&R, Jackson's musical roots 

as part of the rhythm section give him his 

unique perspective on sound. "My biggest 

pet peeve lately," he notes, "is that too 

many engineers and mixers decide that ei-

ther the kick drum or the bass is going to 

be the bottom end of the record. They 

choose one or the other, and that makes 

the end product suffer. On the great old 

records, everything in the rhythm section 

worked together to support the bottom 

end. Great mixers and engineers under-

stand that and find the right place for the 

drums, bass, keyboards and guitars. They 

look at the big picture." 

Okay, on to the gear: "Lately," Jackson 

says, "people send me their tracks so I can 

put down a part in my studio. I have a re-

ally simple setup so when I'm engineering 

by myself, I have a chain in place that I 

know I love the sound of. I rely a lot on my 

[Line 6] Bass POD Pro. With its physical 

modeling, it gives me any amp or speaker 

simulation, and it also has all the effects. I 

can dial in just about any sound I want. 

Plus, my basses all have active preamps. So 

I have the controls on the bass and the 

POD, and I go into my Yamaha 02R96 con-

sole, which I like because it doesn't add 

much color. Other times, I'll just plug 

straight into the DI input on the front of my 

Brent Averill [Neve 1272 preamp reissue] 

and then through the 02R into Pro Tools— 

or if I'm writing, into Logic. If I need to push 

any air, I have a little SWR [Mo'Bass] cabi-

net with a 15-inch speaker and we throw a 

[Sennheiser] 421 on that." 

Things vary more when Jackson works 

with his engineer, Kevin Guamieri. "For 

clean sounds, we generally use a Demeter 

tube DI through the Averill 1272 into one 

side of a [stereo] Neve 33609 compressor," 

comments Guamieri. "It's one of the 'real' 

1272s. For clean sounds, a Neve 1073 pre-

amp/EQ module is also great, and I like 

the Millennia Origin STT-1, which is 

a mic pre/EQ/compressor with the 

mic pre and compressor switchable 

from solid-state to tube. For bass, 

that's a great mic pre because you 

can get so many different tones out 

of it. 

"Randy often uses his Bass POD 

Pro, but for a more aggressive guitar 

tone with some growl and cut, he'll 

play through a Guitar POD or 

through the TC Electronic G4 guitar 

box. Or sometimes I'll overdrive a 

mic pre or a compressor or two—or 

both! For example, on an SSL 4000 

or 6000 console, I'll come out of the 

insert on one channel, patch back 

into the mic pre on another channel 

and then send it out direct through a 

tube compressor. I love the LA-2A for 

that: The harmonics on it are fantastic. You 

start with your output at zero, get your gain 

reduction in place and then crank up the 

input until it growls. [Producer/engineer] 

David Kahne recently turned me on to an-

other good tube limiter: a Federal TV AM-

864. Mine was customized for easier input 

level access and has about 90 dB of gain! 

You can plug a bass straight in and get a 

ridiculous tone out of it." 

If Guamieri gets his druthers, he records 

an amp with the DI. Sometimes, Jackson will 

just take a line out of his SWR Mini Mo' amp 

head, but whenever possible, Guamieri 

prefers to mike speaker cabinets. 

Favored mics include Neumann U47s 

and FET 47s, Sennheiser 421s and Audio-

Technica ATM25s. Guamieri notes, I've 

got an old Sennheiser 422 [precursor to the 

421] that I found on eBay. It's shorter and 

fatter and it sounds great." 

To avoid phase problems, Guamieri 

usually uses only one mic on a cabinet but 

will sometimes balance two with a Little 

Labs IBP phase tool. "If I'm using a 421," he 

says, "I poke a flashlight through the screen 

to find the cone and then I slightly offset the 

mic from the cone. I'll point it down where 

the woofer cap meets the cone and then 

pull it back a little bit—I want to give it at 

least a little air. When I use large condensers 

[U47 or FET 47), I pull them back at least a 

foot away from the cabinet. Some mics you 

run into can't handle that much transience, 

so you have to be selective." 

The Averill preamp gets used on mics 

and DIs, but Guamieri chooses different 

compressors, often an 1176 chained with 

an LA-2A. "I'm not double-compressing," 

he explains. "The 1176 clamps down and 

the LA-2A adds coloration and tone. In 

general, the 1176 is a fantastic compressor, 

but it's not full-bandwidth and it can cut 

Bob Power advises to know your gear and open your ears. 

out low end and some highs. On bass, I'll 

put an equalizer after it to compensate: a 

GML 8200, Pultec EQP-1 or a Lang PEQ-2. 

I'll dump a little bit of supersub and maybe 

some mid-highs on it from those." 

The two have just completed building 

a small recording booth, which, Guarnieri 

says, "is totally Auralex-ed, foamed-out 

and bass-trapped. It's totally dead in 

there—great for the bass cabinets." 

BOB POWER 

Acclaimed for his bass sounds, veteran 

New York producer/engineer Bob Power 

is also an accomplished guitarist and 

bassist. Among his credits are multiple 

projects with The Roots, Me'Shell 

Ndege'Ocello and A Tribe Called Quest, as 

well as work with Erylcah Badu, India.Arie, 

David Byrne, D'Angelo and Raphael 

Saadiq. He was in the middle of mixing 

Everlast's new LP when I called. 

First off, Power's listening suggestions: 

"lately in heavy rotation on my iPod are 

Earth, Wind & Fire's Greatest Hits with their 

amazing bassist Verdine White," he says. 

"Anything by James Jamerson and, of 

course, there's Paul McCartney. When I first 

started recording, I thought he didn't get a 

very good bass sound—you know, it's all 

woofy and muffy. Now I realize how ab-

solutely brilliant and singular it is, particu-

larly in its very cool midrange approach. 

Then there's [producer] Tony Levin's work 

on [Peter Gabriel's] So, which is the bench-

mark for aggressive. And Me'Shell has a very 

unique sound. Can't forget [Charles] Mingus, 

which is kind of a weird one because, usu-

ally, modern recordists think of electric bass 

and 'definition.' When you listen to Mingus, 

it's like he's across the room, but it's still 

monstrous—really big." 

—CONTINUED ON PAGE 132 
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TEC Award Trio 
Thanks to the Mix Foundation for selecting both the 2192 Master Audio Interface and the 2-1176 Twin Vintage Limiting Amplifier 
as nominees for the 2004 TEC Awards and for inducting the LA-2A into the newly established TECnology Hall of Fame. 

The 2192 Master Audio Interface combines UA's analog heritage with our digital design innovation. Combining a 
24-bit/192K Stereo AD & DA, Clock Distributor & Transcoder, the 2192 is the studio " reference". Also recognized with both a PAR 

Excellence and EQ Blue Ribbon Award, the 2192 is changing the industry's idea of what " digital" can really sound like. 

After 35 years of compressor design, the 2-1176 Twin Vintage Limiting Amplifier is the modern stereo incarnation of the worlds 

best loved compressor. Using the " Rev.D/E" circuit design from the 6176, the 2-1176 offers dual mono/stereo link operation with 

true matched FET's at an unbeatable price. 

Surf over to www.uaudio.com to see all the award-winning audio hardware & software only from Universal Audio. 

6176 Channel Strip — TEC Award Winner 2003 

• 

o 
• 

2192 Master Audio Interface — TEC Award Nominee 2004 

2-1176 Twin Vintage Limiting Amplifier — TEC Award Nominee 2004 

www.uaudio.com • toll- free: 1-866-UAD-1176 
330 Encinal St. • Santa Cruz, CA • 95060-2101 • USA 
voice: 831-466-3737 • fax: 831-466-3775 

UNIVERSAL AUDIO r — 

©2004 Universal Audio, Inc. All Rights Reserved. The Universal ALcio Name. Logo. " 2192", "2-1176", and "6176" are property of Universal Audio. 



Engineer Mark Zeboski at the Fairlight DREAM Constellation digital console Jarvis Studios in New York City boasts a I6-bus, 64-channel (all-input) analog 

in Studio A at Chicago's Audio Recording Unlimited (ARV API Legacy with 64 550 equalizers and Flying Faders automation. 

n the world of marketing, high-end pro equipment and budget recording gear 

have one thing in common: They both use a relatively simple sales pitch. On the 

superexpensive side of the console market, the product thrust is straightforward: 

"Behold the best. You'll pay dearly for this superior quality, but we know that pro-

tu, ionals such as yourselves are good for the cash." On the flip side, the message is 

equally simple, yet contrary: "Isn't it amazing how many features are packed into this 
incredibly small product for this incredibly low, low price?" 

But somewhere between the megabuck beasts and the mixers sold in Everytown's 

mass-market stores lies an impressive selection of mid-priced products designed for the 
working pro studio's day-to-day needs. 

Examining the mid-priced console market in 2004, we've noticed the availability of 
some excellent consoles—ones that are arguably high end—for a wonderful price. Here, 

we define "mid-priced" as consoles in the $50,000 to $150,000 range. Within it are some 

incredible performers, from complete, all-in-one digital recording solutions to classic-
style analog desks with superior electronics. Read on for a collection of consoles that 
offer high-end quality without the high-end price tag. 

The Amek (www.amek.com) Media 51 multiformat analog console features Rupert 

Neve-designed mic preamps, 4-band channel EQ with fully parametric mids, swept 

high- and low-frequency with peak-shelf switching, and swept high- and lowpass fil-

ters. Eight aux sends, a stereo solo system and soft mutes on both signal paths within 

each channel are also standard. The console has mixing capability for 5.1, monitoring 

capability for 7.1 and monitoring for up to four external stem mixes. 
Media 51 features Amek's universal Supertrue" fader, switch and event automation 

as standard, allowing intuitive and flexible setting control. The included Supertrue Ver-

sion 4.0 automation encompasses Amek's proprietary virtual dynamics, recall, visual 

FX, synchronization to SMPTE and software control of external components. Available 

in 32, 48 and 64-channel frame sizes, the Media 51 is priced at $49,950, $69,950 and 

$89,950. respectively. 

API (www.apiaudio.com) is no stranger to high performance with its emphasis on 

no-compromise analog circuits. Although the company's Legacy consoles are priced 

from $100k, a more realistic starting figure hovers around $125k. For example, a 32-

BY STROTHER BULLINS 
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flhrirc Abound in the Middle Ground 

Slated to start deliveries last month, this SSL AWS 900 DAW worksurface/ 

analog console resides at its demo room near Oxford, England. 
This Digidesign ICON digital console/worksurface is installed at the 
company's headquarters south of San Francisco. 

channel Legacy with API's classic 550 Series 4-band EQs, 16 

212L all-discrete mic preamps and patchbay lists at about 

$130,000. The console can be configured with its channels in 
a split or all-input design. Other basic features include 16 main 

buses, two stereo buses, six aux sends (five mono/one stereo) 

and a totally modular design that allows buyers to easily add 

preamp modules as needs grow. The Legacy also offers frames 

of up to 64 channels and a choice of the standard long-throw 
P&G faders or optional moving fader packages from Uptown 

(900 or 1200 Series) or Flying Faders. 

The Audient (www.audient.com) ASP8024—conceived, de-

signed and created by Audient founders David Dearden and 

Gareth Davies—is an analog, full-featured in-line desk with 24 

track-assign buses and 14 aux buses. Each channel of the 

ASP8024 features a 4-band splitable equalizer that can be 

switched into the channel's short signal path. The center sec-

tion offers comprehensive metering, monitoring and foldback 

capabilities with main monitor outputs. Additionally, the center 

panel offers three alternative speaker outputs and a built-in 

stereo bus compressor. Available in 24 to 60-channel configu-

rations, the modularly constructed ASP8024 starts at $50,000. 
Wilmington, Del.-based Geoff Daking & Co. (wvvw.daking 

.com) has been making high-performance analog gear for 10 

years. The company offers an 8-bus console on a semi-cus-

tom basis (each is built to individual diem specs), with most 

priced in the $33k to $99k range. The mixers feature an all-

discrete, Class-A transformer-coupled topology; Jensen audio 

transformers throughout; 4-band EQ with HP/LP filters and 

five selectable center frequencies per band; four aux sends 

(pre/post-switchable); auto-mute group muting; stereo in-

place solo or destructive solo with solo safe; and direct outs 

on every channel. 
Unveiled at April's NAB convention in Las Vegas, Digidesign's 

(www.digidesign.com) ICON is a fully digital integrated console 

and complete audio production environment centered on the 

new D-Control" tactile worksurface. Using Pro Tools I HD Accel 

as its core DSP engine and modular Pro Tools I HD audio inter-

faces for analog and digital I/O, ICON transforms an elaborate 

DAW controller into a full-blown digital console. 

ICON's D-Control worksurface has built-in 7.1-channel pan-

ning, touch-sensitive controls, full processing and routing con-
trol per channel, and an expandable architecture with room 

for extra fader banks. Integrated remote mic preamps are in-
cluded, and optional Avid picture support increases ICON's ap-

peal for post users. Each channel strip of the D-Control in-

dudes six rotary knobs with LED rings, a six-character scribble 

strip, mode switches, status LEDs and a P&G fader. ICON 

comes with XMON, a rackmountable analog monitor system 

controlled via D-Control. XMON provides access to two 8-

channel monitor mixes, three speaker feeds, three stereo cue 

outputs, a studio monitor feed and a headphone output. 

As an adjunct to an existing Pro Tools I HD Accel system, the 

base ICON configuration adds another $59,995 to the package 
and includes a 16-fader D-Control module, stand and the XMON 

monitor interface. Currently, ICON's maximum configuration is 

80 faders; additional 16-fader modules are $29,995 each. 

Fairlight's (www.fairlightau.com) DREAM Constellation 

large-format digital audio console offers a high-end recording, 

mixing, automation, plug-in and editing solution for a relatively 
low price point. Replacing Fairlight's DREAM console, the TEC 

Award-nominated Constellation is powered by Fairlight's QDC 

engine and incorporates the company's Binnacle editing model. 

The Constellation's ability to edit automation and audio simul-
taneously allows clips, tracks, ranges or complete projects with 

previously written automation moves to be carried forward with 

the audio. 
Constellation supports up to 144 channels, 48 buses and 32 

mono multitrack buses. Each channel features 6-band equal-
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ization and filtering, while two-stage dy-

namics processing is available on up to 96 

of the desk's inputs, plus 48 returns with 2-

band EQ. Accommodating up to four QDC 

cards, the powerful Constellation is 7.1 sur-

round—ready and offers a flexible monitor-

ing bus system. The DREAM Constellation 

system starts at $111,000. 

Chicago-based Sytek Audio Systems 

(www.sytek-audio-systems.com) has two 

very capable analog consoles fitting the 

mid-priced criteria: the Neotek Elan II and 

Neotek Elite II. While both consoles fea-
ture the same impressive Neotek micro-

phone preamp and high-quality circuit de-

sign, the less-expensive Elan II foregoes 

some of Elite II's more complex and less-

used functions to keep costs down. 

The Elite II—Neotek's flagship con-

sole—features dual-channel signal archi-

tecture that is neither a split nor an in-line 

monitoring I/O module approach. Instead, 

each input module contains two distinct 

audio paths that are independently opera-

tional. Each channel of the Elite II features 

a sweepable, frequency-style 4-band 

equalizer and filter, and the console offers 

New Jersey is home for this 48-input Amek Media 

51 at Taylor-Made Productions, owned by 

engineer/composer/producer Glenn Taylor. 

The new home of the Philadelphia Orchestra, the 

Kimmel Center for the Performing Arts has an 

Audient ASP8024 analog console. 

Cedar Rock Studios (She!burn, Ind.) installed a Trident Series 80 5.1 console. 

additional perks such as a second stere, , 

bus, solid-state muting circuits, flexible au-
tomation options and an optional multi-

format monitor, which provides a full fea-

ture set for monitoring in LCRS or 5.1 

environments. 

The Elan II features an in-line monitor-

ing design, although many aspects of the 

Elite 11 are present within its smaller sibling, 

including 4-band EQ and the optional multi-

format monitor. A 48-channel Elan H is 

priced at $52,000, and the Elite II ranges in 

price from $65,846 for the 32-input model 

to $ 149,982 for the 96-input model. 

John Oram, owner of both Oram Pro 

Audio and Trident Audio (www.oram, 

co.uk), offers a trio of high-quality, mid-

priced analog consoles: the Trident Audio 

Series 80 5.1, the Oram Series 24 and the 

Oram BEQ Pro24 5.1. 

The first new console from Trident 

Audio, the Series 80 5.1 console is a classi-

cally designed desk and features a repro-

duction of the mic pre and 4-band EQ from 

the original Trident Series 80, which in-

cludes two swept rnids and switchable 

high- and low-shelving mids. While the Se-

ries 80 5.1 maintains a retro analog sound, 

it's ready for modern productions via full 

5.1 capabilities. The center section includes 

the John Oram Hi-Def EQ and dual circuit 

compression unit. 

The Oram BEQ Series 24 and Pro24 5.1 

consoles are 24-bus production desks and 

feature identical microphone preamps and 

channel EQs. While the Series 24 is suited for 

stereo-only recording facilities, the surround-

ready Pro24 5.1 offers increased perform-

ance and includes eight group faders, eight 

aux sends, eight auxes via small fader rout-

ing, 5.1 routing with a sub-output mix ma-
trix, eight stereo returns with EQ and a 

Producer/composer Jack McKeever at the custom 

Daking 32x8x2 console at "The Maid's Room," 

his facility in New York City. 

Engineer/producer Steve Albini relaxes at the 

Neotek Elite installed in Control Room at Elec-

trical Audio, his two-studio complex in Chicago. 

stereo hi-def EQ Sonicomp compressor. The 

Pro 245.1 also offers a sub-bass output with 

a built-in crossover. The Trident Series 805.1 
starts at $63,000, and the BEQ Series 24 and 

Pro24 5.1 are priced as low as S45,000 and 

$63,000, respectively. 

To make a big understatement, Solid 

State Logic (www.solid-state-logic.com) is 

not a manufacturer regularly associated with 

mid-priced recording consoles. However, 

recognizing the potential sales possibilities 
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DIGIDESIGN ICON 
INTEGRATED CONSOLE 

Experience the ultimate professional audio 

production environment for music and film: 

the Digidesign= ICON integrated console. 

Fully modular, state-of-the-art console control • Pro Tools 1HD  Accel DSP and I/O resources - 192 kHz sample rate support 

Industry's finest plug-in options • Automatic Delay Compensation • Integrated video and delivery • Total session recall 

www.ckgidesign.com to learn more about ICON. 

cLigricle siu-rx 



The Legend Continues 

CONSOLE SHOPPING? 

within this price range, SSL recently un-

veiled the AWS 900 Analog Workstation 

System, which employs a full-featured 

SuperAnalogue signal path with a DAW 

controller. Guitar Center's GC Pro stores 

will handle sales, service and support for 

the AWS 900. 

Resembling a miniature SSL 9k, the 

24-channel AWS 900 features switchable 

SSL E or G Series 4-band parametric EQ; 

assignable SSL dynamics with gate, ex-

pander and compressor/limiter; a G Se-

ries stereo main-mix bus compressor; 

and metering on all channels and main 

outputs. The desk can also function as 

a stand-alone 8-bus desk. The AWS 

900's DAW controller system offers a 

color TFT display to view DAW plug-in 

settings and status information, along 

with intuitive DAW control and motion-

control panels. The controller provides 

direct access to all major DAW mixing, 

editing and automation parameters and 

has a dedicated control CPU. There's 
only one configuration for the AWS 900 

and only one price: $85,000. An op-

tional console stand is available. 

The Soundtracs (www.digiconsoles 

.com) DS-00 digital console is an infinitely 

One of several Soundtrocs digital consoles in use by the CBC, this DS-00 at CBC Radio in St. John's, 
Newfoundland, is used for music and drama production, and TV post work. 

Orange Whip Recording, a Chris Pelonis-clesigned studio in Santa Barbara, Calif., features an Oram Series 24 
analog desk. 

4011.0 Toff Audio Designs 

INTRODUCING 

ATC-2 TWO CHANNEL MIC PRE / COMPRESSOR / EQUALIZER 

AFC-2 DUAL CHANNEL EQ / MIC PRE 

ATC.2 Trio Channe'ln.""1:7;:.o.rnoee,or Equide 
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One of Iwo 11 Audio VTC tube consoles installed at EMI Publishing's studios ,n London's West End 

flexible and wholly expandable desk, suited 

for use in a variety of settings including 

broadcast, music recording, live sound, film 

and post-production. The DS-00 comes stan-

dard with 64 channels of full processing, 40 

buses and 7.1 surround mixing capability. It 

also includes eight analog inputs, 16 analog 

outputs, 24 AES I/O with sample rate con-

version for each XLR connection and eight 

I/O optical connections. 

Each DS-00 channel offers eight equal-

izers, including six fully parametric bands, 

high- and lowpass filters in the sidechains, 

dynamics processing and access to all 40 

buses. A total of four EX-00 8-fader ex-

pansion units can be added to the DS-00, 

making it possible to build up to a 49-

fader surface. Each EX-00 offers a TFT 

touchscreen and full metering. Designed 

to be part of a complete recording, mix-

ing and editing system, the DS-00 has a 
dedicated MADI I/O to connect to DiGi-

TRAC's show recorder or another hard 

disk unit. The DS-00 main fader surface is 

priced at $68,072, and EX-00 expander 

units are $ 14,433 each. 

British manufacturer TL Audio (www. 

daudio.co.uk) offers the Valve Technology 

Console (VTC), an original desk featuring 

innovative tube (or "valve," if you're speak-

ing the Queen's English) technology 

throughout. The fully modular, in-line multi-

track mixer uses TL Audio's acclaimed tube 

circuitry within its channel, monitor, group 

and master section signal paths. The tubes 

aren't just a perfunctory addition to the 

desk; they are crucial parts of the VTC's sig-

nal path. For instance, every channel and 

Mix B preamp includes an ECO33/12AX7A 

tube stage, as well as the Group, Mix B and 

stereo master mix amplifiers. While record-

ing to tape through a group, a VTC user will 

bring signal through two tube stages and 

two additional stages on mixdown for a to-

tal of four valve stages in the signal path. 

The tubes are positioned within the me-

ter bridge section of the desk and all tube 

heat travels up and out through the vents 

in the bridge. As a result, the VTC's elec-

tronics and control surface stay cool. 

Distributed in North America by HHB 

Canada, the TL Audio VTC is available in 

configurations up to 56 channels with an op-

tional bar graph meter bridge. A fully loaded 

56-channel VTG desk sells for 
$57,000; its optional meter 

bridge is priced at $4,700. 

Strother Bullins is a North Carolina-based 

freelance writer specializing in the profes-

sional audio and entertainment industries. 
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David Crosby and Graham Nash 
Breaking Down the Walls With Producer/Engineer Nathaniel Kunkel 

passing outside Center Staging in Los Angeles, it 

would be difficult to imagine what was taking place 

within the large rehearsal complex. Inside, David Crosby 

and Graham Nash were collaborating on their first duo al-

bum in 26 years, in an unconventional, open recording en-

vironment pioneered by producer/engineer Nathaniel 

Kunkel. Kunkel—whose recent credits include working with 

Sting, James Taylor, Crystal Method, Deep and Bites, and 

Lyle Lovett—built a portable recording package he calls 

A well-stocked studio on wheels: Nathaniel Kunkel's 

mobile gear racks feature three Genex 8-channel 

A/D converters, an Alan Smart Cl limiter/com-

pressor, two Empirical Labs Dish-essors, a host of 

GML and TC Electronic gear (including 12 channels 

of GML mic pre's and four TC Finalizers), a Z-Sys 

8x8-channel router, an Otani UFC-24 multitrack 

digital-format converter, a DTS professional en-

coder and decoder, a Tascam DA-78 HR digital 

recorder with AES interface and a Brainstorm Elec-

tronics Distripalyzer. The mic assortment, however, 

was kept to a minimum: "Just about every micro-

phone was from Audio-Technica, except for my 

Neumann U67 on vocals, B&K 401 Is on acoustic 

guitars and drum overheads, Shure SM57s in front 

of the guitar amps and a Sennheiser MD-431 on 

snare," says Kunkel. 

Studio Without Walls. With this high-end, high-resolution 

collection of gear, Kunkel can work almost anywhere—from 

Sting's home in Los Angeles, to live concerts, to Center 

Staging, where they are tracking Crosby Nash, due out this 

month on Sanctuary Records. Rounding out the talent ros-

ter are Lee Sklar on bass, Dean Parks and Jeff Pevar on 

guitars, Crosby's son James Raymond on pi-

ano and Kunkel's father, co-producer Russ 

Kunkel, on drums. 

MIX ma 

ONLINE 
EAS 

David Crosby perfects a guitar track. "We gave everyone good 

headphone mixes," says Nathaniel Kunkel. "You have a head 

unit that you plug 16 channels into and a Cat-5 Ethernet cable 

that goes to a router with power. Everyone had their own head-

phone mixers. We put 50-foot cables on all of them so people 

could take their headphone box wherever they wanted." 

David Crosby's son James Raymond (pictured at the 

piano), carrying on the musical tradition: 'When 

David was in danger of dying with his liver transplant, 

he was on the cover of People magazine," says Gra-

ham Nash. "James' adopted parents, who are won-

derfully warm people and brought him up 

magnificently, knew who his father was. Because he 

was in danger of dying, they felt they owed it to 

James to tell him. And when they told him, he wanted 

to meet David. Now he is in David's band, CPR." Ray-

mond's piano was miked with Audio-Technica 4050s. 
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PHOTOS AND TDIT BY MR. BONZAI 

Left: Crosby and Nash harmonize into 

a Neumann U67. Right: Producer/en-

gineer Nathaniel Kunkel takes a 

quick break from his Pro Tools rig. 

"What Nathaniel does that is 

most valuable, apart from his techni-

cal expertise and his sense as a mu-

sician, is that he shortens the 

distance between my idea for the 

music and the recorded music," says 

Graham Nash. "Instead of an idea 

taking 10 minutes to do, it takes 20 

seconds and then I am on to the next 

thing. That is unbelievably important 

to us as musicians." 

"He really gets what the content of 

a song is and understands what you 

are trying to do," adds David Crosby. 

Guitarist Jeff Pevar (pictured below) works out a riff while Graham Nash looks 

on. "It's always live when you are working with this caliber of artists and musi-

cians, so ultimately, getting comfortable is the most important thing," says 

Nathaniel Kunkel. As for isolation issues, Kunkel explains that a logical approach 

is the key to success. "If you want bashing drums and really loud guitar and pi-

ano, you can't cut them all at the same time. You have to use you head beccuse 

you are not ;rt a traditional recording studio, but you can work alywhere yoi. 

want and capture any moment that is being created." 

Drummer Russ Kunkel, pictured between takes. "I've known Russel! since he was 

19 years old," says Graham Nash. "He was on every Crosby/Nash record that 

we made and he was the drummer in the 1974 stadium tour that CSNY did, so 

we go bock a long way" Son Nathaniel miked the set with Audio-7echnica ATM 

25s and 35s, along with B&K 4011s on overheads, a Seenheiser MD 431 on the 

snare drum, and a Shure Beta 52 and Yamaha SubKick on the kick drum. 

Nathaniel Kunkel's Studio Without Walls is based around a Sony 

DMX-R100 console (pictured at right), a Pro Tools IHD2 rig and JBL 

LSR 5.1 monitoring system, all in 2 large, open space. "Ws a great 

way to work because I don't have to press a talkback bUton and 

walk through three doors," says Kunkel. "There is no more com-

promise about this setup than if I were to do it at a big traditiona; 

recording studio." 

"I couldn't imagine doing it any other way now that I've done 

it this way," adds David Crosby. "The communication is so much 

faster and clearer. The proof is in the pudding." 



Big Apple 
International Audio School Chain Continues to Grow 

T
, he state ol audio education in New York, and 
more specifically, New York City, just became 

even more accommodating. SAE Institute 

(www.sae.edu) has expanded its presence 

in Manhattan with an attractive new campus in the 

bustle of mid-town's Herald Square, bringing a dis-
tinctly European mindset and the backing of an in-

ternational multimedia education brand to one of 

America's most talented towns. 

SAE's move to bigger and fresher quarters was made 

necessary last year when The New York Times bought out 

the block that held its previous building. The result is an 

open, airy facility with gently curving interiors that gives 

potential audio students another good learn-

ing option in a city that is home to a steadily 

increasing number of audio education pro-

grams. The complex houses 33 

studios/labs/personal workstations, includ-

ing two flagship rooms with a Neve 88R and 

SSL 4E100 G+, as well as multiple Pro 

Tools/Mac G5 rooms and MIDI production 

suites, Mackie HD2 recorders and a Con-

trol124 surround suite with THX-certified 

monitoring courtesy of Blue Sky Interna-

tional. With a curriculum that includes sur-
round sound and DVD authoring, the school 

is fully equipped for today's market. 

According to SAE president Tom Misner. 

the expansion New York City campus re-

flects a trend that SAE has encountered in 

several other large cities where it does busi-

ness. "Growth is fueled simply by demand," he says. 

"[Our schools in) Munich, Paris, Amsterdam and Ham-
burg are all just doubling in size, and to do that, they're 

all moving to new premises because they can't enlarge 
where they are. 

"The reason that there's more students is because the 

music business is changing Big recording stuchos are 

needed, but they are dying," Misner continues. "A guy 

can go home, buy himself a laptop and start making mu-

sic—very successfully, too. The smart ones might go to 

By Davqz1 Weiss 

SAE director Udo Hoppenworfh (left) and p-esident Tom Misner at SAT's 

new New York City campus 
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E 
the mixing studio for two days and then they 
go to the mastering studio, so now it's just 

two days in the studio. So that's the point: We 

train people on Neve, SSL and Digidesign, be-

cause we don't know where they'll end up." 
For Misner and Udo Hoppenworth, di-

rector of SAE New York, the new campus, 

which features ninth-story views, lots of nat-
ural light and a flow-through design that 

makes it easy to connect multiple live and 
control rooms, was a chance to not just give 

students more space, but an enhanced over-

SAE New York's Neve room 

all experience. "In New York City, initially 

we had a different location that was much 
smaller—half the size," Misner recalls. "Then 

the opportunity arose here, and we created 
a better-looking school. If you're in a nice 

facility, you'll be motivated. It's important 

that the student be motivated leaving here 

because that will make them successful." 
SAE also took the unique needs of the lo-

cal clientele into account when creating the 
new facility. "The type of student that New 

York City attracts is definitely unique," Mis-
ner notes. "The fact that New York City has 

a special status, besides the audio industry, 

is reflected here. We have a bigger percent-
age of international students. The course 
adapted to the local market—it's not the 

same course in London. The New York stu-

dent wants to be guided. They want to do it 
on their own time, but they're into it when 

you say, 'Here's your project. This is what 
you have to do.' The London students don't 

like that at all. They say, 'How does it work? 
I'll do it myself.'" 

Misner continues, "What we were trying to 
do—moving from the old location to the new 

location—is expand on the possibility of giv-
ing studio time to each individual student, so 

we made more individual studio rooms and 

MIDI suites, which we didn't have before. We 
have MIDI suites using Emagic Logic and 

MOTO Digital Performer, separate monitor-

ing systems and increased flexibility. We made 
the place more flexible in terms of working, 

so we could basically use everything with 

everything. We have a book for allocating stu-
dio time, which makes it very efficient: A stu-
dent here books the time two to three weeks 

ahead, so it's very easy in terms of adminis-
tration. If you put more energy into this 

course, you get more out of it. We're open on 
Saturday nights, and you can easily double 
your hours, but you wouldn't pay double— 

you just get more out of the program." 
"Regarding the booking system, there's a 

minimum that we define that the students 
have to do, but they can 

spend lots and lots more 
time using the studios," 

Hoppenworth adds. "A stu-
dent who's here can spend 

more than a normal work 
week just basically studying. 

We have labs open from 10 
a.m. to 2 a.m." 

Multimedia studies such 

as filmmaking are also part 
of the curriculum on many 

SAE campuses. They're not 
available in New York City 

yet, but they will be. "Adding 
the film program is definitely 
on the agenda," says Hop-

penworth. "In designing the facility, we 
thought ahead to have that space. Basically, 

we'll focus even more on individual time by 
implementing systems where students will 

have their own laptop all the time. Everything 

has become more software-based, so instead 

of booking your workstation, it will be your 

own laptop supplied by Apple. Even within 

the audio program itself, there's a variety of 
different categories that we teach. In many 

cases, students initially want to do music 

recording—they don't want to know what 

post-production or mastering is. There are 
fields within audio where the students don't 
know the job possibilities." 

Ultimately, the goal at SAE New York and 
its 40 other campuses worldwide is to stay 

on top of the fast-moving developments in 
multimedia, an imperative Misner has fol-

lowed since he started the school in 1976 

with a Tascam 8-track. "This industry is on-
going change," he says. "The most gratifying 

thing is that the students are making it in the 
industry. The most challenging thing is to 

continually stay on top, anticipate the mar-
ket and provide a really good service." MI 

David Weiss is Mix's New York editor. 
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PRODUCER'S DESK  

BY BLAIR JACKSON 

Malcolm Burn 

Daniel Lanois' Right-Hand Man Builds Successful Solo Career 

F
or many years, Ontario-born 
Malcolm Burn has been joined 

at the hip (so to speak) with 

tellow Canadian producer/musician 

Daniel Lanois. He played on, engi-

neered or mixed (or all of the above) 
some of Lanois' greatest productions, 

including Bob Dylan's Oh Mercy, Peter 

Gabriel's Us, the Neville Brothers' Yel-

low Moon, Emmylou Harris' Wrecking 

Ball and Lanois' own masterful debut 

album, Acadie. In turn, Lanois has ap-
peared on a host of albums produced 

by Burn, including the Nevilles' 

Brother's Keeper, Chris Whitley's Living 

With the Law and Harris' recent mas-

terpiece, Stumble Into Grace. The two 

share a love for great songwriting and 

adventurous sonics, including the wonderfully musical at-

mospherics, creatively employed effects and unusual in-

strumental colors that give their productions a distinct 

feeling and sound. 
On his own, Burn has also helmed releases by the likes 

of Lisa Germano (Happiness), John Mellencamp (Human 

Wheels), Iggy Pop (American Caesar), Shawn Colvin 

(Sunny Came Home), Midnight Oil (Breathe), Patti Smith 

(Gone Again) and many others. When we caught up with 

Burn at his Ulster County, N.Y., home, he'd just finished 

a project in England with a British rock band called Grand 
Drive and was working 

with Luthea Salom, a tal-

ented singer/songwriter. 

This summer, he's cutting 

another album with Whit-

ley, this time in Dresden, 

Germany. And long-term, 

Burn is working on a sec-

ond solo album. Though 

he's happy to talk about 

production, Burn notes, "I 

want to stress that I am a 

musician and a song-

writer myself, even though I produce and engineer 

records. To me, that's part of being an artist, and I con-

sider the recording studio sort of a workshop for sonic 

creativity first and foremost." Duly noted. 

How and when did you and Daniel Lanois become fel-

low travelers? Obviously, you guys share a certain aes-

thetic or something. 

It must be in the water, eh? [Laughs] In the early '80s, I 

had this band in Toronto called Boys Brigade, which was 

sort of post-punk. This was the New Romantic era—Du-

ran Duran and all that. U2 was another big influence at 

that time. I was also really interested in these records that 

were coming out by this group called Material, with Bill 

Laswell and Michael Bienhom. They were combining 

funk with African influences and pure kick-ass rock 'n' 
roll guitar. So that was a major influence on me. 

Another guy I really liked a lot was Brian Eno. I'd 

been listening to him for a while and was just really 

struck by his creative approach. I remember I used to 

read these keyboard magazines, and one month, it 

would be Rick Wakeman [of Yes] on the cover and the 

next it would be Keith Emerson [of E.L.P.]; all the prog 

rock guys, which I really couldn't stand. Anyway, one 

month they had a story on Brian Eno and they asked him 

about what keyboards he uses, and he said, "Well, I've 

only got two, and one is this Elka or something that tends 

to forget the programs and rewrites them, and every time 
I turn it on, I've got a bunch of new sounds, but for me, 

that's really interesting." That was one of the things that 

made me take a keen interest in what motivated people 

to do what they do and express themselves in their own 

way instead of just emulating others. 

At some point, I heard that Eno was hanging around 

in Hamilton with Dan [Lanois] at Dan's studio—which he 

and his brother Bob had called Grant Avenue. So I be-

came quite keen to work with Dan because of the Eno 

connection. When my band started to get popular down 

in Toronto, Dan's girlfriend brought him to see us. Unfor-

tunately, it was a terrible gig, just awful; one of those nights 

when nothing worked. But I guess Dan liked it enough 

that he then requested a meeting with the band. So we met 

with him and he was really quiet. Then one of the guys in 

the band and our so-called manager at the time went down 
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PRODUCER'S DESK  

to see Dan's studio. They came back and said, 

"Oh, this Lanois guy's not goin' anywhere. It's 

kind of a Mickey Mouse studio. Who wants 

to make a record down there? They don't 

have that much equipment. We want to work 

with someone famous." I was young and be-

lieved that bands were democracies and the 

decision was made to work with Geddy Lee 

[of Rush] instead. Geddy was a great guy and 

he worked really hard and made a good 

record for us. It was all part of the business 

situation. 

So a few years passed. Dan, instead of 

making our record, worked with a band 

called the Parachute Club and made a pretty 

successful record for them. I think it was a 

Top 10 record [in Canada]. He also worked 

with Martha & The Muffins and did well with 

bass sound that still sounded like bass, 

whereas if you needed an acoustic guitar or 

a vocal that needed more fidelity, you did 

those last. 

Anyway, I was using fairly primitive 

stuff to record with, and one day I said to 

Dan, "Look, I've been working on this 

stuff and I think it sounds really good, but 

I'd love to hear what you think." I didn't 

tell him I'd recorded it in my bedroom or 

anything. So he listened to it and he said, 

"That's a great sound! We've been trying 

to get a guitar sound like that for The Edge 

[guitarist of U2] and we haven't been able 

to. What are you doing up there?" So I 

said, "Well, I'm using my little Tom Scholtz 

Rocicman and my Stratocaster up in my 
bedroom." He was pretty impressed. And 

If you can make a good cassette copy, you can make 

a great record because that's where it all starts: that idea of 

having a pretty limited format and making the most of it. 

that. Years later, as it turned out, I was dat-

ing Dan's sister Jocelyn and he came to pick 

me up at the bus station. I hadn't seen him 

for five or six years at this point. In the mean-

time, he'd worked with U2 and done Peter 

Gabriel's record So. He was doing pretty 

well. And he shows up and the first thing he 

said to me is, "So, you never called me back." 

"Yeah, I know." "You f'ed up." And we 

both laughed. He said, "Rodney Dangerfield 

should have produced your record. At least 
you would have had a few laughs." So that's 

how we became re-acquainted. 

How did you start actually working with 

him? 

I had been recording a bunch of stuff in my 

bedroom on a little TEAC 4-track Porta-

studio. My attitude is if you can make a good 

cassette copy, you can make a great record 

because that's where it all starts: that idea of 
having a pretty limited format and making 

the most of it. And I really made so much of 
it. I would record back-and-forth on three 

tracks [of the Portastudio] and keep submix-

ing and submixing and then eventually I'd 

do a stereo premix to a 2-track reel-to-reel 

that I had and then I'd bounce back to two 

tracks. While I was bouncing it, I'd do some 

more overdubs. I got pretty good at it. 

Hey, it worked for The Beatles. 

Right. And I didn't realize that what I was 

doing was the exact same thing Les Paul 

had done. [laughs] He would record the in-

struments that required the least fidelity first, 

so in the degenerative process, you had a 

we started working together shortly after 

that. We worked on Acadie and some 

other things. 

It always struck me as being a pretty ca-

sual division of labor on the projects you 

did together You both play, you botb know 

the equipment. What was it like on Dylan's 

Oh Mercy, for instance? 

Dan wanted somebody in there who was-

n't just a knob-turner. He wanted somebody 

who could set everything up, but could also 

pub an instrument and play along and have 

a more musical picture rather than some 

technocratic operative. In terms of that 

record, there was a good balance between 

Dan and Bob [Dylan] and myself. Bob and 

Dan were kind of equal on a certain level, 

and I was a more neutral third party to sort 

of balance things out. 

Were you awed by Dylan? 

A little, as a songwriter, of course. We 

caught him at a very good time. He had sort 

of been rejuvenated by the success of the 

Traveling Wilburys record. I think that made 

him feel like he was still relevant and had 

some things to say. And I'll tell you what— 

he's a damn hard worker. There are few 

people I've worked with in the studio who 

work as hard at their craft as he does. 

Even though he's sort of famous for being 

Mr First Take? 

That's not necessarily true. What he does— 

or at least on that particular record and on 

the Time Out of Mind record, as well—is 

he'll keep searching for the arrangement 
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he likes: faster, slower or 4/4. Should there 

be piano or guitar; this key or that key? 
And you're trying to follow him. But by the 

time he's decided all that, it goes pretty 

quickly because he's satisfied. 
I've got some really interesting record-

ings of him—which I'll never divulge—sit-

ting there playing the song "Most of the 
Time" and saying, "I can do this song this 

way or this way or this way," and each time 
he plays it, it's like a completely different 
song. He does a sort of 'Bob at the New-

port Folk Festival' way, then he does a 

gnmgy electric version and then he does a 

blues version. The lyrics probably aren't 

going to change much, but everything else 

is negotiable. 
Another album you and Lanois worked on 
that really knocked me out was the Neville 

Brothers' Yellow Moon It's so unlike their 

other records. 
Yeah, that's true. I really wanted to work on 
Yellow Moon, but I was really nervous go-
ing into that record because I thought, "Shit, 

I don't know how to record drums. I don't 
know what to do." [Laughs] Then the first 

day, Dan says, "By the way, I don't want 
any drums on this record." "Great! You've 

come to the right guy." [Laughs] So every-
thing was done with hand percussion, 

which was great. It's so much a part of the 
sound of that record. Instead of drums, the 

bass is right up front and it's really the driv-

ing instrument. 
What an amazing thing to do with a band 

that's famous for it's second-line drum-
ming. Obviously, there's a level of trust, co-

operation and collaboration you guys are 
able to engender that allows the people you 

work with to get out of their conventional 
thinking, too. 
With the Nevilles, I think they trusted us and 
thought that we knew what we were doing 

for some reason. We'd be in there playing 

with them and coming up with ideas to-

gether. They were very open to trying 

something different. 
The biggest problem I have when I 

work with an artist is trying to stay out of 

the corn patch. 

The corn patch? 
The corn patch is the place you go where 
cornball ideas take hold—you gotta stay 
out of the corn patch! Bands will quickly 
fall into the corn patch. Basically, they 
want to give the people what they want. 

They have to survive. And people like that 

have a corny side. 

Recently, on this song Grand Drive was 
doing, I thought, "Oh my God, if we do this 
song the way it's written, it's going to sound 

like a cheesy ballad from 1985 and I don't 

want to go there." I don't even know bow 

to go there; I have no idea how to do a big 
rock ballad. So the band started playing the 

track and with tons of enthusiasm, I said, 
"Guys, I think I have another idea for this 
track and I'm really convinced it's going to 

be fantastic. It's going to be transcendental 
by the time we're done with it." And I gave 
them a very convincing and enthusiastic 

picture of what I wanted to do. And at the 
end, they went, "Oh, okay." The song is 

called "I Believe In Love." 

Yikes! Wasn't that on a Foreigner album or 

something? 
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PRODUCER'S DESK  

[Laughs] Actually, it's a really good song. 

There's nothing wrong with that sentiment, 

obviously, but you have to do it the right 

way. So rather than having them go out and 

play it like a band, which is how we'd been 

working, this is going to be a complete 

paint-by-numbers construction job that's re-

ally different. It sort of sounds like U2's War 

record. And by doing it that way, the song 

took on another meaning. 

What was the _first production you did on 

your own in which you felt you nailed it? 

The first record I ever produced was a 

record called Red Earth by a band called 

Crash Vegas, a Canadian band, and I love 

that record. I love the simplicity of it. It was 

done on an 8-track, 1-inch Studer machine. 

Tell me about working with Emmylou Har-
ris. Daniel produced Wrecking Ball, which 

you also helped with, and now you've pro-

duced the last two albums. 

Emmylou can work with anyone she wants, 

and to her credit, when it was suggested she 

work with a new producer, she wanted to 

try something different. At the top of her list 
was Dan because of the Oh Mercy record. 

A lot of the records she'd liked were ones 

If I'm going to be in 

a "normal" big studio, 

I want the big-ass speakers. 

I want those big things 

they've got in the wall. 

Dan and I had done together, so it made 

sense to make me a part of the equation, 

too. On the Wrecking Ball record, although 

I didn't produce it, I was quite involved in 

the song choices. I was the one who 

brought in the Neil Young song "Wrecking 

Ball" and "Every Grain of Sand" by Bob [Dy-

lan]. And I was involved in some of per-

formances and arrangements. The bulk of 

that record was done at Woodland in 

Nashville, which is now Dave Rawlings and 

Gillian Welch's place. 

Then when she was ready to do another 

record, I think Dan felt as though he didn't 

want to go back and try to re-create some-

thing we'd already done, so he suggested 

that I do it, and Emmy was already com-

fortable with me, so it wasn't a big step. 

And that was done at your former studio 

in New Orleans. 

Most of it was. That studio was sort of like 

a poor man's version of Kingsway [Lanois' 

New Orleans studio]. It was a funky little 

house but it had a nice feeling to it and it 

sounded good. That record was recorded to 

2-inch. Most of it was recorded on a Mackie 

with good microphones and preamps. I 

couldn't afford the big API at the time. But 

I dare anyone to tell me Red Dirt Girl does-
n't sound good. 

How did the songs that Emmylou wrote for 

that record and the new one shape the 

overall aesthetic? There are lots of effects 

and compressed parts, odd atmospherics. 

A lot of that record was her coming up with 

the basic idea for the songs and then me 

creating loopy, groovy things underneath. 

At that time, I was using an Ensoniq ASR10, 

which is the Ensoniq version of an MPC 

60—sort of sampler, sequencer, drum ma-

chine all in one unit that I became quite 

clever at. That became the basis of a lot of 

the tracks on that record. Now if I'm going 

up that street, I'll use Reason. 

How much of what we hear is room ambi-

ence as opposed to processing? 

A lot of it; probably more than I would have 

preferred at the time. [Laughs] Which is 

probably why the recent record [Stumble 

Into Grace] is more controlled. 

Where was that done? 

Two studios in Nashville. One called Mas-

terlink, which used to belong to Al Jolson. 

Al Jolson owned a studio in Nashville? 

Mammy! 

It's still owned by Al Jolson Enterprises. It's 

a great place; I highly recommend it. It's one 

of the last great dedicated studios. Big room, 
nice control room, not a lot of bullshit to 

deal with. It's got that wood paneling, shag 

carpet vibe that I love. (laughs) So a good 

portion of it was done there and then we 

also worked at Sound Emporium. My atti-

tude is if I'm going to be in a "normal" big 

studio, I want the big-ass speakers. I want 

those big things they've got in the wall. 

Was Stumble Into Grace recorded to 2-inch? 
It was initially recorded onto 2-inch and 

then, because we had to change location a 

number of times, we went onto RADAR. I'm 

a big fan of RADAR. I like the idea of a ded-

icated recorder: The system only does this. 

It's a place to record your music as opposed 

to record your music, download pornogra-

phy, play video games and everything else. 

I've never had a problem with RADAR. It 

sounds great, it's easy to use. You can still 

hook it up to Pro Tools for editing if you 

want. If and when I decide to upgrade the 

system I'm using at home, it'll probably be 

to RADAR. 

What do you bave at home for recording 

now? 

I have my 2-inch Studer 800 24-track ma-



chine. I have Pro Tools; not the HD. 

Are there producers out there who impress 

you currently? 

Not really. I hear a lot of producers who are 
sort of bland versions of me and Dan. What 

annoys me to no end is this endless lineup 

of ex-musicians in their 30s and 40s who 

have decided they can't make it in the pop 
world so they want to produce records. I'm 

not going to name names, but they're tak-

ing my work away! They're making bland 
versions of my records and I don't like it. 
It's sort of "lite" whatever. All the interesting 

stuff has been extracted and you're left with 
this—nothing. You take out anything that 

will challenge anyone and leave the rem-
nants. That's not something that's going to 

make me want to go out and buy a record. 
Actually, there is a guy I like named 

James Lavelle who runs a label called 
MoWax out of England. They put out the DJ 

Shadow records, and he did one recently 

called Never Never Land—UNKLE is the 
name of the project. That new record is a 

beautiful combination of electronics, great 

sounds, heavy grooves, interesting song-
writers—he's got Ian Brown [ex-Stone 

Roses] and some other interesting people 

on there. It's really got its own sound. 

Every producer has a couple of pet projects 

that, for whatever reason, fell under the 

radarAnything you'd like to plug? 

Yeah, there's a band from New Orleans 

called The Geraniums and they have a 

singer/songwriter, Brendan Gallagher, and 

his co-writer [Jeff Treffingerl, and those 

guys are writing some of the most unbe-
lievable lyrics stuff that's as good as Dy-

lan's; I'm not kidding. I did their first record 
and I would highly recommend those guys. 

Jeff runs a place called the Mermaid Lounge 

in New Orleans. 

How do you choose your projects at this 

point? 

Mostly, I look for excellent musicians and 
songwriters. My favorite all-time group is 

The Band. The thing about that group is it 
was this amazing combination of great 
songwriting, great singing, a lot of charac-
ter and personality, and musical inventive-
ness. I really believe in musicianship and I 

think it's more interesting and more fun to 

make records with people who can actually 

play their instruments. 

I've never been particularly concerned 

about what the current trends are. Like this 

band I've been working with, Grand 
Drive. They could have come out today, 

they could have come out 20 years ago or 

30 years ago. There's a timeless quality 

that I like. 

A lot of bands don't really get the op-
portunity to play anymore and that's tough. 

Bands are expected to be ready-made 
now, and there just aren't many of those 

kinds of bands out there. Look at The Bea-

tles: How many years did they plug away 

until they found their sound learning their 
chops? 

As a songwriter yourself and someone who 

likes to work with great songwriters, does 

it depress you to know that the musical cli-

mate for intelligent songwriters is so poor 

right now? 
I can't worry about that. Also, it's not just in-

telligence that I'm looking for; it's passion-

ate and unusual writing. I'm not interested 
in hearing people complain about social cir-
cumstances in the music and I'm not inter-

ested in hearing someone's juvenile take on 
relationships. So what does that leave? 

Plenty, actually. There's lots to say and lots 

of ways to say it, and interesting ways to 
present the ideas. That's what I'm trying to 

do with every record I work on. 

Blair Jackson is Mix's senior editor. 
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PROJECT STUDIO  
BY HEATHER JOHNSON 

Which Came First The Studio or the Band? 

In Marcata's Case,They Arrive Hand-in-Hand 

K
eyboardist Walter Martin, drummer Matt Barrick 
and guitarist Paul Maroon hadn't even built a 

wall, much less manned a console, before 

building their project studio, the New York City-based 

Marcata Recording. But with the last nail hammered, they 

emerged not only knowing how to push a few faders 

around, but also with a new band, The Wallcmen, who 

have received a fair amount of hype and critical praise 

for their 2001 debut, Everyone Who Pretended to Like Me 

is Gone, and the 2003 follow-up, Bows and Arrows. 

The indie rock quintet's three core members founded 

Marcata as a way to keep playing music together after 

their previous band, Jonathan Fire*Eater, broke up. With 

the help of a few friends, they converted a vacant South 

Harlem warehouse, once the site of a Nash Rambler car 

factory, into a workable project studio. 

"It was kind of a raw space," Barrick says of the bai 

ren but spacious interior, which doubles as the band's re-

hearsal studio. "There's a big spiral ramp that goes down 

a quarter of the building," adds Martin. "We're built on 

the ramp. It's not very steep, so it sort of works." 

The control room resides on the upper deck, along 

with a small, 10x6-foot iso booth. The control room's 

large, double-slanted window looks down onto an ap-

proximately 800-square-foot live room, which sits about 

four feet below the control room. "You go down the 

hall and around the comer to get into the main room," 
Banick says of the trapezoidal space, which contains a 

large platform in the middle of the room. "You walk in 

and you're on the deck. Then there's a walkway that 

goes down to the lower level." 

"It's actually a two-level live room," explains house 

engineer Kevin McMahon, who joined Marcata six 

months ago. "You can put [musicians] on the upper 

platform for a tight room sound or put them down in 

the 'pit.' It's large enough that you can do really huge 

bands and have enough isolation." 

This pit, as McMahon calls it, resides on the lowest 

level and normally houses a band's guitar amps. The dead-

sounding space can be further isolated by "these horrible 

baffles," as Barrick calls them. "'They're huge, plywood and 

weigh about 200 pounds. They're very scary." 

When the band pulls an all-nighter at their multilevel 

studio (Marcata stays dark during business hours due to 

a few new neighbors), they often use room milting to 

bring Marcata's "big, echo-y" sound into their record-

ings. With the addition of McMahon, who added his 

own equipment to the Marcata pool, the band and their 

clients can choose from Telefunken U47 tubes and RCA 

74 "junior" ribbon mics, and others from AKG, Audio-

Technica, Shure and Sony. The control room contains a 

24-channel MCI JH-416B console paired with a Neve 12-

Walter Martin (left) and Matt Barrick of The 

Walkmen record their own band and others 

on their 24-channel MCI console. 

channel sidecar. Outboard gear includes 

a pair of URE 1176 and dbx 160A compressors, a Tech 

21 SansAmp, Roland Chorus Echo and an AKG BX-10 

spring reverb. 

Multitrack options include an Otan MTR-90II 24-track 

and a Studer A-80 4-inch 2-track machine. McMahon 

brought in his Pro Tools LE 5.1 workstation with Digi 

001 interface and an Apogee Rosetta 800 8-channel 24-

bit/961cHz converter, although the band has yet to use 

either due to their hectic touring schedule. It's unlikely, 

however, that the band will enter the digital realm any-

time soon. "We did one song [on Bows and Arrows] on 

Pro Tools," says Barrick. "It seems to take the fun out 

of recording." Martin adds, "It's nice to see the tape that 

the sound is going onto, as opposed to putting it on the 

computer where you can tinker around forever. Some-

times it's nice to have fewer options." 

The band prefers a natural, live sound for their own 

records and the acts that they bring into the studio, which 

to date has included New York-area acts such as the French 

Kicks, The Kills, the Natural History, Rana and others. On 

the studio's Website, www.marcata.net, a list of the group's 

influences goy Division, The Specials, Royal Trux) gives 

clients a sense of what to expect at Marcata. 

"Marcata has a sound unto itself," McMahon says. 

"The [group] is very into distance-miking—using the 

room. The casualness that comes from the studio being 

owned by a band makes it a really great environment. 

We have a steady flow of people and it constantly 

blows me away. Everybody has a good time, and we 

get a lot of work done." 

Heather Johnson is Mix's editorial assistant. 
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Chronicling Riddick 
Simultaneous Sound Design for Film, Games, Anime 

By Maureen Droney 

So it didn't get the box office hoped 
for following its debut in early June. 

But Universal can take solace in the 

fact that this is just the beginning. The 

Chronicles of Riddick is a franchise, a dark 

action/adventure that weaves subplot after 

intricate subplot into the alternate universes 

of feature film, anime, games and DVD. 

Sound design, of course, is crucial to all of 

its components. It's a fact: These days, in the 

brave new world of computer-generated 

imaging, sound design has to be nimble, 

quick and more creative than ever. And it 

has to cover multiple release formats. 

"We got CG all the way up to the end, 

and music was still being scored until the last 

week. We were busy redesigning in the very 

last hours," says a weary Scott Gershin of 

Soundelux, who served as supervising sound 

editor and sound designer for the film, cre-

ative director and co-supervisor for Dark 

Fun", the anime, and sound design consult-

ant for Escape From Butcher Bay, the game. 

Riddick itself was a long time in the mak-

ing, and Gershin was brought onboard 

unusually early in the process. "We usually 

get involved when post starts and have 16 to 

20 weeks for a movie," he says, "but for 

Riddick, I ended up on the project for eight 

months. I'd worked on [director] David 

Twohy's last movie, and he invited me to 

read the script when they were just concep-

tualizing. They had visuals all over the 

walls—pictures, sketches, magazine clips— 

stuff audio people rarely get exposed to. 

"Even though I'm a sound designer," 

Supervising sound editor Scott Gershin in his Soundelux home 

Gershin notes, its always about the story, 

not just singular sounds. There are occasions 

when a sound may not be strong by itself, 

but used in the right context, it becomes per-

fect. Ultimately, what I'm trying to do is get 

a reaction from an audience. Plus, in 

Riddick's genre, a lot of the audience are 

videogamers expecting an E-ticket ride, so 

we have to rock the room." 

Gershin brought in "wingmanr Peter 

Zinda early on for additional recording and 

weapons design. Sound designers Jon Title, 

Ann Scibelli and Bryan Bowen. along with 

several other editors, were also brought on to 

handle the frequent CG and editorial 

updates. Hugh Waddell came onboard to 

supervise ADR and dialog. 

Gershin explains, "I broke the 

show up into categories, with 

each designer and editor focused 

on different aspects of the film. 

Between temp deadlines and CG 

turnovers, we had numerous one-

or two-day turnarounds. We need-

ed to be flexible to support the 

schedule." 

MUSIC, ANIMALS, MOUTHS 

Basically a traditional action film 

with a ci-fi twist, Riddick is loaded 

with eerie atmospheres. Sound 

design took several directions; one 

of them was musical. "I wanted the starships 

to have their own personalities rather than 

just being rumbles," Gershin relates. "I used 

guitars and Marshall amps with lots of pro-

cessing. We also used vintage synths and hip 

hopibeatbox-type elements. And we definite-

ly explored the sub-frequencies; on the dub-

bing stage, the joke was that the sound was 

sometimes 1.5 rather than 5.1. I also used 

choirs and dissonant chords in different ways 

to create a vibe, especially for the [evil] 

Necromonger characters. 

'Originally, we'd used a lot of low 

growling sounds for the Necro ships," he 

continues. "But when we heard the music, 

the design didn't cut through, so we con-

sulted with composer Graeme Revell and 

music editor Josh Winget to design each 

scene with both music and [effects] in 

mind. I like to do what I call 'audio focus-

ing': In scenes not driven by dialog, the 

goal is, 'What do we want the audience to 

focus on at any moment in time?' Just 

because you see a big ship in front of you 

doesn't mean you need to hear it all the 

time; something else might be more inter-

esting. A strange thing happens once a 

steady sound is introduced. You can slow-

ly mix it away so other sounds can be 

heard and the audience never notices that 

it's gone. It's like weaving. [Dialog mixer] 

-CONTINUED ON PAGE 62 
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Around the World in 80 Days 
Production Sound in Thailand and Germany 

By Blair Jackson 

aybe it was a gimmick, maybc 

it was good business sense, 

but originally the shoot for 

director Frank Coraci's new version of 

Around the World in 80 Days—with 

Jackie Chan, of all people, tumbling and 

kicking his way through exotic ports of 

call as the irrepressible Passepartout— 

was scheduled to last-80 days. "I think 

in the end, it ended up being around 

90," says the film's England-based pro-

duction sound mixer, Ian Voigt, with a 

chuckle. "But it all went very smoothly. 

From our standpoint, with the dialog, we 

were very lucky and quite successful, 

considering." 

Considering., that the film, again 

based on Jules Veme's classic novel, is 

set in the 19th century and was filmed 

entirely in Thailand and Germany—one 

a modern, noisy, tropical environment, 

and the other a modern, noisy urban 

environment. "Bangkok is incredibly 

busy," Voigt says by phone from 

Morocco, where he's working on a film 

called The Walk, "and, obviously, you 

can't have cars and all on your audio 

track, but we worked around it some-

how. There were times when we were 

shooting in the heart of the city and we 

got away with murder [sound-wise]. We 

even worked through a blackout." 

Voigt, who has done production 

sound work on such films as Shanghai 

Knights (another Jackie Chan vehicle), 

Behind Enemy Lines, The Mummy 

Returns, Spice World and the just-com-

pleted remake of The Flight of the 

Phoenix, reveals that various locales in 

Thailand doubled for India and China, 

while parts of Berlin were transformed 

into Paris and Versailles. With its intense 

heat and humidity, Thailand proved to 

be the more difficult location. "You walk 

off the plane and you're instantly 

drenched in sweat," Voigt says. "You put 

extra silica packs in your gear to keep it 

all dry, and then it's just a matter of 

adjusting. We shot all the train scenes in 

Thailand using a train on a gimbal [aug-

mented by blue-screen exteriors], and I 

swear the temperature inside with the 

lights and everything would get up to 

120, 130 degrees." 

Voigt's rig for location sound, which 

he packs into a large flight ca-se, has 

evolved through the years to include a 

blend of proven recent technologies and 

a few time-tested old favorites. He's 

eschewed the Nagra D ("a beautiful 

machine, but a little cum-

bersome," he says) for a 

4-channel Zaxcom Deva 

II digital recorder/mixer, 

"which has been really 

great so far. It's given me 

no problems at all and it 

has an amazing storage 

capacity: I can have a 

month's worth of work 

stored in it. Also, it goes 

directly into the Avid so 

it's faster on [the post) 

end." He also carries an 

Audio Developments 146 

8-channel mixer, an 

Audio Ltd. quad rack with 

four diversity receivers to 

handle his RF mic needs 

Ion Voigt, right, w 

operator Simon F 

ith boom 

irsht 

sound for picture 

and two additional Audio Ltd. 2020 trans-

mitters, a TFT (Thin Film Transistor) mon-

itor, a 4.7GB Panasonic DVD-RAM drive 

(for downloading rushes sent to editorial 

and post), a Black Box Monster 40 amp-

hour 12-volt cell and a Nagra IV-S analog 

backup. Voigt and his boom operator of 

several years, Simon Firsht, use a range of 

different mica, including 

Sennheiser MICH-60 

short shotguns (used for 

most outdoor work), 

Sennheiser 816s and 

Neumann levIR 82 long 

shotguns. 

"Besides doing all the 

dialog," Voigt says. "I also 

did some effects tracks, 

especially in Thailand, 

where there were all sorts 

of great birds and inter-

esting sounds once you 

got out of the city a bit 

Actually, there was a tiny 

when we were on loca-

tion and there was this 

incredibly loud bird that 
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sound for picture 

was all over the scene we were shooting. 

People were throwing rocks at it to try to 

get it to fly away; nothing worked. In the 

end, we just let it go. So the bird is on there; 

it's fine," he says with a laugh. 

The film also required a considerable 

amount of blue-screen work on sets, but 

because those shots usually also employed 

wind machines, most of the live production 

tracks from those sessions were not usable. 

"Still," Voigt notes, "we would usually do 

wild tracks just for the editors to have some 

kind of guide track to work with." 

In the end, Voigt says, "All the things 

that could've gone wrong—with the 

weather, with equipment, whatever—did-

n't for a change." On what turned out to be 

a relatively carefree show, Voigt did learn 

at least one new audio factoid, however: 

"There was this one exterior night shot 

where Jackie [Chan], Steve Coogan [who 

plays Phileas Fogg] and the girl [Cécile De 

France, who plays Monique La Roche] are 

clinging to the side of an elephant and hav-

ing a conversation. What we discovered is 

that RF doesn't travel through an elephant. 

We were on the wrong side of the ele-

phant. Now we know." Production mixers. 

take note. 

Riddick 
—FROM PAGE 60 

Chris Jenkins, [sound effects mixer] Frankie 

Montatio and [music mixer] Rick Kline did 

an amazing job." 

The editorial team spent four months 

building a library, which Gershin says, "in 

the end turned out to be a lifesaver." Several 

days were spent at the Sherman Oaks, 

Calif., studio of Rob Arbittier, known for his 

vintage and modern synthesizer collection. 

The Riddick audio crew on the Universal Hitchcock stage, from left: music mixer Rick Kline, lead mixer 

Chris Jenkins, director David Twohy, ADR supervisor Hugh Waddell, re-recording mixer Frankie Montaña 

and supervising sound editor Scott Gershin 

Real. Tube 
Guitar Tracks. -fee 

Other days were spent creating effects with 

guitars, a Vocoder, Native Instruments' 

Vokator and plain old mouth noises. 

"I'm the voice of Flubber, among other 

characters and inanimate objects in various 

movies," Gershin says with a laugh. "There 

are things I can do with my voice that I can't 

do with anything else. For a lot of the ships, 

I needed screaming elements and low-end 

sounds. I didn't want to do Star Wars-style 

animals, so I used my voice." 

Introducing the revolutionary Egnater designed all tube RM4 modular guitar preamp, and MIDI channel 
switching tube power amp. Why sacrifice pure tube tone for digital convenience, when you can now 
simply select and slide in any combination of the available 13 vintage to modern voiced tube preamp 
modules. Pair the RM4 with the RT2/50 and power those modules with either or both 6L6's and EL34 
power tubes. Track with any tube tone, all without leaving the console. 

Contact us directly to find out how we can put you on the fast track to great tone. 
E-mail us: mts@randallamplifiers.com, or Call (847) 949-0444 ext. 5137 

www_randallamplifiers_com 
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I" sound for picture ti &ate MOIR 
A pyrotechnic convention in Lake 

Havasu, Ariz., yielded fireworks fodder. 

Animals—from leopards to Bengal tigers 

and wolves—were recorded during feeding 

time at Frazier Park, located just north of 

LA. Gershin also prevailed upon a pilot 

neighbor for access to a Lear jet hanger, 

where the crew recorded interiors, alarms 

and hydraulic systems. 

THE STUDIO 

the bulk of the sound editorial was done at 

Soundelux's Hollywood facility. Gershin's 

studio, which he likens to a "mini dubbing 

stage," contains some unusual centerpieces: 

a Roland Octapad, a Light Beam and an 

Atari Hotz MIDI Translator, each of which 

he plays like an instrument. "Jimmy Hotz 

On the Hitchcock Stage 
Riddick was mixed at Universal's Hitchcock 

Stage on a Harrison MPC console. Sound edi-

torial brought in seven 32-output Pro Tools' 

HD systems for unit playback and a system 

each for Gershin, Zenda and ADR supervisor 

Hugh WaddelL Music editor Josh Winget also 

had a 32-output HD system. Universal and 

Soundelux created a networking system for 

the stage that also tied into Soundelux's main 

network for access to the rest of the editing 

crew. A KVM system allowed any of the crew 

to control or see any of the workstations. The 

screens at times became virtual cue sheets. 

only made 25 of the Translators," says 

Gershin. "It has pads with velocity-sensitive 

control. I can actually play the EQ and out-

board gear with MIDI." 

Gershin's Pro Tools system currently runs 

on Macintosh OS 9. To preserve favorite 

plug-ins and VST instruments before 

upgrading to Pro Tools1HD, there's also a 

"virtual outboard rack," a PC that interfaces 

via a Sek'd AES/EBU card using Nuendo 

software to communicate with Pro Tools. 

"I recently got rid of my mixer," he 

explains. "All my outboard gear goes into Pro 

Tools and is controlled by a Control124. I 

have one 888124, which goes straight to an 

[Otaril PicMix and then to the speakers. 

Three 888s route 24 channels of I/O dedicat-

ed to outboard gear, which includes a TC 

Electronic 6000; a Lexicon 480XL, PCM 80 

and 90; an Eventide Orville; and a Waves L2." 

Synths abound: an Oberheim Expander, a 

Jupiter 6, a Korg Triton, a Pro-1, a DX7, 

Kurzweil and E-mu samplers, a MILLS, a "ton" 

of Roland modules and a Wavestation. Mic 

pre's are All and Millennia SIT-1 with a 

Telefunken tube. Other favorite processing 

includes TC Electronic FireWorx, Waves IR 

reverb, a Mutator Filter, a Boss VT-1, a Dolby 

Model 740 Spectral Processor, "everything 

from Waves—love their stuff, Seratos PNT 

"everything from Native Instruments, includ 

ing Volcator," Moog Modular V and more. 

THE GAME 

Escape From Butcher Bay—the galaxy's 

most deadly prison—was developed in 

Sweden by Starbreeze Studios. Gershin and 

Soundelux were brought in to work with 

Starbreeze's team to enhance the game 

audio and to sonically tie together the open-

ing and closing flashback scenes that refer-

ence The Chronicles of Riddick, as well as 

create a long list of sound design effects for 

use in game play. 

"Part of what's intriguing about this fran-

chise," notes Gershin, "is that it's different 

stories in the same universe. For the game, 

David Twohy, Vin Diesel's Tigon Studios and 

Vivendi Universal wanted to preserve a sonic 

landscape with as much Riddick flair as pos-

sible. But stylistically, it's different. There's 

also a culture, of course, to video games. 

Sometimes, gaming people consider film 

sound designers to be too 'Hollywood.' For 

Butcher Bay, we thought a lot of what 

Starbreeze had was great. We suggested 

sounds that we thought would bring some-

thing new to the game and also keep to the 

style of the movie." 

Soundelux's part in the game took 

approximately three months, according to 

lead sound designer Bryan Celano. "Because 

Riddick's weapons were simi-

lar in the game and the 

movie," he notes, "we ended 

up doing a lot of the game 

weapons using sounds record-

ed for the film." 

With Xbox and Playstation 

available in 5.1, game fidelity 

can be as good as a movie or 

home DVD. "Because game 

scenes are rendered on the fly 

without knowing when or 

where the player is going to 

go," points out Celano, "the 

sound has to be rendered in 

real time, too. It helps to know which ele-

ments in the room are going to be moving 

around and which are just going to be 

ambiences or backgrounds. 

"Sound effects and music for interactive 

projects are usually given a RAM maxi-

mum," he continues. "You create the sounds 

and in the end, you look at your pile of 

sounds; what's low priority needs to get 

squished down as small as possible. We use 

spreadsheets to total up the accumulated 

Bryan Celano, lead sound designer for Escape from Butcher Bay 

RAM; if we're over, we have to cut back on 

something. Recent game development tech-

nology allows multitrack streaming audio, 

which opens up the limits quite a bit." 

THE ANIME 

Dark Fury, by noted animator Peter Chung 

(The Animatrix: Matriculated, MTV's Aeon 

Flux), presents a new vision of the Riddick 

universe bridging Pitch Black and The 

Chronicles of Riddick, with Riddick battling 

bounty hunters and vicious creatures in the 

slaughter cells of a massive starship. 

For Dark Fury, sound was created from 

scratch, with Soundelux's Glynna Grimala 

serving as sound supervisor. "Peter [Chung] 

came in at the initial meeting knowing 

exactly what he wanted," says Grimala, "but 

he was also very open to new ideas. 

"We had a lot of conceptual meetings 

and then, after we saw a rough cut, I start-

ed pulling a library together for the design-

ers, creating templates within Pro Tools so 

that it flowed easily," she says. "I established 

a system and then worked with Scott to get 

him material to comment on. I supervised 

three other designers, and also cut dialog, 

supervised Foley and edited. There was 

also, of course, a lot of ADR that required 

cleanup and placement." 

Dark Fury's plot provides insight and the 

characters' back story, but it's also self-con-

tained. Weapons were familiar; for the fight 

scenes, sound design pulled materials from 

the film. But much of the action takes place 

on a spacecraft that doesn't exist anywhere 

except in the anime. 

The ship is rich, high-tech and filled 

with trapped frozen people," explains 

Grimala. "It gave us a chance to do back-

ground ambiences within the different 

rooms and incorporate the concept of tor-

tured souls with whispering and breath-

ing—almost as if the ship is alive." 

The schedule for the 35-minute anime 

was tight: approximately four weeks for 

design with two days for the final mix. 

"What was different about the anime from 
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àbas ound for picture 
the film or the game," comments Grimala, 

"was that we didn't have production 

[sound] to pull from. We really didn't have 

anything. We did a ton of Foley because 

you need movement: footsteps, weaponry, 

things like that. And, luckily, we have the 

extensive Soundelux library, as well as 
access to the library created for Riddick. We 

also did a lot of our own vocals; for exam-

ple, one of our designers used my voice 
combined with his as a base to build on for 

one of the creatures." 

The two-day mix, by Soundelux's Tom 

Ozanich with the assistance of Tony 
Lamberti and Aaron Levy, was done at 
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Todd-AO Burbank, a 

member of the Ascent 

Media family, as is 

Soundelux. Fortunately, 

there were three days 

of predubbing done by 

Ozanich at Soundelux 

just prior to the mix. 
"If we hadn't had that 

ability to work closely 
together for those pre-

dub days," says Grimala, 
"I don't know if that two-

day mix would have 
been possible." 

WHAT MICS AND 
DREAM ABOUT 

The Brick 
Tube Microphone & 
Instrument Preamplifier 

• 3-tube preamp for stage or studio 

• +55 dB gain for microphones; 
+30 dB for instruments 

• Perfect for DAW or traditional 
analog recording 

• Balanced I/O via custom xformers 

• Rugged steel construction 

• Only $499 US MSRP! 

800-459-5687 
www.groovetubes.com 

GROOVE 
TUBES 

ViPRE 
Variable Impedance 
Preamplifier 

• Variable impedance input multiplies 
the performance potential of every mit 

• Variable rise time offers five 
styles of amplification 

• All-tube, Class A design provides low 
noise and flat bandwidth from 7Hz 
to over 100kHz 

• Precision gain control with ceramic 
attenuators controlling ViPRE's 
incredible 75dB of total gain! 

GROOVE TUBES Lix 
CUSTOM SHOP PRODUCTS 

Soundelux's sound supervisor Glynna Grime, 
Ile and Tom Ozanich worked on the anime. 

THOSE ALL-IMPORTANT RATINGS 

Pitch Black, the prequel to Chronicles 

released in 2000, had been saddled with 

an R rating. This time around, PG-13 was 
crucial to Universal. "At the very end, we 

found out we were going to get an R," 
says Gershin. Maybe it was Riddick's ele-
ment of realism or its dark nature. We 

were right on the line, and there was some 
thought that the audio might be enhancing 

the violence. So for some key scenes, in 
addition to strategic picture editing, we 

had to take out or mix down bone crunch-
es, gooshes, sword slices, big punches and 
machine guns. 

"It was extremely difficult, in some cases. 

to make the changes. In one scene we called 
One step, one kill,' Riddicic has to slash his 
way to the ship hangar. There are gravity 

guns going, slashing and fighting; it was a 
big scene. But at the end of the day, we had 

to mellow it. We got to the point where put-
ting in alternate sounds that were too wimpy 

might not have had the right impact, so we 

decided to let the music carry the fight. We 
ghosted some fight design with animals, 
Koto drums, weird whooshes and little bits 

of vocals; it became conceptual." 

THE BIG PICTURE 

"With Ritidick," concludes Gershin, "we 

connected the lines between mediums. We 
tried to develop a symbiotic thread, while 

stylistically going with the different media 
as their own entities. Everyone involved 
was very proud of, and focused on, their 

medium: David Twohy, the director of the 
film; Peter Wanat, producer of the video 

game; and Peter Chung, the creator and 

director of the anime. They all have their 

own ideas, and they're all wary of the big 
arm of Hollywood. For me, it is important 

that each creative producer 

feels connected, comfortable 
and unique." 
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Live mix 

Franz Ferdinand 

Photos and Text by Steve Jennings 

Glasgow, Scotland-based Franz Ferdinand's show re-

minds one of a little bit of '60s pop infused with '80s 

new wave, but with a slightly modem feel. Mix spoke 

with front-of-house engineer Mike Parker about the 

tour. 

The group [bassist Bob Hardy, guitarist Nick Mc-

Carthy, drummer Paul Thomas and vocalist/guitarist 

Alex Kapranos] has loads of dates in Europe and the 

UK, two decent-sized U.S. tours and two U.S. promo 

trips. Next month is Australia, New Zealand and Japan. 

We are carrying all the microphones and two sets of 

in-ear monitors. We have a Sennheiser endorsement: 

Sennheiser 935s for everyone except Alex [pictured], 

who uses a Sennheiser 840 because he chipped a bit 

off his tooth in the middle of our last tour, which has 

made his voice more sibilant. The 840 has slightly less 

presence than the 935, which helps." 

Parker jokingly notes that his console "changes 

like audio roulette." Stashed in his FOH rack are eight 

(113x IOUA compressors for bass and vocals; four 

Drawmer DS501 power gates on both kick mics. 

bottom snare and floor tom; two Lexicon PCM70 

for vocal and kit reverbs; a TC Electronic D2 

snare delay for "Come on Home"; a Yamaha 

SPX-990 special reverb for "Tell Her Tonight" 

and "This Fire"; and one BSS 901 multiband 

compressor used as a de-esser for Kapranos' vo-

cal, which is in-line with one of the dbx 160As. 

"On monitors is engineer Tilde Bruynooghe, 

who is from Amsterdam. We met her at the 

Paradiso a while ago and she's great." Front-of-house engineer Mike Parker 
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Russell Giroux 

Russell Giroux is currently tour manager/front-of-house 

engineer for Default, a band that's been touring almost 

nonstop for the past three years and is currently supporting 

their latest release, Elocation. 

I love using large-diaphragm condenser mics on guitar 

cabinets to get that crisp, but thick rock guitar sound. The 

strangest things can happen during rock shows: losing 

phantom power to cables suddenly "breaking" or coming 

out, guitar amps blowing up or even mics going down in 

the middle of shows. I always have a DI feed from a gui-

tar amp simulator at FOH. I can quickly bring up the simulator channel and the show can 

continue. If the problem is caused by an amp, this method is also a benefit at monitor 

world, as the band will only have a momentary loss of the instrument in their mix and 

onstage instead of waiting for the problem to be combated. 

inside 
Live Mix News: 
Tours, Events, Installations 

All Access: Velvet Revolver 

Tour Profile: Madonna 

Club Spotlight The Living Room 

Remote System Control 

New Sound Reinforcement Products 

McGraw Hall's (Seattle 

Center) $ 127 million 

renovation includes a 

Yamaha PM- 1D digital 

console with two 96-in 

CS ID control surfaces 

and a 48-in/32-out mix 

engine powered by a 

Crown ICI network 

American idel's sound 

system, run by engi-

neer Andrew "Fletch" 

Fletcher, incorporated 

a Soundcratt MH4 

consolefor the live mix. 

"We had left and right 

RA. speakers, three 

frontfill zones and subs 

for the 560-seat room, 

three monitor zones 

onstage for the per-

formers, mix- minus 

monitor sends for the 

host and judges, back-

up broadcast feeds 

and a bunch of other 

sends here and there," Fletcher says...Racetrack 

Churchill Downs' (Louisville, KY) current renova-

tion is under the guidance of acoustical and audio 

consultant Kevin Smith, who is treating the 200-

zone facility with 155 QSC amps, while 42 DSC 

Basis 922az Ethernet- based monitoring systems 

control amps and loudspeakers...Fishman's Aura 

Acoustic Imaging Blender is in use by guitarist 

Jacques Stotzem, Dave Letterman's Late Show 

orchestra bassist Will Lee and multi-instrumen-

talist Harvey Reid...Phil Collins' First Final 

Farewell tour began in Europe this past June and 

was outfitted with 1-Acoustics amp and loud-

speaker systems, including the newly launched 

115XT Hia stage monitor. The loudspeaker rig 

comprises 32 V-DOSC, 24 dV-DOSC, 28 SB218, six 

dV-Sub, eight 112XT and eight 115XT Hit cabi-

nets, supplied by Hyperson (Switzerland) and 

powered by L-Acoustics LA48A and LA24A amps. 

The system also includes 15 main UR V-DOSC ar-

rays with dV-DOSC downfill enclosures (three per 

side), accompanied by flown SB218 subwoofer 

arrays (eight per side), with coverage offstage via 

two flown LL/RR arrays of dV-DOSC at nine to 12 

per side. 
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On the Road 

Jerry Lloyd 
Roots bluegrass artist Ricky Skaggs (right) 

has spent recent years collecting critical ac-

colades and turning out stellar works such 

as Live at the Charleston Music Hall, a disc 

captured live with his band Kentucky Thun-

der. Known for their hot licks and high-en-

ergy interplay, Skaggs and company count 

on monitor engineer Jerry Lloyd. 

Is there a common thread among what 

everyone is looking for in their mix? 

Sure—"More of me." Ricky likes more of 

what I refer to as a "listening mix." That is, 

you could actually listen to it and enjoy it. 

He pretty much has everything in there. 

Bluegrass musicians have always been 

notorious for feeding back and having 

poor equipment. You've done quite a bit 

to reverse that tradition. 

When we started playing bigger venues 

and using larger house systems, we had to 

turn it up onstage. To avoid problems, we 

switched to in-ears with Shure PSM sys-

tems. Today, we're using mostly PSM 700s. 

Now we can get as loud as a rock show, 

yet retain our clarity. All I have to do is 

turn it on and we get the same consistency 

every night. 

How do you mike Ricky and the band? 

Ricky's using an SM86 on vocals and a 

large-diaphragm KSM44 on his mandolin. 

Beta 87As are for backing vocals, banjo 

and fiddle. Upright bass is mostly DI, but 

we will use a KSM32. 

What's your console? 

A Roland VM7200. They don't make this 

desk anymore, unfortunately. For us, it has 

been totally dependable. We've had it since 

we went to in-ear monitors three years ago. 

Is there life after monitors? 

You mean like when I'm supposed to be 

off? We had a slow start touring this year 

with Ricky spending time in the studio, but 

now it's getting pretty busy. I love wood 

working. My dad was a carpenter, so I 

grew up around it. 

Coachella Valley Music & Arts Festival 
Sound Companies: Rat Sound Systems (Oxnard, 
Calif.), U.S. Audio and Lighting ( North Hollywood) 
Main Stage FOH Engineer/Consoles: Brian 
Murray/two Midas H3000s 
Main Stage Monitor Engineers/Consoles: Andy 
Greenberg, Ace Acevedeo, Ryan Trefethen/two Midas 
Heritage 3000s 
Main Stage RA.: 2x main clusters, each with 15 L-
Acoustics V-DOSC cabinets, three dV-DOSC; 2x side 

clusters, each with six L-Acoustics V-DOSC, three dV-DOSC; 48 Rat Sound Dual 18-inch subs; eight 
L-Acoustics ARC; Crown MA5000; Lab Gruppen FP6400; two clusters each (delay) six dV-DOSC 
Main Stage Monitors: 20 Rat MicroWedge 12 monitors 
Main Stage Outboard Gear: Yamaha SPX-990, Lexicon PCM90, IC Electronics D2, Eventide H3000, 
Summit Audio DCL200, dbx 160A, Drawmer DS201, BSS FCS 960, DriveRack with XTA DP226 
(L-Acoustics presets) and Midas XL88 
Main Stage Microphones: Shure Beta 91, Beta 98, SM81, Beta 57 (drums), Beta 58 (vocals); 
Countryman DIs 

Merlefest Main Stage 
Sound Company: SE Systems (Greensboro, N.C.) 
FOH Engineers/Console: Buck Parker, Kent Lieske/ 
Midas Heritage 2000 
Monitor Engineer/Console: Dwight Grubbs/ 
Soundcraft SM20 
PA./Amps: 24 JBLVerTec 4889, eight HLA 4897 (subs), 
two VerTec 4887 (frontfill), six 4894, six 4892 
Idelays)/QSC Powerlight 9.0s, 6.0s 
Monitors: Proprietary JBL loaded wedges, 4894 (sidefill) 

Outboard Gear: dbx 162SL, 160X, 903; Klark-Teknik DN9340, DN9344, DN3600, DN514; BSS 
FDS-366; Lexicon 960L, PCM90; Yamaha SPX-900, SPX-990, Rev-5; TC Electronic IC 229 
Microphones: Shure Beta 57A, KMS32, SM81, SM98, SM58, Beta 87, SM91; Beyer 
M88, U Series Wireless; BSS AR-133 
Other Audio Crew: Todd Dupree (stage A2), Tim Reavis (LD) 

ME-Sound Brings Surround to Vienna Big I 

Studio owner Martin BOtun of Vienna, 

Austria-based MG-Sound was music di-

rector for the Wiener Festwochen (Festi-

val Weeks) opening ceremonies in front 

of Vienna's City Hall. 

MG-Sound produced the pre-record-

ings, which were presented live in 7.1. 

Front-of-house engineer/audio supervisor 

Alex Schkesser, owner of AS Audio in Mtn, 

Germany, provided the gear (InnovaSon 

Sy80 digital desk, Meyer M3D speaker sys-

tem). "We had four Meyer stacks in front 

aimed for the audience up to 30 meters 

away and an array of satellite speakers to 

create the 7.1 experience," says Bohm. 

"The rear surround speakers were posi-

tioned across a boulevard on which railway 

Alex &Nasser add and Mardn &Am 

trams were running throughout the show." 

"We used a standard in-ear system with 

a large antenna and lots of power to trans-

mit the signal for the rear surrounds," 

Schleesser adds. Wireless mics were from 

MiPro, using its Automated Channel Tar-

geting system for a total of 24 channels. 
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Wouldn't you like an 
SSL in your studio? 

GC PRO 
ACCOUNT MANAGERS 

Southern California: 
Donovan Stark 
909.318.0285 

donovan@gcpro.corn 

Northern California: 
Chris Lawrence 
415.999.0045 

chris@gcpro.com 

Pacific Northwest: 
Michael Gardner 
206.953.8885 

michael@gcpro.com 

Rocky Mountains: 
Walt Beery 
720.308.7011 

vvalt@gcpro.com 

Texas: 
Adrian Peritore 
512.632.0581 

adrian@gcpro.com 

Florida: 
John Sawyer 
954.629.6346 

john@gcpro.com 

Georgia: 
Jason Block 
678.641.0244 

jason@gcpro.com 

New York: 
Blue Wilding 
917.297.7675 

blue@gcpro.com 

New Jersey: 
Steve Jacobson 
201.294.5366 

steve@gcpro.com 

New England: 
PK Pandey 
508.341.3499 

pk d gcpro.com 
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GC Pro thinks you would. And now, with the introduction of 

Solid State Logic's AWS 900 Analogue Workstation System, you can. 

The AWS 900 combines the world-renowned sound of their 

XL9000K Series console with a superb controller system for digital 

audio workstations. ln other words, you get SSL's incredible routing, 

SuperAnalogue mic pres and signal processing, along with direct 

access to your DAW's recording, editing, mixing, automation, plug-in 

settings and much more. All at a price your studio can afford. 

Ready to call your studio an "SSL Room"? We'll make it easy 

with special financing plans and expert advice for complete system 

integration. From high-end outboard gear to sophisticated 

DAWs and much more, GC Pro is your one-stop solution. Visit 

www.gcpro.com for detailed information and contact your GC Pro 

Account Manager today for a personal demo of the AWS 900. 

Music • Post • Live Sound • Lighting 
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2004 Guitar Center, Inc. All rights reserved. 

All images and trademarks are property of their respective holders. 
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Velvet Revolver's ( com-

prising former members 

of some of hard rock's 

revered bands, Stone 

Temple Pilots and Guns N' 

Roses) theater jaunt is 

one of the most anticipat-

ed tours this summer. Ex-Stone Temple 

Pilots vocalist Scott Weiland kept the 

audience captive with his snake-like con-

tortions, and was in top form vocally, 

while ex-GNR rockers Slash (guitar), Duff 

McKagen ( bass), Matt Sorum (drums) 

and guitarist Dave Kushner had the place 

rockin'. Mix caught the show at The 

Warfield ( San Francisco) in early June. 

Front-of-house engineer 

Orto Henry 

'‘3C 

Front-of-house engineer Orris Herby is using a Midas 

XL4 on this tour because of its preamps and nice, 

warm sound, as well as the board's logical layout. 

"You can watch the meter bridge as you're looking at 

the stage to detect any problems and meter your 

gain structure without taking your eyes off the band. 

"We run about 30 inputs—a lot for a four-piece 

band," Henry continued. "A lot of the instruments are 

double-miked: I like to have the different tonal quali-

ties of the different mics to work with. For instance, 

the kick has a Beta 91 and a Beta 52. The 91 gives 

the attack and the 52 gives the boom. The snare gets 

an SM57 on the top and an [Audio-Technical 4050 on 

the bottom. The large-diaphragm 4050 picks up all 

the good rattle bits and delivers some extra bottom 

that most people roll off. I've got [AKG1535s on the 

ride and hi-hat because they sound so natural. The 

toms get an older prototype mic that Beyer gave to 

drummer Matt [Sorum) when he was with The Cult. 

The overheads are 414s: They seem to sound the best 

to my ears." 

For bass, Henry uses a DI after the wireless for 

the clean tone, a DI after the bass amp to pick up 

the effects and a Sennheiser 421 in the Gallien 

••••• 

Photos itc Text by Steve Jennings,- . 

Krueger speakers to pick up that "signature" Duff 

McKagen sound. "Duff also sings on a Beta 58. On 

Dave [Kushner's) guitar, we liked the SM57 and 

[Audio- Technical 4047 so much we tried it on Slash's 

[lead guitarist' dirty sound; it was a perfect combo. 

Slash has a distinct tone and the 57 gives the bite 

and the 4047 gives the balls. Since this is a guitar 

band, you better have that covered. Slash also has 

a stereo clean sound that we mike with two 

57s.The one unique sound we have is that Slash - 

has a pieza pickup in one of his Les Pouls that 

gives a good high-gain, clean tone." 

Inside Henry's rack are a TC Electronic D2 delay 

for vocal effects and an Eventide H3000 on the 

Voice-Doubler setting, which Henry notes has become 

a part of Weiland's signature sound. Henry also uses 

an Eventide Eclipse for vocal distortion programs, a 

TC Electronic 5000 for vocal reverb and his old fa-

vorite Lexicon 224XL on drums. As for inserts, Henry 

relies on a BSS Audio 901 in-line with a Distressor 

for Wetland's vocal, as well as Summit 200s on 

McKagen and Sorum's vocals and on the bass DI 

and bass mic. On drums, Henry uses Drawmer gates 

and four Drawmer 241 comps for kick and snarc. 

72 MIX, August 2004 • www. 
`..• 

11.11•1 



According to Doug Kimball, who is manning a 

48-channel Ail Paragon console at the monitor 

position, he has very little in his rack, as the 

Paragon has gates and comps on each channel. 

Kimball chose to put the band on Ulti-

mate Ears in-ears after checking other 

brands "and no one comes close to them in 

consistency. I have Shure 600 ear transmit-

ters for Scott and Dave. At show time, I mix 

solely for Scott with a full studio-type mix 

and effects left and right: Eventide 3500 for 

vocal doubling, SPX-990 for distortion and 

TC M5000 for delays. My third— Brian 

Ratchko—takes care of the rest of the band if 

there is a need. Slash, Duff and Matt are on 

wedges with two single-I8s for side- fill 

'oomph.' All in all, the band is very easy on 

the monitor dude." 

Vocalist Scott Weiland 

uses Shure Belt" 58A 

capsules on Shure RF 

receivers as he is al-

ways moving around 

hence, no wires. 

.a. 

We_ 

Monitor engineer 

Doug Kimball 

Lead guitarist Slosh 

Bassist Duff McKagen Geitarist Dave Kushner 

I 
Drummer Matt Scrum also 

lends background vocals 

• and sings through a Shure 

Beta 58 on a al swing arm. 



m, nna has re-invented her image ,. u ' us times during the course of 

one pop's longest and most suc-

cessful careers, including recently 

: cl ia nging her name to, Esther, reflect-
ing her following of the Jewish disci-

pline K.abbalah. pJer early "Boy 
Toy--belted F Iys to her 

recent electronica-influenced Ameri-

can Life album with its faux Commu-

nist art cover, her music and look 

have continuously morphed, keeping 

fans guessing as she incorporates 

new musical and fashion trends. One 

of the few constants, however, is 

Madonna's ability to take her audi-

ence with her as she dares each new 

transformation. 

No surprise, then, that Madonna's 

56-date aptly named Re-Invention 

tour, her first major tour in three 

years, which began this past May, 

sold out almost as soon as tickets 

went on the market. Playing in large-

scale arena in the 12k to 16k range 

across Western Europe and North 

America (including Slane Castle in 

Ireland and a stadium in Holland), 

Madonna's show features hits from 

throughout her career, a move sure to 

please fans who missed her mostly 

absent back catalog on last year's six-month 

Drowned World tour. Mix caught up with 

the former Material Girl during her six-night 

run at Madison Square Garden (New York 
City) in late June. 

Madon 
Re-Inve 

The Madonna principle sound crew, from left: monitor engineers Sean Spuehler and Ion Newton, front-of-
house engineer Kevin Pruce and Gene Phillips, who deals with mics and RF 

WELCOME TO FOH 

Kevin Pruce, Bjérk's touring engineer since 

her days with The Sugarcubes in the late 

'80s, is helming front of house for Madonna 

this time around. "I think it's fair to say 

PHOTO: SIEVE JENNINGS 

Madonna and Bjórk offer different chal-

lenges," Pruce says. "So whilst the basics of 

mixing are the same, the Madonna tour is a 

big production with many other aspects to 

consider—dancers, major video and staging 
moves [including a moving catwalk], et 

cetera, along with a band and sequencing— 

whereas Bjitirk uses live strings [a 56-piece 

orchestra and 16-person choir, as on her 

Vespertine Tour in 2001] and acoustic in-
struments such as harps alongside electron-

ics and sequencing." 

The Re-Invention tour employs a Clair 

Bros. i4 and i4B line array system with Prism 

floor subs. The main system is a standard 

Clair Bros. hang of 14 i4s and 12 i4Bs. The 
side system has eight i4s and six i4Bs. There 

are eight Prism subs in front of the stage and 

eight P2 frontfills. Two AM12 wedges cover 

the "mosh pits" Ea dance pit located near the 

side of the stage]. System control, EQ and 

delay are from 10 Clair/Lake i0 units. 

Madonna is a Clair Bros. account and for 

Pruce, who usually uses an L-Acoustics V-

DOSC system, it was his first time out with 

the i4 system. `While they are both line ar-

rays, each system has its own distinct char-
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On the Rick.. 
actedstics to master, which has been very in-
teresting. I'm pleased with the results from 

the i4." Amps are models from Crest, QSC 

and Carver. 

Pruce observes of the tour venues that 

"each room obviously sounds different and 

the space tends to be different. [Madison 
Square Garden] is more of a bowl shape 

than a regular arena. The scoreboard [for 

basketball games] is a bit of a pain here be-

cause it doesn't go out. It hangs quite low 

and tends to be a bit of a nuisance. Some-

times they can move them and fly them out; 

sometimes, they're high enough that it's not 

a problem, but this one seems to sit quite 
low. We put a drape across the front of it to 

stop any reflections back to the stage." 

The Yamaha PM-1D FOH board takes 80 
inputs from the stage. "Obviously, the digital 

recall is always an advantage," Pruce says, 

"and with a show like this that's heavily pro-

grammed—lots of cues and things going 

on having it digital means you can recall it 

straight-away. I've used the Yamaha PM-1D 

extensively over the last few years and the 

backup from Yamaha is superb 

worldwide." He uses little in the way 

of outboard effects, relying instead on 

the PM-1D's internal effects except on 

vocals, which are treated with a Lexi-

con 480L. Madonna's and two back-
ing vocals go through BSS Audio 901 

dynamic compressors and Tube-Tech 

CL-2A compressors, and the guitars 

are treated with BBE Sonic Maximiz-

ers. A Tube-Tech SMC 2B is used for 

overall compression on the system. 

MICS FOR EVERYONE 

Miking the band is fairly simple, with 

almost all instruments (bass, two key-

board setups, acoustic guitars, elec-

tronic drums and sequencing) being 

DI'd. Acoustic drums and electric gui-

tars are the exceptions, though the 

drum kit is actually a hybrid of elec-

tronic and acoustic. "There's an 

acoustic snare that's milced top and 

bottom, an acoustic hi-hat, two cym-

-CON77NUED ON PAGE 79 

Handling monitor duties on the current Madon-

na tour are Ian Newton and Sean Spuehler. Mix 

was able to snag a copy of their monitor tech 

rider. Here's what they are carrying: 

Consoles: two Yamaha PM-1Ds, 80 inputs from 

the stage 

Outboard Effects: Eventide Eclipse, H3000; 

Emagic Logic; Lexicon 4801; Electrix filter 

factory; internal PM-ID 

Processing: Focusrite ISA 110 and 

Distressor EL8 

In-Ear Systems: Ultimate Ears UE10 through 

Sennheiser G2 transmitters 

Flown Sidefills: 2x R4 and lx R4 floor sub 

Drum and Keyboard Subs: 3x ML18s 

Mks: Sennheiser SKM3072-U (vocals), MK105 

(headsets); Audio-Technica AT4050s; Shure 

Beta 57A (snares), 451s (hi-hats and rides), 

Beta 98s (bagpipes and military snares); 

AKG 414s (overheads); ddrum triggers ( kick 
snare and toms, plus various noises and 

effects); guitars, bass, keyboards and DJ 

decks are DI'd 

con Revisits a Career of Makeovers on the Road 



CLUB SPOTLIGHT 

Surround 
In The Living Room 

A "Tree" Prospers in Manhattan 

G
etting great sound in your living 
room usually isn't too tough: Get 

a good stereo, plug in some 

speakers of choice and let the 

jams begin. But when your living room is 

The Living Room (www.livingroomny.com), 

one of New York City's top acoustic music 

venues, and getting great sound means 

recording in Direct Stream Digital (DSD) and 

5.1, things get a little more complicated. 

The recently opened, 125-person-

capacity room on Ludlow Street in Man-

hattan's Lower East Side is the club's sec-

ond home, an expansion that gives its 

sharp-eared founder space to make the 

most of the niche that he's carved out. 

"This is a place where people come and 

listen," says Steve Rosenthal, who co-owns 

the club with Jennifer Gilson. "The Living 

Room really represents where singer/ 

songwriters and jazz artists can play to a 

quiet audience. There are café-style tables, 

and it's not a stand-up rock club: You don't 

have to wear earplugs." 

With The Living Room already known 

as a live proving-ground for Norah Jones 

and other artists, Rosenthal knew that he 

could build on his considerable engineer-

ing experience as the owner of New York 

City-based recording studio The Magic 

Shop and make the club a premier live 

recording venue for acoustic music. For 

Rosenthal, the first step toward accom-

plishing that was committing to the 

heightened experience of Sony and 

Philips' proprietary 1-bit DSD format, 

which is channeled to consumers as Su-

per Audio CD (SACD). "I feel like SACD 

is the first digital format that can compete 

with analog technology," Rosenthal says. 

"I believe if we're going to get people in-

terested in music again, we have to get 

them into listening to music again." 

Benefiting from close contact 

with Sony SACD director David 

Kawakami, Rosenthal and engineer 

Joe Warda had to design a club that 

could accommodate crowds, pris-

tine DSD techniques and 5.1 record-

ing—simultaneously. "I wanted to 

create a larger-sized listening space 

where we could retain the charm and am-

bience of the smaller Living Room. That's 

difficult when you start with a space that's 

four times the size," observes Rosenthal. 

"We went for what we called a 'quieter' 

room: We had to do a lot of sound ab-

sorption, taking the basic studio design 

concept of standing sound baffles and wall 

By David Weiss 

The Living Room engineer Joe Warda (left) and co-owner 

Steve Rosenthal at the front-of-house position 

baffles and making them work in a live 

sound application." 

Knowing that they would also be tak-
ing the unusual step of installing ATC 

SCM150 studio monitors for the main 

room's P.A. system, Rosenthal and Warda 

tuned and tested the room extensively. 

"Reverb time is now down to 0.7 seconds," 
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Warda says. "That was key, since the ATC 

engineer stressed that the ATCs operate 

much better if the reverb time is below a 
second. When we started, the room was 

very live, but we didn't want to go too 

dead because 125 people absorb sound." 

The next step was setting up a Decca 
Tree with three Shure KSM32 single-

diaphragm cardioid condenser micro-

phones facing the stage and two more 

facing back to cover the room and the au-

dience. From there, the signals from the 

Decca Tree and spot mics, if needed, are 

When it comes to audio fidelity InnovaSON digital mixing consoles are the system 

of choice for many of the world's leading artists and engineers. Whether it's folk, 

jazz, opera, or rock, Sy80 delivers the ultimate sound experience. 

Distributed in the USA exclusively by Sennheiser Electronic Corp. 
One Enterprise Drive, Old Lyme, CT 06371 Tel: 860-434-9190 

WNW. Innovason.com 
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A view from the stage, looking up: The Decca Tree 

setup comprises three Shure KS4132s facing the 

stage and two facng the back io capture the room 
and audience. 

split, with the house portion going 

through a Midas Venice console and high-

end processing. The other runs travel 
downstairs to the basement, where they 

connect to a 1978 4-bus Neve broadcast 
console with 16 direct outs, which, in 

turn, go through Meitner A/D converters 

and finally to a 48-channel Genex DSD 

recorder. Once it's recorded to digital. 

Rosenthal takes the Genex hard drives 

back to The Magic Shop and mixes on his 

80 Series Neve console and Sony Sonoma 

workstation. 

Capturing the recordings properly is 

part of a delicate juggling act. "One of the 

things that makes The Living Room unique 

is that the bass and drums are not ampli-

fied through the P.A.," Warda points out. 

"The concept here is to amplify the vocals, 

acoustic guitar and the occasional Wurl-

itzer or pump organ. Because you're not 

sending these instruments though the RA., 

the surround mirs can capture their place-

ment onstage in a very accurate way. 

"The hard part with this system is real-

ly working out the balance between the 

musicians and the speakers. To do that, you 

have to think more as a musician, so you 

have to tell a musician, Turn your amp 

down,' or, Don't hit the drums as hard.'" 

The true mark of success for The Liv-

ing Room's ambitious live DSD 5.1 record-

ing process may be that Rosenthal and his 

team make it look so easy. "If you do a lot 

of preparation, then it can be simple," 

Rosenthal says. "The technology—the 

Decca Tree—exists to do it, getting the 

room to be acoustically tuned, and DSD is 

a digital format that can acoustically cap-

ture and reproduce it for you. Put that 

along with people that can play and sing 

and I think that warrants making these 

recordings." • 
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—FROM PAGE 75, MADONNA POUR 

bal mics and a ride mic. But all the toms, 

kick and main snare are [Clavial ddrum trig-

gers," Pruce explains. "It means we can put 

in all the sounds from the albums and have 

[the drutnmerl trigger them." The electric 

guitars are milced with Audio-Technica 

4050s. And, Pruce notes, "We've got a bag-

pipe player who is featured on a new intro 

for the track 'Into the Groove,' which also 

features two military snares that are all 

miked with Shure SM98s tied to Sennheiser 

Madonna crew chief Matt Herr 

Evolution G2 wireless. 

All vocal mics are wireless Sennheiser 

SKM 3072; Madonna also occasionally uses 

a headset mic custom-made by Gene 

Phillips, who operates the 33 channels of RF, 

with a Sennheiser MKE105 during the show. 

Pruce used the mics successfully in the past 

with Duran Duran, noting that Sennheiser 

products have exceptionally good radio fre-

quency qualities. "Sennheiser's been very 

good," he says. "Paul Hugo came down with 

Gene Phillips, and they worked out a fre-

quency plan, which needs to be tweaked in 

every new city." 

Monitoring is done on two PM-1D con-

soles run by two different engineers. Sean 

Spuehler processes Madonna's vocals on 

one, running them through a Mac equipped 

with Logic, the Electrix Filter Factory, pre-

amps and an EL8 Distressor. He sends a 

stereo mix of the vocals to Ian Newton, who 

operates the second monitor console. New-

ton adds in the band and sends out the fi-

nal monitor mix to everyone. Both Madonna 

and the band use Ultimate UE10 in-ear mon-

itors through Sennheiser G2 LEM systems. 

"We do fly some sidefills—four Clair Bros. 

R4 sidefill cabinets and two subs—mainly 

for the dancers so that they can feel the mu-

sic and get a bit of energy onstage," Pruce 

says. There are also three subs positioned 

near the drummer and keyboardist, "just to 

give it some weight on the bass; otherwise, 

it tends to sound a bit thin." 

From New York City, the Re-Invention 

Tour continued on in the U.S. and then head-

ed off to the UK, Holland, Ireland and France 

before it wraps up in mid-September. And 

thanks to Pruce and company, Madonna 

won't have trouble re-creating her sound in 

each new venue and country she plays. 

G,aby Alter is a freelance writer, songwriter 

and composer based in Brooklyn, NY. 
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neet the Band 
Madonna: vocals and guitars 

Stuart Price: musical director, bass, 

keyboards, DJ decks 

Steve Sidelnyk: drums 

Monte Pittman: guitars 

Marcus Brown: keyboards 

Mike McKnight: programmer, keyboards 

Lorne Cousin: bagpipes 

Donna De Lory: backing vocals 

Siedah Garrett: backing vocals 

FREE DEMO 
1.1MIFED i i st F OFFER, 

For a FREE trial, apply at 
tcsaudio,cont 

EREE shipping both ways 
dillfor information, 

e-mail infoetcsaudio.com 

AUDIO 
B00.403.4464 
trgal.11:110.COM 

TCS2500 TCS2800 TCS2100 TCS21201Y1 TCS1150M 

Dealer/distributorships available 
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OOMING 
In on the 

By Bruce Borgerson 

ON E 
Remote System Control With WiFi and Bluetooth 

H
ang up those tattered running shoes. 
Give the walkie-talkies to the kids. 

Now you can tune large multizoned 

sound systems without running back 

and forth between front of house and 

the nosebleed seats or, alternatively, struggling to ex-

plain to an assistant over a little plastic squawker ex-

actly why the vocals sound pinched in the delays. 

Yes, that's all in the past Fast-forward to the present 

day—with a tip of the hat to the pioneering BSS Varicurve 
remote that tantalized us with possibilities—and the won-

derful new world of wireless networking. All the things 

you used to do with your computer hardwired to the 

FOH racks can now be done sitting anywhere in the 
venue with a few quick strokes on a tablet PC. 

If you're a top-line touring operator, then you prob-

ably know about the new high-end, Ethernet-based 

devices that mate seamlessly over WiFi wireless de-

vices. But even if you can't afford pricey DSP system 

controllers with built-in networking, you can still con-

trol anything with an RS-232 serial port by assembling 

your own off-the-shelf WiFi rig with Ethernet-to-serial 

translation. And, if network configuration of any kind 

gives you the willies, then you might want to check 

out a new streamlined wireless option: Bluetooth. 

WIRELESS NETWORKING BASICS 

For the networking novice, here's a quick review of 

basic technology and terminology. The term WiFi 

refers to a group of wireless networking standards 

that were adopted by the computer industry more 

than a decade ago. By far the most common proto-

col is 802.11b, though many newer devices also offer 

the faster 802.11g technology while maintaining back-

ward-compatibility with 802.11b devices. In the sim-

plest terms, WiFi can be thought of as wireless Eth-

ernet. That makes sense because the primary goal 

from the outset was to allow wireless connectivity of 

networked computers in the office and provide In-

ternet access just about everywhere. Virtually all WiFi 

routers are designated Class-1 devices by the FCC, 

which gives them an effective range of about 100 me-

ters, although this range can be extended by using 

larger external antennas. 

80 MIX, August 2004 • www.mixonline.com 



Bluetooth is some-

what similar to WiFi— 

and yet completely 

different. On the one 

hand, it shares WiFi's 

same 2.4GHz spec-

trum (along with 

cordless phones and microwave ovens) 

and has the same maximum radiated 

power restrictions. On the other hand, 

it's a much newer standard for wireless 

data transfer, with roots in the Scandi-

navian-dominated cell phone industry. 

(Bluetooth was the moniker attached to 

Harald, a medieval Danish monarch.) 

Designed for a broad range of ap-

plications, the Bluetooth protocols 

are—at the risk of oversimplification—more generic, robust and 

user-friendly than WiFi, although certainly less-suited to inten-

sive computer networking chores. The first Bluetooth accessories 

to hit the market (keyboards, mice, cell phone headsets, etc.) 

were Class-2 devices, with a nominal range of a mere 10 meters. 

But a number of higher-power Class-1 Bluetooth devices have 

come on the market in recent months, holding out the promise 

of a low-cost, no-brainer alternative to WiFi in limited system-

control applications. 

FULLY NETWORKED SYSTEMS 

Because WiFi was designed as a wireless replacement for Ethernet, 

obviously the most efficient way to shuttle data back and forth is 

by using a fully addressable networked device. That's the approach 

taken by Lake Technology's Contour loudspeaker processor and 

TC Electronic's new EQ Station digital parametric equalizer. 

Both devices are native to the Ethernet protocols, so setting 

them up on a network is relatively simple and requires no protocol 

translation. Essentially, these units plug directly into your LAN (lo-

cal area network) using either a wired connection or WiFi wireless 

devices. Each device on the network is individually addressable, so 

physical location is unimportant. 

It's not surprising that these two units are among the newest on 

the market, and it's likely that other manufacturers will migrate in 

this direction. (One well-known company hinted that a develop-

ment in this area will be announced soon but would supply no de-

tails.) If you're considering Bluetooth's technology, then you'll want 

to know its perks. First, it's fast: The interface can update at speeds 

of 50 fps, which is practically instantaneous. Native networking also 

facilitates grouping functions across different processors, even if the 

units are physically located in different parts of the venue. Up-

grading to the faster 802.11g is simply a matter of plugging in the 

newer WiFi devices. And, finally, as Ethernet natives, these devices 

will work hand-in-glove with newer (and forthcoming) amplifier 

control systems and digital consoles, which are also trending in the 

same direction. 

Obviously, both Lake Technology and TC Electronic had WiFi ap-

plications in mind while initially designing these products and de-

cided to embed networking capability to woo the high end of the 

market. It won't be surprising to hear then that these systems are on 

the pricey side ($5,000, give or take). But for touring companies that 

want seamless WiFi capabilities, this might be the way to go. 

WIFI-TO-SERIAL 

Of course, live sound companies of all sizes have invested consider-

able capital in their current loudspeaker processors, and as they oth-

erwise prove satisfactory, there's no need to ditch them simply to go 

wireless. Nearly all loudspeaker processors (and most digital EQs) on 

the market offer external computer control via serial ports. If you want 

to control these devices while dancing with your tablet in the bal-

cony, you have two options: Link the remote computer to a host com-

puter (normally at FOH) that is, in turn, connected via serial cable to 

the DSP device or use a dedicated external device to translate the Eth-

ernet data packets into serial commands. 

Scott Harmala of ATK Audiotek pioneered the dual-computer ap-

proach and continues to employ it—with significant upgrades along 

the way—in his current systems. "I had been dreaming of doing this 

for years, but technology had to catch up with me," he says. "I put 

my first system together about four years ago using a Fujitsu tablet 

PC, long before they became mainstream. I had a separate Lucent 

Technologies 802.11b card with a remote antenna mounted up on 

the tablet for extra range. And I used the [Symantec] pcAnywhere soft-

ware for remote control of the host computer in the FOH rack, which 

then connected to the processors." 

For the most part, Harmala has stuck to the formula, though his 

new Fujitsu Stylus 4000 has remote desktop built in, eliminating the 

need for the pcAnywhere utility. Although his new tablet PC also has 

The Lake Contour system features a wireless tablet-style remote. 

built-in WiFi, he still uses a separate Orinoco card with external an-

tenna for the extra range-5 key consideration when working jobs 

like the Super Bowl broadcast. Harmala has applied his networking 

expertise to fine-tune his software packages, keeping latency issues 

to a minimum such that he finds operation essentially transparent. He 

currently uses his WiFi rig to control XTA processors (mainly DPA 

226), amplification via QSControl and, increasingly, to tweak the ma-

trix outputs of Yamaha's PM-1D console. The result of this combina-

tion provides better balances for the complex multizone systems used 

for large-scale broadcast events like the Grammy- Awards telecast. 

SERIAL DIRECT 

II you prefer skipping the second computer and instead run the con-

trol application on a remote laptop or tablet, then you can achieve 

essentially the same results using a dedicated device like the PRAM 

Technologies WSL-2, distributed by Production Radio Rentals of 
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White Plains, N.Y. Developed jointly by Pro-

duction Radio's Henry Cohen and Tom 
Bensen of Group One (the U.S. distributor 

for XTA), the WSL-2 offers a pre-packaged 

and fully supported solution that incorpo-

rates, in a single-rackspace unit, the WiFi 

base station, the serial-to-Ethernet translator 

card and connectors for Ethernet, RS-232 and 

RS-485. Though initially intended for XTA ap-

plications, the PRAM devices are now used 
extensively worldwide with loudspeaker 

processors of all types, as well as with equal-
izers, preamps and digital consoles. 

The WSL-2 package appeals to those who 

want long-range, bulletproof reliability and 

technical expertise on-call. Using external 

antennae, PRAM claims ranges of 1,200 to 

1,500 feet with standard whip antennas, and 

up to 3,000 feet and beyond with optional 

antennae. PRAM also works with customers 

on developing custom software packages 

and addresses latency issues. The current 

cost of a WSL-2 system is about $1,600. 

BOWIE BOTH WAYS 

One artist who has been using WiFi control 

to full advantage is David Bowie, with wire-

less system control fully integrated into the 

equipment packages for both the European 

and American legs of his current Reality tour. 

(See the "Tour Profile" in Mix's March 2004 

issue.) Although the tour used JBL VerTecs 
on both sides of the Atlantic, the loudspeaker 

processors and WiFi rigs were different: XTA 
226 processors and PRAM WSL-2s (from New 

York's Firehouse Productions) for the U.S. 
shows and BSS Soundwebs with a custom-

assembled WiFi rig (by Liverpool, England's 

Adlib Audio) for the shows in Europe. 

Essentially, with ample in-house expert-
ise available, Adlib worked with Bowie FOH 

engineer Pete Keppler and systems tech 

Tony Szabo to create an off-the-shelf solu-

tion for essentially transparent WiFi control 

of multiple Soundweb units. As befits a tour 

of this magnitude, high-end components 

were deployed throughout: a Cisco Aironet 

wireless access point, a Moxa NPort 16-port 

RS-232-to-LAN translator and a top-line Fu-

jitsu ST4100 tablet equipped with separate 
WiFi card and dipole antennae. 

Though the implementations of WiFi 

technology were somewhat different on 
the two tour legs, Keppler found the over-

all functionality essentially the same—and 

a godsend. "With this setup, I can go to 

the top row, listen to the system and ac-

tually tune it in real time," he says. "For 

example, I have the front arrays zoned 

top, middle and bottom, and for the up-

per seats, sometimes I'll be pushing 150 

meters to the back row. So I'll end up using 

a substantially different EQ up there as 

opposed to the first lower cabinets facing 

down at the rows in front." Keppler says 
that he spends an hour or two with the 

tablet before each show, largely tun-

ing by ear, both solo and working with 

the full band during soundcheck. 

WIFI FOR ALL? 

Systems tech Szabo was so impressed by 

the WiFi rig that he looked into assem-

bling a simpler system for use on later 

projects. To his delight, he discovered 
that a simple do-it-yourself rig can be 

quite affordable. He opted for a Linlcsys 

access point (about $100 and dropping) 

and a single-port Moxa Nport translator 

device, about the size of a cigarette pack 

and selling for around $200. But before you 

take the plunge, both Szabo and Harmala is-
sue some caveats. Putting together your own 

WiFi system does require networking savvy, 

and you need to be prepared to face rapidly 
escalating interference problems. 

"The downside of putting together your 

own system is that it does require that you 

understand the whole concept of TCP/IP 

and how that fits in with serial control pro-

tocols," Szabo cautions. "It's not that hard to 

work it all out if you know what you're do-

ing, but it's hardly your normal audio thing." 

And then there's the increasing ubiquity 

of WiFi. "When I started doing this, I was the 

only guy that would light up 802.11b on the 

shows," recalls Hannala. "But now it's every-

where. I have to coordinate with lighting and 

production departments and with the venue. 

I'm surprised at how fast this has happened." 

The problem stems from the fact that 

while the WiFi standard has 11 channels, only 

three-1, 6 and 11—are nonoverlapping. The 

underlying problem is that the designers of 

802.11 standards did not count on so many 

different networks in use at the same time in 

the same place. Szabo found the problem 

most apparent when Bowie played in San 

Jose, Calif —the heart of Silicon Valley: "At the 

[HP Pavilion], every corporate box had its 

own access point with proper roaming. They 

must have had 30 or 40 of them in there 

spread across several channels. I asked if they 
could clear out one channel for me, but they 

couldn't. So we asked them to turn the whole 
system off while we tuned the PA. But that 

meant we couldn't make any adjustments 

during the show, which, fortunately, we 
rarely do anyway." 

A BWETOOTH ALTERNATIVE? 

Is there yet another way that's simpler, 

cheaper and less prone to interference? One 

Dallas sound company engineer seems to be 

on to something: the new higher-power 

Bluetooth devices. 

Until now, Bluetooth has been "pooh-

poohed" by professionals as an underpow-

ered, consumer-only technology. But per-

haps emboldened by his experience and 

Ed Spoto of Crossroads Audio (Dallas) shows off his 
Bluetooth setup. 

education (including an EE degree from Van-

derbilt University in Nashville), Ed Spoto of 

Crossroads Audio went on a quest for some-
thing newer and better to replace the serial 

cable. Searching the Internet late last year, he 

discovered that two companies in Europe 

were offering Bluetooth-to-serial converters: 

Free2move in Sweden and Brainboxes in the 

UK; California's Socket Technologies has 

since entered the market, as well. These are 

all Class-1 devices with a nominal range of 

100 meters when paired with companion 

Class-1 USB-to-Bluetooth adapters. (Be sure 

to look for the ones equipped with stubby 

antennae.) The serial devices were hard to 

find Stateside, but Spoto located the 

Free2move F2M01 at eXpansys USA, a dot-
corn division of the UK-based firm. He im-

mediately bought three for $99 each. (As of 

this writing, demand has pushed prices up to 

around $150.) The USB-to-Bluetooth adapters, 

like Spoto's Linksys USBBT100, are widely 
available for under $50. 

How does it work? Even better than he 

had reason to hope, says Spoto. "It has 

turned out to be reliable and user-friendly, 

not to mention cheap. [Laughs] That's the 

whole story in a nutshell: You plug it into 

the port and it's ready to go. It's already set 

up with a standard port configuration. It 

reads it on the other end, you assign it to a 
program and away you go." 

Spoto says that his whole configuration 

involved one optional step, which took only 

a few minutes. "You can tell the Free2move 

to be either master or slave, either waiting 

for a connection or continuously transmit-

ting. The default was to wait, but I repro-

-CONTINUED ON PAGE 138 
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Who: Andraé Crouch 

trcielleed" 
Occupation: Pastor, gospel singer, music producer, pianist, 

vocal arranger, music historian, record label owner 

Honors: Nine Grammy awards; two-time 

inductee, Gospel Hall of Fame; multiple 

Dove awards; NAACP award; CNN 

Trumpet award; star on the 

Hollywood Walk of Fame 

Works With: Michael Jackson, 

Quincy Jones, Diana Ross, 

Elton John, Sandra Crouch, 

The Winans, and many more 

Andraé and the 

Studio Precision 8 

Biamplified Direct 

Field Monitors: 401111111>4 
"I see with my eyes. 

I touch with my hand's. 

But I hear with Studio 

Precision monitors. And 

that's the gospel truth." 

;retied 

- - 

Studio 
Precision m 
Now Hear Everything 
P.O. Box 4189 • Santa Barbara, CA 93140 • Voice: 805-566-7777 • Fax: 805-566-7771 • Email: info@event1.com • Web: www.eventl.com 



New Sound Reinforcement Products 

CREST PERFORMANCE SERIES 

A new division of Crest Audio, Crest Performance is now shipping 

its CP-6210 rotary DJ mixer, CPS-1203 spectrum-enhancement 

processor, CPT Series loudspeakers and CPX Series power amps. 

For more details, visit its new official Website at www.crest-per 
formance.com. 

ELECTRO-VOICE SBA760 SUBWOOFER 

The SbA760 powered sub from Electro-Voice (www.electrovoice 

.com) is rated at 760 watts and comes with a stereo crossover and 

the company's 15-inch EVS15FR long-excursion/low-frequency 

driver. Used with E-V's new 12-inch SxA360 two-way active speak-

er, the sub extends acoustic output down to 40 Hz. The road-

worthy enclosure is fitted with four rollers for a smooth ride and a 

scratchproof Future coating. 

GALAXY AUDIO 

NEOLITE HOT SPOT 

The world's most popu-

lar personal monitor, 

Galaxy Audio's (www. 

galaxyaudio.com) Hot 

Spot is now offered in a 

lightweight (6.1-pound), 

high-efficiency package. 

The Neolite Hot Spot 
puts two 5-inch, high-output neodymium drivers within a compact, 

molded enclosure with internal mic standmount and 7-position vol-

ume control. The frequency response (150-18k Hz) is tailored for 

vocal response; total power handling is 200 watts continuous. Retail 

is $ 169. 

SLS UPDATES LINE ARRAY SIMULATION SOFTWARE 

SLS Loudspeakers (www.s1sloudspeakers.com) is releasing a new 

version of its Line Array Simulation Software (LASS), now with an 

Optimizations module that dramatically reduces the time required 

for line array configuration and rigging parameters design. The op-

timization feature is said to simplify the entire process and can pro-

duce dependable results even if the user does not have previous 

experience with line arrays and their complex radiation patterns. 

The LASS program optimizes the number of boxes and proper splay 

angles between each of the boxes, maximizing coverage and elim-

inating guesswork. 

IF BAD SOUND 

WERE FATAL. 

The new book, If Bad Sound 

Were Fatal, Audio Would Be the 

Leading Cause of Death, by Don 

and Carolyn Davis, co-authors of 

the seminal text Sound System 

Engineering, takes readers on a 

fascinating and often hilarious 

ride through their lives as creators 

of Synergetic Audio Concepts 

(Syn-Aud-Con), the independent 

audio educational program that 

has benefited thousands world-

wide since its founding more than 32 years ago. The book also has 

a heavy historical dose of the audio giants, whom the Davises per-

sonally knew during their combined 50-plus years (and counting) 

in the industry. The 364-page text is available from Author House 

(www.authorhouse.com) for $20.75 (plus $5.75 for shipping). 

IF BAD SOUND 
WERE FATAL, 

AUDIO WOULD 
BE THE 

LEADING, GAUSE 
OF DEATH 

Don fir Carolyn Davis 

EAW AX SERIES 

ARRAYABLE LOUDSPEAKERS 

The new AX Series loudspeakers 

from Eastern Acoustic Works 
(www.eaw.com) are engineered 

to array seamlessly, with a tri-ax-

ial design that incorporates a rev-

olutionary new coaxial driver. 

The coaxial mid/high-frequency 

driver combines an 8-inch cone 

and a 1.4-inch exit compression 

driver into a sealed aluminum 

chassis that acts as the heat sink 

for the entire assembly. Both driv-

  ers share a single neodymium 

magnet, reducing weight and 

cost. Dual 12-inch woofers (located on opposite ends of the en-

closure) create an acoustic origin on-axis with the rotatable, coax-

ial MF/HF driver. For use in horizontal and vertical arrays, the en-

closure has trapezoidal angles on all four sides. Three models are 

available in dispersions from 45°x45° to 90°x60° 

YORKVILLE COLISEUM LINE 

Yorkville (www.yorkville.com) debuts the first cabinet in its Col-

iseum Installation loudspeaker that uses the Unity Summation 

Aperture Horn technology developed by Tom Danley of Sound 

Physics Labs. The Coliseum CU15's Unity horn combines a 1.75-

inch compression driver and three 5-inch ceramic-magnet 

midrange drivers on a high-efficiency conical horn with both HF 

and MF drivers in a single 60°x60° horn, reproducing the entire 

300-20k Hz range from one source. The CUIS handles 800 watts 

of power; has integrated flypoints on all sides; Speakon, binding 

post and i4-inch inputs; and can easily be installed in an applica-

tion or an array. 
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WE MAKE GREAT ROOMS HAPPEN 

Gr d Winning Producer Sergio George's private production facility, NJ 

Great Gear, Great Value. 
Whether you're buildirg a personal project studio, a world-

class facility, or something in between, Professional Audio 

Design can help you make the most of your investment. 

Our staff of real-world engineers and technicians understands 

what makes a great recording facility, and can recommend 

solutions that meet every budget. We carry over 150 Drands 

of new, refurbished and vintage Equipment, including 

Certified Pre-owned SSL Consoles. 

Service, Support and Satisfaction 
Professional Audio Design has a world-renowned tecinical 

services team that provides in-shop repair, refurbishment, 

custom electronics, and modifications for many stock items. 

Our on-site support includes wiring, system commissioning, 

installation and maintenance. We stand behind our work with 

full warranty coverage and after ≤ ale support. We service the 

top studios in the world, and your studio should experience 

that same level of satisfaction. 

Before you settle for something less, visit us online, 

or call (877) 223-8858, and find out how our personalized 

service approach will make your room happen. 

E Equipment Sales 

o 
(..) Consultation 

MCI Technical Services 

Wiring Systems 

Installation 

ro 
o 
eL Custom Furniture 

Custom Monitors 

Certified Pre-owned SSI:s 

RAW Systems 

Professional 
Audio 
Design 
Inc. 

357 Liberty Street, Rockland, MA 02370 Phone: 781-982-2600 Fax: 781-982-2610 Email: info@proaudiodesign.com 

ALWAYS A SOUND DECISION 



BITSTREAM BY OLIVER IMASCIARO'TE 

Pedant In a Big Box: Part Four 

A Glossary of IT Terms for the Audio Professional 

Since the March 2004 issue, "Bit-
stream" columnist Oliver Mascia-

rotte has been flipping through his 

audio data dictionary to define today's top 

IT terms as they apply to the audio pro-

fessional. This month, we bring you more 

tech talk than you can shake an Ethernet 

cable at. Italicized words will be, or have 

been, defined in the glossary, some in up-

coming issues. 

ISDN (INTEGRATED SERVICES DIGITAL NET-

worm): telco standard that allows a sin-

gle twisted-pair to carry voice and 

digital data simultaneously over the 

Public Switched Telephone Network. 

Though ISDN was intended to replace 

POTS, which it did in Europe and else-

where, it never caught on in the U.S. 

due to cost and political will. ISDN is 

being supplanted by packet-based net-

work standards like DSL. 

ISOCHRONOUS: a transmission technique that provides syn-

chronous data transmission over an asynchronous 

network. Isochronous transmission, supported in the 

FireWire and R7P protocols, guarantees QoS and thus 

is particularly useful to deliver audio and video over 

a networked connection. 

IT (INFORMATION TECHNOLOGY): an acronym that encom-

passes all aspects of computer science—impacting en-

terprises. 

Kb, Know: One kilobit equals 1,000 bits. 

KB, KILOBYTE: One kilobyte equals 1,000 bytes. 

KVM (ICEYBOARD, VIDEO AND MOUSE): active or passive meth-

ods of providing remote control of a computer by ex-

tending the bi-directional keyboard and mouse sig-

naling and the video display information. 

LAN (LOCAL AREA NETWORK): a data network that spans a rel-

atively small localized area, such as a building or 

campus. 

Lgrugcr a generic computer term, analogous to propa-

gation delay, that quantifies the delay between the 

transmission of a command, or datum, and the ac-

knowledgment of the command or reception of that 

datum. 

LAYER: See 0.57 Model. 

LBA (LoGicAL BLOCX ADDRESS): a method used in modem 

disk drives to translate the physical location (cylinder, 

head or sector) into an abstract address that can be 

understood by a disk controller. 

LDAP (LIGHTWEIGHT DIRECTORY ACCESS Pagrocot): a popular 

ILLUSTRATION. PHOTODISC 

protocol for providing directory services. Despite the 

name, LDAP isn't very "light weight": LDAP has been 

adopted by several companies including Netscape 

Communications and has become a de facto standard 

for directory services. Other LDAP-compatible offerings 

include Novell's Novell Directory Services (NDS) and 

Microsoft Corporation's Active Directory. 

LINEAR TAPE: Many tape formats, whether audio or data, re-

ly on physically fixed head assemblies, while others, 

such as video transports, use heads that move relative 

to the tape in a nearly perpendicular and rotary fash-

ion. To achieve the high-frequency magnetic transi-

tions necessary to encode wide-bandwidth signals, 

designers have to either move the tape very quickly 

past the head or move the heads really quickly past 

the tape. The former approach spawned data formats 

such as DLT, L70 and VXA. The latter approach, pio-

neered by Ampex in its revolutionary videotape ma-

chine, employs a rotating-head assembly that spins 

slowly past moving tape. Videotape technology has 

morphed in data formats including DDS and Exakv, te's 

family of products. 

LINE: a dual-simplex transmission path between a pair of 

network elements such as nodes (HCAs or 7'CAs) or 

switches. Link hardware is specified as dual-simplex: 

Send and receive wires each have their own grounds 

and transmit data unidirectionally and independently. 

The more common simultaneous bi-directional 

method is full-duplex. 

LOSSY CODEC: See COdeC. 
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SOAR 

Eventide hardware, optimized for live performance, lets you ascend to new heights. The Eclipse" and the Reverb 2016 are designed for the road with durability and 

real-time performance built-in. But don't take our word for it... 
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Eventide • 
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Eclipse 
ULTRA- FAST PROGRAM CHANGE • THE BEST H3000 PROGRAMS • PRISTINE 96 KHZ PROCESSING • XLR + 1/4" IRS I/O, 24- BIT A/D/A 

'The Eclipse is a powerful tool [ its] pristine sonic quality, plethora of connections and high sample rate make it 
a versatile tool for tweaking, fixing and basic sweetening of digital or analog tracks. The Eclipse is destined to 
become a classic." 

'W *C» 

WINNER, 

"Whether being used for a lush reverb on the orchestra tracks, or as a stereo pitch- chorus on vocals, or as a 
completely warped, swirling delayed pitch- shifted ambience, the Eclipse shone." 

Arif Verner, Pro Audio Review 
—Mark Brink, Mix 

"A stunningly powerful processor. If you can't get new sounds ( or better versions of old 
sounds) using the Eclipse, the problem isn't with your gear." 

—Mitch Gallagher, EO 

Reverb 201 6 

And 0 2 - Sec - .0041 — Nor , 

CLASSIC SP2016 REVERBS • NEW HIGH DENSITY REVERBS • MENU-FREE OPERATI3N • XLR + 1/4" IRS I/O, 24- BIT A/D/A 

'The Reverb 2016 is as versatile as o stand-alone reverb coule ever be, sounds outstanding, and is without peer 
in its simplicity of operation make the 2016 anyone's first choice for a sound reinforcement reverb unit" 

—Peter Arsenault, FOH engineer 
(Jun Spencer Blues Explosion, Luna, Susson Deyhim) 

"It is rare when a company reissues gear and it turns out to be actually better than the original I am using the 
Reverb 2016 on every project and lam finally retiring my old SP2016 " 

—Dave Pensado, recording engineer 
(Christina Aguilera, Pink, Mya, Jonny Lang, Britney Spears) 

"I'm excited to finally have one of my favorite reverbs available again" 
—George Massenburg, Grammy Award winning engineer 

Eventide 
One Alsan Way, Little Ferry, NJ 07643 

email: audio@eveniide.com, web: www.evenfide.com 
Eventide and Hormomzei cve• ',floored tra:ternarks and Eclipse is a hude.ork of Evenhde Inc Evenhde Inc 
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SPL Transient Designer - some say it's a must have. 

Kenny Aronoff (Joe Cocker), Bernie Becker (Neil Diamond), Carl Cadden-

James (Ludacris), Ed Cherney (Rolling Stones), Joey DeMaio (Manowar), 

Greg Droman (Brooks & Dunn), Richard Dodd (Tom Petty), Jim Ebdon 

(Aerosmith), Serban Ghenea (Justin Timberlake), Mark Linett (Brian Wilson), 

Bob Ludwig (Bruce Springsteen), John McBride (Martina McBride), Mark 

Needham (Fleetwood Mac), Justin Niebank (Brad Paisley), Simon Osborne 

(Sting), Simon Phillips (Toto), Ronald Prent (Rammstein), Jack Joseph Puig 

(John Mayer), Dave Reitzas (Madonna), Barry Rudolph (The Corrs), Cenzo 

Townshend (U2), Michael Wagener (Ozzy Osborne) ... 

Rediscover Analog 
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As with all SPL products, the Transient Designer is conceived, designed and hand-built in Germany 

SPL USA call free: 866 4 SPI_ USA www.spl-usa.com info@spl-usa.com 

Learn Audio Recording Like Nowhere Else. 

..4 5 

edge 48-track Analog/ Digital Recording 
Studios that feature: 

-SSL -Studer -Orad -Neumann 
-Neve -Neotelc -Lexicon -Haller 

Plus... 
-eMadLogic Platinum Digital Lab 
-Tascam Analog/Digital Mix Down Lab 
-Individual G4 Pro Tools Workstations 
-And Much, Much More! 

electroirc—e-

Nn rrInn. than 1/ cnIrientc per class - 

taught by award winning professionals. 

Every student completes an internship in 
the industry for graduation. 

Only recording school authorized by 
Avid/Digidesign, T.C. Electronic, Waves, 
and SIA to certify students in the use of 
their products. 

TOOLS 
ABA 

2300 East Broadway Road Tempe, Arizona 85282 www.audtorecordinoschool.com 

LTO (LINEAR TAPE OPEN): a middle-tier, lin-

ear data tape format based on an open 

standard originally developed jointly 

by Hewlett-Packard, IBM and Certance, 
the company Seagate spun off after its 

acquisition of pioneer Conner Periph-

erals. LTO competes against DLT and 
SAIT. 

MAC (MEDIA ACCESS CONTROL): AS part of Lay-

er Two, the second-lowest layer in the 
OSI Model, MAC provides a node's in-
terface between Layer One, the PHYand 

the LLC (logical link control), the "up-
per," more abstract sublayer of Layer 

Two. 

MAC ADDRESS: the hardware address of a net-

work device. MAC addresses, rather than 
IP addresses, are usually used when se-

curity is a high priority. 

MAN (mEntopouTAN AREA NETWORK): larger 
than a LAN a data network that spans a 

metropolitan area. 

MANAGEMENT, TO MANAGE: In IT circles, man-
agement means the setup, modification 
and maintenance of IT assets. 

MARKUP LANGUAGE: a machine-readable lan-
guage that abstracts the layout of a doc-

ument. Markup languages separate the 
structure and appearance of a page from 

its content. See xML. 
MDI (MEDIA-DEPENDENT INTERFACE): a TLA, 

which means the standard RJ-45 connec-
tor used for Ethernet over U7P. Specifi-

cally, an MDI provides the physical and 

electrical connection to the cabling. An 
MD1X, or MDI crossover, is a version of 
MDI that enables connection between 

like devices without an intervening hub 
or switch. 

MEDIA Access comntoL: See MAC. 
MESH NETWORK: Mesh networks, characterized 

by their lack of any centralized organi-

zation, are designed to be "multihop" 
systems in which any member device 

can transmit packets through the net-
work. Typically ad hoc in nature, nodes 

can be added or removed to a mesh net-

work without affecting the overall func-

tion. Mesh networking was designed to 

be more resilient than traditional hierar-

chical network topologies. 
METADATA: The data about the data, meta-

data is ancillary or additional informa-

tion carried with some essence that pro-

vides additional context, modification 
or description. 

0Mas often feels overextended, trying to 

wear all of the hats needed to mats" a small 
business successful. To keep things in per-

spective, he listens to KCRWorg streaming on 

the Web. 
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ACCELERATE YOUR SOFTWARE 
WITH MACKIE HARDWARE. 

rMACKIE CONTROL 
Most professionals know 
that control surfaces are 

a great thing — letting 

you record and mix 

music much faster than with a mouse and key-

board alone. But much like software, all hardware 

is not created equal. And that's why you owe it to 

your music to check out Mackie Control Universal, 

the industry standard in professional, full-featured 

software control surfaces. 

NOW CONTROLS 
Mammurn number of I aders depends on software. &tails al mackie.cem. 

Unlike other controllers, 

Mackie Control 

Universal is a robust, 

fully expandable system 

featuring top-notch 

components like 100mm 

Penny + Giles motorized 

touchfaders, multi-

fund ion V-Pots 

for fast tweak-

ing of panning 

and effects, a full 

meter display with track names and parameters, 

plus a bright LED timecode display. It also offers 

the industry's widest software compatibility, letting 

you control everything from Pro Tools, Logic and 

Nuendo to Cubase SX/SL, Performer, Sonar, 

Audition and more. 

And when it's time to grow, you can easily expand 

Mackie Control Universal for up to 32 faders or 

more of realtime control*. So if you're ready to 

accelerate your software with serious hardware, 

get your hands on a Mackie Control Universal. 

Visit mackie.com to learn more. 

DIGIDESIGN PRO TOOLS I APPLE EMAGIC LOGIC PRO 
STEINBERG CURSE SX/SL. qUNDO ADOIE AUDITION 
CAKEWALK SONAR ' MOTU DIGITAL PERFORMER andtiore... 

r) 800.898.3211 (Toll free within U.S.) 
e 425.487.4333 (Outside U.S.) 

info@mackie.com 

.mlfwerte‘ 

MACKIE. 
w ww.mackie.com 



Tools of the Trade 
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VOXENGO SONIFORMER 2.2 

New from Voxengo (www.coxengo.com), 

Soniformer 2.2 is a mastering tool that 

adds WS encoding of L/R stereo signals 

into mid and side channels, which can 

then be compressed or expanded as need-

ed. After processing is performed, the Nts 
signal is converted into a I/R signal. Addi-

tional features include spectral compres-

sion, gain-change meters, 32-band spec-

trum analysis, two level-detector types, 

mono-to-stereo processing and up to 

1921cHz sample rate support Price: $59. 

ALTEC LEGACY A7 

Long out of production, Altec (www.altec 

lansing.com) has reissued its classic Voice 

of the Theatre A7-500 speaker as 

the Legacy A7. The 

two-way bass-re-

flex enclosure is 

identical to the di-

mensions of its 

older counterpart, 

but constructed of 

13-layer Baltic birch 

in a rugged black-

splatter finish Legacy 

A7 was acoustically 

matched to an original 

A7 using a 15- inch 515-

8G Iwoofer paired to a 

511B sectoral horn—mount-
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able internally or atop the cabinet—with 

a 1-inch exit 902-8T HF driver and a pas-

sive crossover for an improved top-end 

response (35-22k Hz). U.S. price: $4,300, 

shipping included. 

MINDPRINT EN-VOICE MK II 

Mindprints (www.mindprint.com) En-

Voice Mk II tube preamp/EQ/compressor 

channel strip puts optional USB interfac-

ing, 24-bit/961cliz conversion into a sin-

gle-rackspace chassis. Features include 

line/instrument/mic input with phantom 

power, a balanced insert point, 80Hz 

switchable low-cut filter, 3-band paramet-

ric EQ, tube compressor with adjustable 

saturation and eight attack/release pre-

sets, a low-cut sidechain filter and 

TRS/XLR balanced analog out. 

EDIROL FA- 101 

The new FA-101 

10x10 FireWire audio 

interface from Edirol 

(www.edirol.com) of-

fers support for Mac 

OS X (Panther) and 

WDM or ASIO support 

for Windows XP. This 

24-bit half-rack audio 

interface can draw pow-

er directly from a FireWire 

port and records 10x10 at 96 kHz or 

6x6 at 192 kHz. VOs include 8x8 analog 

with two 48V preamps, stereo optical 

S/PDIF, MIDI I/O and a 44-inch head-

phone output with built-in direct-through 

mixing capabilities for low-latency moni-

toring. Price: $695. 

GEORGE PENDERGAST 

ESSENTIAL RHYTHM LOOPS 

Dishwalla drummer George Pendergast 

has released Essential Rhythm, a diverse 

assortment of grooves, breaks and fills or-

ganized by tempo. The royalty-free $49.95 

collection can be used with Acid or any 

.WAV-compatible audio program, including 

Pro Tools, Cubase, Logic, Reason and 

more. The set also includes samples of 

Summercamp bassist Misha Feldman, per-

cussionist Chester Coolie (Big Bad Voodoo 

Daddy) and engineer/guitarist/producer 

Thom Flowers. Hear it at www. 

georgependergast.com. 

CYCLING '74 UNNATURAL RHYTHM 

L nnatural Rhythm trom Cycling '74 (www. 

cycling74.com) is a library of organic, ex-

tended-form grooves produced by Ron 

MacLeod that range from heavily 

processed tracks to tribal, mechanical 

pounding to syncopated sounds inspired 

by '70s-era Buchla and Serge modular 

synths. The 24-bit .WAV files are provided 

in 48 kHz for DVD and film and 44.11cHz 

versions for compatibility with music com-

position tools. The release also includes 

24-bit REX-formatted versions of all appli-

cable loops for use within Reason or any 

24-bit REX-compatible audio sequencer. 

Price: $99. 



GRANTED SOFTWARE AU MANAGER 

Giving audio multiplatformers a leg-up in 

load-up time, Granted Software's AudioUnit 

Manager 1.0 for Mac OS X is available as a 

free download at www.grantedsw.com. 

The freebie organizes AudioUnits into sets 

so that users can load just the AudioUnits 

they need for a particular application. A 

command line option allows users to select 

a set in an AppleScript before launching an 

AudioUnit host. 

SENNHEISER MD 21 

Looking pretty good for 50, Sennheiser's 

(www.sennheiserusa.com) MD 21 dynamic 

microphone takes one last bow in a limited 

production of 100 units. The original MD 21U 

offered uniform frequency response and was 

used for both speech and music broadcast-

ing. It features an omnidirectional response, 

an integral desktop stand and is highly insen-

sitive to pop/wind noise. Price: $399. 

MPCSOUNDS 

ETHNIC HIP HOP COLLECTION 

NIPCsounds.com's latest sound collection for 

Altai MPC1000/2000/XL/3000/LE/4000 drum 

machines has more than 30 melodic ethnic 

instruments (ranging from kanun to dagoba 

to Tibetan temple) and 21 ethnic percussion 

instruments such as talking drum, djembe 

and cajón. It's available in Turbo and Regu-

lar versions. Turbo has 670 stereo percus-

sion sounds mapped out across all MPC 

banks and pads. All percussion is multi-

sampled and mapped across the MPC pads 

in both major and minor scales, allowing 

easy creation of riffs. Prices start at $29.95. 

DOLBY MODEL 585 

Offering solutions for post, broadcast and 

studios, Dolby's (www.dolby.com) Model 

585 is an advanced, real-time audio time-

scaler for multichannel audio (up to eight 

channels), providing high-quality pitch 

correction. The $8,000 unit processes PCM 

audio from any multichannel system, with 

special consideration for supporting de-

coded Dolby E and Dolby Digital audio 

and their associated metadata. The eight 

audio channels can support multiple indi-

vidual audio programs such as 5.1 +2, 

four stereo pairs or eight mono channels, 

and all other Dolby E program configura-

tion modes. 

GEFEN CATS-9000 

For the high-end 

audio user seeking 

an all-in-one exten-

sion solution, the 

Gefen (www. 

gefen.com) CAT5-

9000 accommodates 

a diverse selection 

of peripherals, in-

cluding a monitor, 

two audio lines and 

a microphone, plus 

PS/2, USB and RS-

232 peripherals. Components are extended 

through small racicmountable send/receiver 

units positioned locally at the computer 

and remotely at the workstation. They are 

then connected by Cat-5 cables, which al-

low peripherals to be distanced by hun-

dreds of feet. Price: $995. 

PCAUDIOLABS 

NUENDO 2.0 TUTORIAL 

pcAudioLabs' (www.pcaudiolabs.com) 

Video Manual and Tutorial: Volume 1 CD-

ROM has nearly three hours of video in-

struction on the Nuendo mixer and related 

features. Topics include VST multitrack 

setup, VST connections, mixer overview, 

using inserts, EQs and sends, audio 

recording/routing/signal flow, MIDI, VST 

instruments and ReWire, surround mixing 

and more. Price: $49. 

APOGEE ROSETTA 200 

This 2-channel version of Apogee's 

(www.apogeedigital.com) Rosetta 800 out-

does its big brother by offering the CODA 

Audio Finishing Module, a trio of tools that 

includes Aptomizer (a level normalizer), 

sample rate conversion and UV22HR 

dithering. The Rosetta also includes up to 

192 kHz of support with Apogee's Intelli-

clock, MIDI I/O, and two channels of 

AES, S/PDIF (co-ax and optical) and 

ADAT/SMUX I/O. Options include Soft 
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Limit digital overload protection, a FireWire 

expansion card and a card for direct con-

nection to Pro Tools I HD and Mix systems. 

Price: $1,995. 

TRILLIUM LANE TL SPACE 

New from Trillium Lane (www.dlabs.com), 

TL Space—the first TDM-based convolu-

tion reverb—can harness up to eight Pro 

Tools I HD DSP engines in parallel to de-

liver smooth, low-latency convolution 

processing. Internally, TL Space uses 32-

bit block, floating-point processing for 

maximum sonic fide?ity. When used with 

Pro Tools I HD Accel systems, it provides 

zero latency processing, essential for live 

studio work. Designed for Mac OS X or 

Windows XP, it includes a comprehen-

sive library of high-quality sampled re-

verb spaces and effects, and can easily 

import existing impulse responses in 

common convolution formats. 

TRIPLE P PYRAMID MONITORS 

Looking like Pharaoh's answer to Au-

ralex, Triple P Designs' (dist. by 

Independent Audio, www.inde 

pendentaudio.com) U.S.-made 

monitors are purposely limited 

in frequency response to em-

ulate consumer playback 

systems on TVs, boom 

boxes, computer speak-

ers and car stereos. 

The concept is noth-

ing new, but now it 

can be done in 

style. Price: 

$299. 

ALIENWARE 

COMPUTERS 

Supercharged, user-

configurable audio 

PCs from Alienware 

(www.alienware.com) 

come with AMD or In-

tel processors and fea-

ture quick-release 

drive bays, dual 

processors, whisper-

quiet operation, up-

gradeable architecture, 

unique CardKeeper re-

tention devices and 

more. Systems ship 

within seven days and 

can be preloaded with 

software, including 

Nuendo, Sonar 3, Pro-

ject 5, Adobe Audition, Acid, Vegas, Rea-

son, Ableton Live 3 and more. 

SRS ENCODER/DECODER 

FOR PRO TOOLS 

The first to till a niche that's been 

empty since the inception of Pro 

Tools 6, SRS Labs (www.srslabs 

.com) announces a Circle Sur-

round encoding software plug-

in for Digidesign's Pro Tools. 

The $795 plug allows Pro 

Tools users to offer multi-

channel surround sound 

to their clients—without 

leaving the host app. 

RAIN DESIGN ILAP 

From Rain Design ( www.raindesigninc 

.com), the folks who created the slick, fu-

turistic iGO, comes iLap. The all-aluminum 

stand is adjustable for lap and desktop use 

and keeps your Mac/PC notebook comput-

er (and your legs!) cool by raising it off the 

worksurface, letting airflow cool the unit. 

The price for 

12/15/17-inch 

models is 

$49.90, $59.90 
and $69.90, 

respectively. 

OMNIMOUNT PLASMA MOUNT 

For studios upgrading to plasma displays, 

OmniMount (www.omnimount.com) offers 

the U3TILT plasma mounting system. The 

U3 secures up to 63-inch/200-pound plas-

ma displays and features a sliding wall 

plate designed for mounting to wall studs 

16 to 24 inches on-center. Price: $249. 

CLEARSONIC SORBER BAFFLES 

ClearSonic's (www.clearsonic.com) Sorber 

S5-2L panels ($180) are 24x66x1.6-inch, 

freestanding, acoustic absorption baffles 

made from two sections of compressed 

Fiberglas inserted into a heavy-duty cloth 

case with a center hinge. Retail is $ 180, 

and smaller 44-inch S4-2 units are also 

available at $120 each. Units set up and 

tear down in seconds. Multiple units tack 

together to grow with your needs and are 

available in light or dark gray. 
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NEW TUBE-TECH PRODUCTS 

The SSA 2A stereo summing amp from 

Tube-Tech (dist. by TC Electronic, www.tc 

electronic.com) was designed to bring the 

warm sound of tube mixing amplifiers to 

any digital audio mix. Eight stereo input-, 

and one stereo output are summed togeth-

er with low-noise, low-distortion tube 

amps. Retail is $3,895. Tube-Tech also de-

buts the MMC 1A, which combines a mic 

preamp with a multiband tube compressor. 

The unit's flexible inputs include a %-inch 

hi-Z instrument jack, a Lundahl trans-

former-equipped mic stage (with 69 dB of 

gain and variable impedance control) and 

a line-level jack for accessing the 

compressor directly. The 3-

band optical compres-

sor has ad-

BMUS HO U1IEItiEll 
Version 1.2 operating system for HHB's 

(www.hhb.co.uk) PortaDrive loca-

tion audio recorder offers 

enhanced metadata 

support. Ethernet 

data transfer and 

the ability to 

record directly in 

Pro Tools V. 5 for-

mat and simultaneous 

recording to an external disc...Apogee's 

(www.apogeedigital.com) AD- 16X and DA-

16X converters are now shipping. The con-

verters feature sampling up to 192k, the C777 

clocking technology from Apogee's Big Ben, a 

redesigned power supply and analog section, 

and direct connectivity to Pro ToolsIHD with 

the X-HD card...Applied Acoustics Systems 

(www.applied-acoustics.com) now offers the 

Lounge Lizard EP-2 V. 2.0.1 update, which 

adds MIDI controller range mapping, improved 

support for parameter names on the control 

surface, better performance in RTAS plug-in 

justable crossover points for setting 

the dynamics action, and the unit has 

a list of $3,995. 

E-MU 0404 

DIGITAL AUDIO SYSTEM 

E-mu Systems (www.emu.com) de-

buts the 0404 Digital Audio System, 

low-cost ($99 street), 24-bit/96kHz 

PCI audio interface that delivers 

everything needed to record, mix and 

playback audio from a PC. The 0404 

works with all major PC audio/sequencer 

apps, offering M-inch analog I/O, MIDI 

and S/PDIF (optical and co-ax) digital I/O 

and all of the hardware-accelerated ef-

fects, mixing and monitoring of 

E-mu's 1820M/1820/1212M sys-

tems. It ships with comprehen-

sive ASIO 2.0 and WDM drivers 

and a software package that in-

cludes SEX Machine LT and Stein-

berg's Cubasis and WaveLab Lite. 

TELEFUNKEN NA 

VINTAGE REISSUES 

Telefunken North America 

(www.teletunkenusa.com) has 

completed its entire series of micro-

format and various bug fixes. The update is 

free to current EF-2 users, $49 as an upgrade 

from EP- 1 or $ 199 as a new 

purchase...Summer's 

almost gone but until 

the end of August, you 

can still take advan-

tage of a great buy-

one-get- one-free offer 

from IK Multimedia: Any 

purchase or upgrade of T-

RackS or AmpliTube (Digidesign 

Bundle or full versions) qualifies you for the 

other—absolutely free. Visit www.ikmultimedia 

.com for details...PowerFX just released three 

collections of CD-ROMs in the Apple Loops 

Disc Jams Series optimized for Apple's Sound-

track and GarageBand. Included are Rock and 

Pop Trio (acoustic drums, bass, and lead and 

rhythm guitars), Street Stylin' (urban-themed 

loops with synth basses, guitars, keys and 

beats) and Session Percussion (percussion 

loops for any genre). It's $49 from www.power 

phones that re-create the legendary vin-

tage Telefunken sound. Detailed re-

verse-engineering has produced meticu-

lous reissues of the classic Telefunken 

mics, including precious new-old-stock 

vacuum tubes. The mics include wood-

en mic box, flight case, external power 

supply, swivel connector cable and five-

year limited warranty. Now shipping, 

the series (pictured left to right) in-

cludes the LI47M (Short Body), U47M 

(Long Body), Ela M251 (with AC701K 

tube) Limited Edition, stereo Ela M270, 

the Ela M251E (with 6072A tube), Ela 

M12 and the Ela M14, with the latter be-

ing the first in a new line of affordably 

priced studio mics. Prices range from 

$2,995 to $14,995 and more. 

fx.com...TC Electronic has released software 

V. 1.11 for Reverb 4000 and a Mac OS X 

version of the TC ICON editor program used 

to control it. The upgrade includes emulations 

of popular presets from the M5000 and in-

creases the sampling rate to 96 kHz. The 

update and ICON editor are available as 

free downloads at www.lcetectronic.com/ 

reverb4000...Steinberg has updated its Nuen-

do and Cubase DAWs. Version 2.2 of Nuendo, 

Cubase SX and Cubase SL will offer new re-

mote-control features; Cubase SX and Nuendo 

also receive three new VST plug-ins. Get the 

free upgrade at www.steinberg.net...Spin-

Audio's RoomVerb M2 reverb audio plug-in 

now supports Mac OS X with the release of V. 

2.1, available in VST and AudioUnit formats. A 

free demo version is available at www.spin 

audio.com...Propellerhead Software has an-

nounced a special limited-time offer allowing 

Reason Adapted users to upgrade to the full 

Reason 2.5 for $ 299. Read all about it at 

www.propellerheads.se. • 

unow.mixonline.com • August 2004, MIX 93 



JBL LSR6328P/LSR6312SP Speakers 

Powered Monitors and Sub With Room Mode Correction 

F
ive years ago, Mix checked out JBL's 
award-winning LSR (Linear Spatial 

Reference) Series monitors. De-

signed for stereo listening (with or without 

a matching subwoofer) or full 5.1 monitor-

ing, the ISR Series were by far the best pow-

ered near/mid-field speakers JBL had pro-

duced. Unfortunately, they were designed 

around a woven carbon-fiber front baffle, 

which was beautiful but nearly impossible 

to build in quantity. After enduring months 

of back orders, JBL embarked on a new gen-

eration of LSRs that takes the approach to 

studio monitors beyond anything that had 

been attempted. 

The new series addresses the problem of 

room acoustics caused by the physical prop-

erties of the space. This THXprn3®-approved 

series has four models: the LSR6328P, a bi-

amplified system with 8-inch woofer and 1-

inch tweeter; the LSR6312SP powered sub; 

the LSR6325P biamped with 5.5-inch LF and 

1-inch tweeter; and the unpowered three-

way LSR6332 with a 12-inch woofer, 5-inch 

mid and 1-inch tweeter. 

Designed to counteract the boomy LF 

standing waves created by a room's geome-

try, the LSR6328P and the LSR6312SP feature 

RMC" (Room Mode Correction) circuits. An 

accessory RMC calibration kit provides 

everything needed to measure the room re-

sponse, identify the dominant room mode 

and calibrate system response. The kit in-

dudes a test-tone CD and a simple handheld 

SPL meter to set the integral 22 bands of 
'loth-octave analog parametric filters that 

notch out offending frequencies. 

The RMC is focused on fixing low-fre-

quency (24 Hz to 96 Hz) anomalies, such as 

reflection-caused room modes that create 

peaks at the listening position. While the 

system doesn't affect rnids or high frequen-

cies (other than the DIP switches to set up 

shelving cut/boost), these are the segments 

of the audio spectrum that are easiest to 

treat with absorbers, foam, diffusers, etc.— 

products from dozens of suppliers to han-

dle such problems. The LSR6328P also has 

boundary-compensation filters for use 

when the speaker is placed/mounted on a 

wall, comer or large furniture surface. At 39 

pounds, the 16x13x12.75-inch LSR6328P is 

enough to crimp a weak console meter 

bridge. Monitor stands will sound better and 

allow placements that avoid (or reduce) the 

effect of console reflections and mechanical 

resonance. 

Beyond the LSR6328P's and LSR6312SP's 

RMC functions, there are numerous nice new 

touches. The LSR6328Ps have recessed side 

handles (near-fields do get moved around a 

bit) and reinforced mounting points for op-

tional wall-mount hardware. The new elec 

tronics offer a cleaner sound with no dis 

cemable noise while idling. 

The LSR6312SP sub puts a 12-inch Dif-

ferential Drive® neodymium woofer in a 

25x15.5x11.5-inch (WxHicD), front-ported 

enclosure with 260-watt amp, integrated 

bass management (for stereo or surround), 

a direct ¡YE input, a mono summed out for 

daisy-chaining another LSR6312SP sub and 

the onboard RMC circuitry. There are inputs 

and outputs for connecting your left/cen-

ter/right (or left/right in stereo) monitors di-

rectly with the sub. By connecting a simple 

SPST footswitch to the sub's Yt-inch LCR by-

pass jack, the mains can be remotely 

switched out of the sub's bass-management 

crossover. Another 4-inch jack is for an RMC 

bypass (a small handheld switch is included 

with the calibration kit), along with four trim-

pots for adjusting the RMC parameters 

(width/frequency/depth/makeup gain). All 

audio connections use Neutrik combo 

XLR/TRS (on the inputs) and XLR-Ms on the 

outs. Inputs are shipped at a -10dBV sensi-

tivity, but are switchable to 0/+4/+8/+12 dBu. 

IN THE STUDIO 

In addition to the RMC functions, the 

LSR6328P has continuously variable attenua-

tion. The pot has no detents, making exact 

level-matching between monitors difficult, 

but a rear panel 8-position DIP switch next to 

the pot can defeat the rotary control for se-

lectable sensitivity with precise 0/-4/-8/-12 dB 

of attenuation. Other DIPs provide subsonic 

attenuation: two settings for ±1 dB of gentle 

slope HF shelving, and -1.5/-3/-4.5dB LF 

boundary compensation. The latter is useful 

when speakers are placed near walls or cor-

ners, but can also adjust for the bass boost-

ing caused by nearby worksurfaces and con-

sole tops. In a semi-free field environment 

(on stands behind the console), the 

LSR6328Ps sounded fine with the DIP switch-

es in the flat, no roll-off position. 

The ISR28P's 8-inch carbon-fiber cone 

woofer (driven by a 250W amp) also fea-

tures JBL's Differential Drive design. Here, 

two voice coils drive the cone and a third 

coil acts as an electromagnetic dynamic 

brake, actively slowing the cone action in 

extreme SPL situations where over-excur-

sion could destroy the woofer. This combo 

works great. Milting a 22-inch rock kick with 

an Audix D6 placed just inside the drum 

sounded identical in the control room as in 

the room: a tight, punchy slap with plenty 

of boom, yet no overshoot. 

On the top end, a 120W amp drives the 

1-inch composite/titanium-dome tweeter 

(now mag-shielded!) on an Elliptical Oblate 

Spheroidal waveguide. Recording HF-in-

tense sources—banjo, piano and 12-string— 

with a pair of Royer SF-1 ribbons, the top-

end character was spot-on: unhyped and 

natural. On tough percussive sources—chro-

matic crotales and triangle—transients rang 

through clear and present. The waveguide 

offered smooth, controlled dispersion for a 

medium-wide sweet spot at the listening po-

sition. I never had that "Where did the sound 

go?" experience when reaching fur an EQ. 

The stereo imaging was tight and precise to 

the point where a 1:00 to 2:00 move on a 

snare panpot in a multitrack mix provided a 

meaningful change, while stereo-miked 

sources—solo and ensemble—had a "you 

are there" feel. 

The LSR6328Ps have the same character 

as the ISR2,8P's unhyped, flat reproduction, 
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Synergy. 

At B&H Pro Audio, synergy is redefined. The newest techno'ogies 

in Pro Audio, Video, Editing, Digital Photography, and Lighting are 

displayed side by side in New York's ultimate Multi-Media Superstore. 

This unique convergence of media gives us more ways to help 

customers find the right solutions for their needs. We provide 

the most comprehensive and up-to-date information, the latest 

brand name gear, aggressive pricing and committed, caring 

customer support. 

'eta. V 

Blel Pro Audio 
For more about B&H Pro Audio, call us toll free at 800-947-5508, 
click to bhproaudio.com, or visit us at 420 Ninth Avenue, New York, NY. 

Check out all the in-depth product and technology information you can handle in our two-volume, 
1,500 page Pro Audio Hardware & Software SourceBook. 



la Materials To Control Sound 
And Eliminate Noise 

Acoustics First® 

The 1014 AcoustiKit 

The 1014 AcoustiKit is the small control 
room package with real studio Art Diffusors. 

Acoustics First combines these in one box with Cutting Wedge' foam, 

Bermuda Triangle Traps .' and specific instructions for installation. 
The 1014 AcoustiKit is everything you need for a 10' X 14' control room, 

without buying more than you need. 

Toll Free 1188-765-2900 
Web: http://www.acousticsfirst.com 

with natural high frequencies, well-defined 

solid bass (with or without the sub) and an 

unfatigued sound, even after hours of lis-

tening. Mixing voices—music cuts and nar-

ration—the spectral balance was spot-on, 

translating well in the critical lower vocal 

range and with a seamless transition across 

the 1.7kHz crossover. 

The real excitement of the new LSR sys-

tem comes from the Room Mode Correction 

functions. Accessing these functions requires 

the $130 RMC kit (included free with the sub 

or a pair of LSR6328Ps). The system works 

fine without the RMC kit, especially if you 

work in a studio with ideal acoustics. But the 

RMC goes a long way toward improving the 

response of less-than-ideal rooms, especial-

ly smaller budget spaces. 

The half-hour RMC setup routine is easy 

with step-by-step instructions. The hand-

held sound level meter is a slick little device 

with a built-in calibrated mic and a backlit 

scale with a 16dB range. Calibration simply 

involved playing a CD of warble tones on 

Xoth-octave centers, using the test meter to 

measure the peak of each tone and mark-

ing the results on a chart. The approximate 
Q of each peak is entered into the width 

control on the rear of the speakers. Like the 
width values, the values for center frequen-

cy and 0 to -14dB attenuation are also en-

tered into the speaker's RMC controls. The 
entire process is much simpler to do than to 
describe. 

The first room where I tried the speakers 

sounded okay at first, but with the RMC, the 
bass tightened up, the LF mush disappeared 

and the bass had definition and clarity. This 
(acoustically) troublesome 11x17-foot proj-

ect room had a nasty 4dB bump at around 

60 Hz and the RMC took it out surgically and 

cleanly, without killing the bass or destroy-

ing the mix. When I moved to a 20x30-foot 
room with a 15-foot ceiling—a nearly free-
field environment—I barely needed any 
RMC, but few of us ever have the luxury of 

mixing in nice large rooms. Mixing in much 

smaller rooms, the RMC removed nasty room 

bumps, leaving me with a transparent, un-

colored mix environment that translated any-

where with the power for high-energy rock 

or hip hop with room-shaking bacs that was 

solid down to 35 Hz. 

So far, so good, but going first class does-

n't come cheap. The LSR632,8Ps retail at 

$1,399 each; the LSR6312SP is $1,499; and JBL 
offers special pair ($2,678) and 5.1 system 

($7,775) prices that include RMC. Either way, 
JBL has delivered a powerful solution to 

room correction in a system that will set stan-

dards for years to come. 
JBL Professional, 818/894-

8850, www.jblpro.com. EXTRAS 
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In physics, " plasma" is the fourth state of matter: solid 
moves to liquid moves to gas moves to PLASMA. 
Plasma's tremendous power and energy inspired 
our Electro-Voice design team to name its latest 
high-end powered speaker system accordingly. 
Featuring our highest- level speaker transducers 
and the latest EV amplifier technàlogy and signal 
processing, PLASMA brings together uncom-
promised sonic detail, 
high SPL and ease of 
use. Whether as a 
front-of- house system 

in theaters or AV appli-
cations, side fill, front fill, stage monitor, drum 

fill, or delay line — PLASMA is the solution for the 
most demanding applications. 

©2004 Telex Communications, Inc. 12000 Portland Avenue South • Burnsville, MN 55337 • Toll-free: 800-392-3497 • www.electrovoice.com 

For a chance to win one of two free EV leather bomber jackets, go to http://www.electrovoice.com/inforequest.nsf/evcontest 

and enter magazine code MIXO4PL. You must go directly to this site to enter the contest. 



BY KEVIN BECKA 

Princeton Digital/Eventide Reverb 2016 

21st-Century Makeover For a Legacy Processor 

D
esigned by Tony Agnello, the 
Eventide original SP2016 digital 

reverb was stellar for its day. The 

name referred to SP for signal processor and 

2016 for its 201cHz bandwidth (40kHz sam-

pling rate) and 16-bit converter resolution. 
It stood toe-to-toe with other reverbs of its 

day—from AMS to Lexicon—and quickly 

became a favorite for many engineers. 

Agnello has re-developed the unit with 

a new look and a new company (Princeton 

Digital, distributed by Eventide) while main-

taining all of the quality that users loved 

about the original. 
Being an SP2016 fan, I was anxious to 

get my hands on the reissue to see how it 
compared to my vintage unit. The Reverb 

2016 ($2,245 list, below $1,800) is deftly ex-

ecuted in a single rackspace. Balanced XLR 
and TRS stereo analog I/O is provided, as 

is co-ax S/PDIF I/0 (44.1/48 kHz down-
sampled to 40 kHz). The downsampling is 
intentional to re-create the same sonic char-

acter as the original. The back also carries a 

TRS footswitch jack (for kill and bypass), 

MIDI VO, +4/-10 input switch and a stan-

dard IEC AC receptacle. 

The front has stereo meters, each with 

four multicolor LEDs, and another as a clip 

indicator. There are input and output rotary 

controls with a mono LED indicating when 
the algorithm only accepts a mono input. 

Next is a digital-in switch, which kills the in-
put to the algorithm (to isolate the reverb 

tail) and a relay bypass switch. The seven 

parameters each have their own dedicated 
rotary, which is a vast improvement over 

the search/execute/slide approach of old. 
Parameters include mix, pre-delay, decay, 

front/rear, diffusion and low/high EQ. Next 

to that is the algorithm choice control with 
a new blue LED indicating if you're into the 

enhanced versions. Next to the highly read-
able, three-figure numeric readout are the 

System and Save buttons, a rotary for scroll-

ing through the 99 user-assignable presets 

and a power switch. 

The system parameters allow you to ac-

cess the MIDI dump and load functions, set 

the MIDI channels and check the software 

version. More importantly, this is where you 

can set the unit so it mults the left analog 

input across both the left and right inputs to 

the algorithm—a nice feature that is carried 
over from the original. 

OLD AND NEW DUKE IT OUT 

For source material, I used vocals, acoustic 

guitar and drums from a Pro Tools I MD ses-

sion at 44.1 kHz/24-bit. I listened back 

through Westlake Lc5.75 monitors powered 
by a Hafler 9505 amp. Initially, I listened to 

the unit by itself using the digital and ana-
log I/O. It performed well in all situations. 
Like the original, the reverb sits well in the 

track, but unlike the original, which can be 

temperamental and a pain to surf through, 

the interface is wonderful to use. 

The fun came when I set up the A/B test 

between the Reverb 2016 and my original 

unit. For this test, I took the source materi-

al out of the stereo bus so I could hear just 

the reverb. I ran my source tracks through 

separate buses to the inputs of both units 

and put the returns side-by-side for easy 
A/B comparison. I first compared the room 

reverb algorithms on both units, with all pa-

rameters set for identical reverb times, front-
to-back settings and pre-delay. Sonically, 

both units were dead-on. 
Next, I moved on to stereo room. This 

algorithm opens up more of the interface 

for tweaking, adding diffusion and two 
bands of sweepable EQ. I matched both 

units to my favorite settings: EQ at -3 at 
250 Hz and -1 at 5k. Once again, it was 

spot-on—so much so that I found myself 
pushing the Kill button on the new unit 

and the Disable button on the old one to 

reassure myself that I hadn't somehow 

patched the same output through to the 

same returns. 

The last comparison was on the plate 

setting. Once again, after adjusting levels 

and adjusting the parameters to the same 

settings, it was virtually identical. 

The new algorithms are enhanced ver-

sions of the three basic algorithms and were 

outstanding in their own right. I honestly 
wish Agnello hadn't stopped at just the 

three main effects, but went on to re-create 
his multitap delay, gated reverb and RMX 

Simulator, which are all fantastic. Maybe for 

a later software upgrade? 

The new SP2016 gets high marks for ex-
ecution, style and sound. The interface is 
very well done: Knobs are tight and win-
dows and LEDs are easily readable from 

across the room. Sonically, the unit is right 

on the money. Anyone putting up with the 
idiosyncrasies of their old unit will gladly 

upgrade and turn the original into a boat an-

chor. Although the MIDI implementation 

and footswitch for kill and bypass is nice, I 

wish the unit, like the original, had a dedi-

cated remote control, either wired or not. 
Sure, it's a one-trick pony, but how often 

do you use one or two favorite 'verbs on your 
do-everything box? Other than that, nothing 

more can be said except, "Tony, you got this 

one right." 
Princeton Digital, dist. 

by Eventide, 201/641-1200, 

www.eventide.com. 

Kevin Becka is Mix's technical editor 
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SoundSoap Pro 
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No dulling residue. 

Leaves afine polish. 

I ntroducing a powerful, intuitive, and great-sounding professional audio restoration 
solution. It's called SoundSoap Pro. 

With four streamlined, amazingly effective tools, in a single plug-in, SoundSoap Pro 

scrubs circles around the competition. And at just $5997 it also cleans up in price. 

SoundSoap Pro — available now for virtually every host program. It'll leave your 
tracks sparkling. Without taking you to the cleaners. 

Looking for a one-click, goof-proof, noise and hum remover? Check out our original, TEC Award-nominated SoundSoap' — still just $ggr 
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Crane Song Ibis EQ 

Class-A Offering With a Few New Twists 

T
he discrete, Class-A, solid-state 
Crane Song Ibis ($4,500 list) em-
bodies a new approach to the 

equalizer's time-honored user interface and 
feature set. Many of the settings for the Ibis 

stepped frequency-selection switches are 

noted only as musical pitches (C#, F, etc.) in 
lieu of Hz and kHz markings. In addition, 

each of Ibis' two channels sport independ-
ent color controls that add second- and 

third-harmonic distortion in varying de-

grees to either the full program or individ-
ual bands. 

AN OVERVIEW 

A quick scan ut the 2U, rackmountable, beau-

tiful front panel reveals two independent 
channels, each offering a low-cut filter and 

four widely overlapping bands of fully para-
metric EQ. Bands 1 and 4 can be switched to 

produce either bell curve or shelving re-

sponse, while the two middle bands provide 

only bell curve filters. Each of the four bands 
provides 12 switched frequency settings by 
way of a rotary control. Half of these settings 

are notated as musical pitches, while the oth-

er half show both pitch and frequency mark-

ings (A - 440 Hz). When depressed, a red but-
ton below each frequency control raises all 
frequency settings in its associated band by a 

whole musical step, producing 12 additional 
frequency choices per band. A continuously 

variable gain control for each band provides 
up to 12 dB of boost or cut. Yet another con-

tinuously variable control for each band ad-

justs the bandwidth of the parametric filter's 
response from 0.2 to four octaves. The band-

width controls do not have an effect on shelv-

ing filters. 

Each channel's low-cut filter offers a 

choice of 11 fixed comer frequencies, rang-

ing from 20 to 150 Hz (their corresponding 
musical pitches not noted) on a rotary con-

trol. A bypass setting is also provided in the 
control's fully counterclockwise position. 

The low-cut filters slope can be switched to 
provide either a 12- or 24dB-per-octave 

roll-off. 
Ibis' analog color processing is different 

from that offered in the excellent all-digital 

Crane Song HEDD 192. A stepped, color 
source control for each channel selects 

which single frequency band will have col-

/ 1111j Iitt 
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or processing (second and third harmonics) 

added to its signal. Altematively, color pro-

cessing can be added to the program's full 
bandwidth or bypassed completely. A con-

tinuously variable color control for each 
channel adjusts the amount of harmonics 

added to the original signal. When adding 
color in an isolated band, the amount of har-
monics added is proportional to the amount 

of EQ boost or cut applied to that band. 
(When EQ cut is applied in a band, the col-

or control adds harmonics in the opposite 
polarity relative to that of the program ma-

terial.) Happily, you can add color to the 
program's full bandwidth without applying 

boost or cut in any bands. 

Balanced, floating cross-coupled XLRs 
(pin 2 hot) provide VO connections on the 

rear panel. Each channel also sports a 
sidechain insert that is placed after the filters 
output, but before the sum of the filters. By 

inserting a compressor in the sidechain path, 

you could, for example, compress high fre-
quencies when the EQ'd signal gets too 
bright. The sidechains' DB15 connectors re-

quire custom cables. 

Each of Ibis' two channels can be inde-

pendently bypassed, but there are no by-

pass switches provided for each band. Mas-

ter output gain controls are also not pro-

vided, making unbiased A/B comparisons 

between unprocessed and equalized mate-

rial problematic and downstream gain stag-
ing a hassle in certain applications. Further-

more, only Ibis' frequency and color source 
controls have detents. (A mastering version, 

which lists for $8,000, provides stepped 
bandwidth and boost/cut controls, the latter 

adjustable over a ±6dB range in mostly 0.5dB 
inueinents.) Aside from a large power lamp, 

Ibis' front panel does not have status indica-

tors; no metering is provided on the unit. At 
the time of this writing, an owner's manual 

was not available. 

COLOR MY WORLD 

Applied in moderation to individual synth, 

electric guitar and bass tracks in rock and pop 
productions, Ibis' color controls added flatter-

ing grit. The ability to confine the addition of 
harmonics to a particular frequency band was 

a major plus. For example, I liked that I could 
deliberately add harmonics to only the low 
band on bass guitar, preventing the unwant-

ed accentuation of higher frequencies. 
Added generously to the full bandwidth 

of a snare drum track, the color option 
added flattering size and sizzle but rounded 

the instrument's transient attack. I found it 
best, therefore, to feed the Ibis percussive 

material via an effect send or mult, preserv-

ing the dry signal, in applications where 
heavy color processing was desired. 

Adding color only to the lowest band of 
a full mix resulted in a very subtle com-

pression effect on the bottom end. I didn't 
like adding color processing to the full 

bandwidth of a mix. To my ears, full-band 
color processing degraded the pristine ele-
ments of a mix by adding dirty-sounding 

distortion. 

Ibis' main strength lies not in its bells and 

whistles, but in its high-quality equalization. 

The EQ sounded clean, uncolored and very 

responsive. Considering the unit's steep 

price tag, however, I'd like to see the Ibis of-

fer more mission-critical features such as 

master output gain controls and independ-

ent bypasses for each band. But if musical 

note markings on equalizer filters present a 
more intuitive way for you to work, Ibis may 
be right for you. 

Crane Song, 715/398-3627, www.crane 

song.com. 

Mix contributing editor Michael Cooper is 

the owner of Michael Cooper Recording in 
beautiful Sisters, Ore. Cooper's studio offers 

recording mixing and mastering services. 
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hat the critics say: 
Sonically the M930 delivers. The 

ics are small ard light enough 
o be positioned anywhere and 
e mounting ha -dware allows 
u to exactly tert the angles. 

rilliant! I really I F ed the M930s 
n every source I tried and in ev-

Ty case they came through with 
ne imaging anc 

•pen sound. GiVE 
lem a try. You'll be 
•nvinced. I was 
bought them." 

Mitch Gallagher 

EQ Magazine 
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Honey they shrunk my M49! 
ompared to my $ 10,000 
ference, both had that big bold 
eumann sound, yet the M930 
eemed to have a deeper low 
nd and was deiiiitely quieter. 
Vow was I impressed! Despite its 
iminutive size, the M930 
ontains a full 1" .c iaphragm and 
mazingly hip electronics. The 
my form factor makes various 
tereo arrangements easy to 
ccomplish and the M930 is the 
uietest mic I have 
ver used. I likec 
hem so much 
bought them. 

Dr. Fred Bashour 
Pro Audio Review 

he compact size, of the M930 is 
ery useful wher trying to get a 
ic into a tight space. It is smaller, 

.ghter and has grreater headroom 
han others. It acct itted itself very 
ell indeed in all cases, including 

II forms of human voice, captur-

g lots of detail, but in a fairly 
eutral way. The M930 matches 
r exceeds the performance of al-
ernatives costing 
ubstantially more" 

- Hugh Robjohns 
Sound on Sound 
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'In all of the applications, the 
V1930's small size was an asset. I 
"ound myself writing the word 
superb over and over. The M930 
gave me lovely, Lr blemished sig-
'a's, that were easy to mix and re-
IL:Wed little or nc EQ.The M930 is 
a rare critter. In slhort, a superb 
rofessional rr i-

zrophone, amor g 
the best I've used. 
bought them." 

- Paul Stamler 
Recordinc 

Get Rea 

•s: 

• 

M930 matched stereo pair with 
51193 X/Y bracket 

Real History 
Since 1928, Gefell has led the world in microphone technology starting 
with the world's first condenser. In 1935 the remarkable M7 capsule 

was introduced that led to the legendary sound of the U47, the U49 

and in 1957, the UM57 - the first 
ever multi-pattern microphone. 

Today, Gefell continues the 

tradition under the direction 

of Mr. Kühnast Jr. with the 

original M7 capsule featured 
in the UM75 and UM92.15 

tube microphones. 

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

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

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

machining raw metal 

stock to hand stretch-
ing the diaphragms 

and individually test-
ing each microphone 

in an anechoic 

chamber, Gefell sets 

a standard that is 

simply higher than 

any other. 
2004 - Hand drilling an M930 back plate 

Real Innovation 
Introducing the M930 - the most ad-

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

M930 features a full-size 1" diaphragm 

mounted on a triangulated pedestal to : 
diffract body reflections away from the 
capsule and minimize acoustic field dis-

turbance. Inside, the M930's optical power 

isolation lowers self-noise to a mere 7dB 

while providing 80 Volts to the capsule for an 

unprecedented 142dB signal handling. The re-

sults are stunning: that 'big bold German sound' 
without compromising sensitivity, articulation or 

tonal structure. No other microphone comes close. 

Gefell is the Real Thing 

Get ell 
the original hand-made German microphone 

ISTRIBUTED BY C TEC - CABLETEK ELECTRONICS LTD. • 1638 KEBET WAY. PORT COGUITLAM BC V3C 5W9 TEL: 604-942-1001 FAX: 604-942-1010 EMAIL: info@gefell-mics.com 



BY BARRY RUDOLPH 

Tannoy Ellipse 10 Studio Monitors 

Forward-Thinking Design in a Functional Speaker 

Tannoy's Ellipse 10 monitors make 
bold statements on many levels be-

yond their futuristic-looking yet 

functional cabinet styling. The three-way 

powered monitors feature Tannoy's Dual 

Concentric driver, a company mainstay since 

1947, and the time-aligned Wideband Super-

Tweeter that extends the high-frequency re-

sponse beyond 50 kHz. The monitors' ellip-

tical shape is said to diffuse diffraction and 

reflections common in rectangular cabinets. 

The Ellipse Series comes in both 8-inch 

and 10-inch versions, with or without DSP. 

(Price with DSP is $5,500 a pair; without is 

$3,550.) Tannoy's DSP, titled IDP for Inter-

active Digital Programming, uses TC Elec-

tronic's speaker DSP and IDP software to 

control the crossover's operation, add equal-

ization for room correction and apply bass 

management for surround sound installa-

tions. My evaluation speakers were Ellipse 

lOs without DSP. 

INSIDE THE ELLIPSE 

The Ellipse 10's primary driver uses a dual-

magnet assembly for the center-mounted 

tweeter and concentric low/midrange unit. 

The aluminum-alloy dome tweeter has a 

Tulip WaveGuide horn that is appended by 

a molded polypropylene cone, which si-

multaneously reproduces the lower fre-

quencies from the long-throw low/mid 

driver. Time alignment between tweeter 

and the low/mid driver is physically locked 

in all three axes with little need for elec-

tronic manipulation. Frequency response 

for this pair is 30 to 14k Hz with crossover 

at 1.7 kHz. Both the LF driver and HF 

tweeter use identical 200-watt discrete 

MOSFET amplifiers. 

The SuperTweeter is mounted atop the 

cabinet and time-aligned to the primary driv-

er by its physical positioning and through the 

141cHz highpass crossover filter's design. This 

driver has a bandwidth of 50 kHz, uses an alu-

minum-alloy and carbon-fiber dome, and is 

driven by a 30W IC amplifier. Why 50 kHz? 

Spectral measurements show that musical 

sources and speech sibilance contain con-

siderable sonic energy above 20 kHz. Stud-

ies show that humans can detect upper har-

monics, even when they are not perceived 

as sound. 

The SuperTweeter works like the ad-

dition of a subwoofer. Subwoofers 

lower the system's low-frequency 

roll-off and reduce phase error in 

low-frequency reproduction. Like-

wise, the Supeffweeter reduces the 

amount of the loudspeaker's high-

frequency phase error by shifting the 

tweeter's roll-off beyond 20 kHz. The 

fact that the speaker system's high-fre-

quency phase error is reduced and all of the 

upper harmonics are reproduced makes for 

a superior listening experience. 

The dual-ported Ellipse enclosures 

weigh more than 46 pounds each and meas-

ure 21% inches wide by 16% inches high, in-

cluding the SuperTweeter. They are made 

from laminated birch with MDF front and 

rear panels, and rest on rubber pedestals. 

The rear panel's aluminum back plate in-

tegrates the amplifier/power supply heat 

sink, X1R input connector (no %-inch or RCA 

jacks), +4clB/-10dBV sensitivity control and 

controls for a 3-band equalizer before the 

crossover. The LF control goes ±3 dB at 45 

Hz, and the speakers come with a set of 

foam plugs to reduce bass below 80 Hz by 

closing up either or both of the two bass re-

flex ports. The Mid control is a broad peak 

of ±2 dB at 1.4 kHz, while the HF shelving 

control provides ±3 dB at 25 kHz—so broad 

that it ends up being up to ±1 dB at 4.5 kHz. 

I did not use the plugs or change any of the 

controls as I had the speakers in an open 

space, away from corners, above the console 

and in a fairly dead room with minimum 

acoustic treatment. It sounds wonderful to 

fully crank up the HF, lending an openness 

and "air" to the overall sound. 

ACCURATE FROM TOP TO BOTTOM 

The Ellipses reminded me a lot d the Tan-

noy 800M I use to mix on, but much better. 

I first listened to finished CDs and "mixes in 

progress" at home and then down at the stu-

dio, where I put them to work mixing multi-

track sessions. My test with any new near-

fields starts with establishing track size and 

gauging overall top and bottom qualities at 

loud levels on the studio's main monitors. Af-

ter I had a rough track mix going, I switched 

down to the Tannoys to hear what would 

happen. The Ellipse lOs passed my test: All 

tonal perspectives stayed the same. There 

was no increased midrange, no part of the 

mix disappeared and the bottom end had 

scaled down appropriately. 

After a few sessions, the Ellipses were 

detailed-sounding and minimally fatiguing, 

even while monitoring overly compressed 

source material. With their extra resolution, 

I could hear sound differences much easi-

er between two identical microphones or 

the fidelity change from one compressor to 

another. What was barely perceptible be-

fore is now fully perceptible, which I at-

tribute to the on-axis concentric design and 

better high-frequency phase coherency 

helped by the SuperTweeter. However, not 

being able to disconnect the SuperTweet-

er prevented me from fully confirming this. 

There's a big difference in high-frequen-

cy dispersion between sitting directly in the 

equilateral sweet spot and when standing 

up. Vertical dispersion seems a little beam-

like, so I recommend placing the speakers 

higher than your console's meter bridge and 

tilting them down slightly at the sitting posi-

tion. Lateral dispersion is very good: You can 

still hear both speakers well, even though 

you are much closer to one or the other. 

The Ellipses became most valuable 

for cross-checking my work compared to 

the multidriver speakers found in most 

studios. The concentric design is a whol-

ly unique analytical tool for critical lis-

tening and evaluation of any audio 

source. I love them! 

Tannoy. 519/745-1158, www. 

tannoy.com. 

Bany Rudolph is an LA.-based recording 

engineer. Visit his Website at urtvw.barry 

rirdolph.corn. 
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Sennheiser H0202 Headphones Five for only $89!!! 

Urj. SENNHEISER 

These durable, sealed-ear headphones provide crisp bass response and grea-. insulation from ambient noise. Featuring powerful 
neodymium magnets and lightweight diaphragms fcr high sound levels, they are the BEST five sets of headphones you'll find for 
under a hundred bucks. Packaged individually. HD202PKG (pack of 5) $89.00 

Windtech 
Windscreens 

Five for only $24!!! 

Windtech windscreens are 
high quality, cost effective, 
and come in a variety of 
colors! Perfectly suited 
for the 5 pack of Auok-
Technica ST95MKII mks! 
W5912PKG (pack of 5) $34.00 

Price Guarantee 
be confident you are ettIng a iompetnive 
ISMI. We guarantee to beat any competitors 
advertised price within 30 days of purchase d te.• 

Day Shipping 
a huge watehouse of products. If we have it in stock. 
h the same day. lust order by 500 PM Eastern Standard 
a limited time, all web orders met S189.00get FREE UPS C round ( Thrs offer is 

customers in the contiguous 48 states and excludes heavy or oversized items) 

current models and available from an authorized dealer. Ads must be in printed direr mar or trade publication: Applies to domes:ic rustomrs with approved credit only. 

Audio-Technica 
ST99./no fVlics 

Five for only $99!!! 

Perfect for PA and recording. 
High output with great gain 
before feedback. Features: 

On/Off switch; XLR output; low 
impedance; cardioid pattern. 

Includes stanc adapter. 
ST951410IPKG (pack of 5) $99.00 

çoiiip 

pig 
ProCo 

Low-Z Mic Cables 

Five for only $49!!! 

These high quality, low-loss 
25 ft. microphone cables are a 
bargair at ow-normal price of 
$12.99 ea. At THIS price, you 
really ought t) stock up for 
your new n- ic package! 
fA25PIGG (pack of 5) $49.00 

Order Today!! 1-800-426-5780 

www.bswusa.com 

On-Stage 
Boom Stands 

Five for only $89!!! 

For only $8.3.00 you get five of 
these sturdy tripod-base mic 
boom stands and a padded 
nylon carre bag. At this price, 
stock up for your studio, club 

or practice space. 
72010PKG (pack of 5) $89.00 

Knowledgeable Staff 
,ales prota,,,,.ai, nave leai-world 

brol• el studio enqrteertnq experience 
offer xpert help with your equipment pu 

Extended Teiepho 
We are open Addy from 600 AM to 6'0O PU 

9 00 AM to 9:00 PM Eastern Time You can also 
at 800 131 7055 US.) Of 153-565-811'1 



BY K.K. PROFFITT 

Digidesign DigiDelivery Network System 

Hardware-Based Data Exchange for Audio and Video 

Although many peo-
ple (including my-

self) never saw the 

point of musical collabo-

ration via the now-de-

funct Rocket Network, in 

retrospect, it's obvious that 

this early attempt at collaborative 

workflow was the software-

prototype paradigm for DigiDelivery, 

Digidesign's new appliance for net-

work file exchange. The hardware com-

ponent comes in two configurations: Digi-

design Servi GT ($9,995) and Digidesign 

Sew I LT ($3,295). Both versions require 
one racicspace, and both Ethernet-connect-

ed server appliances ship preconfigured 
with server software for ease of setup. 

There's also a client application that may 

prove to be the primary selling point for 

studio owners who have struggled for years 

to "idiot-proof' FTP transfer and Web ac-

cess for client approval and sign-off for 
project data. 

DigiDelivery features drag-and-drop de-

livery, automatic e-mail notification, Web-

based administration, secure storage and 

transmission, and comparatively fast data 

transfers. Any kind of file may be losslessly 

compressed, encrypted for transfer (with 

128-bit encryption) and decrypted by the 
target recipient. 

Pro Tools users will especially appreci-

ate that the transmitted delivery retains the 

folder hierarchy of the original system. If 

the original project was distributed across 

multiple drives, then the drives are repre-

sented in separate folders in the delivery so 

that the original disk allocation is mirrored 

for the recipient. Also, if the original session 

was not in the session folder (for example, 

if it's on the original user's desktop), then 

DigiDelivery creates an alias, or shortcut, for 
the session and places it at the top of the de-

livery folder. 

REQUIREMENTS AND CONFIGURING 

DigiDelivery client software works with Win-

dows XP Spi (Home and Pr)) and Mac OS 

X Version 10.2 or later. For Mac OS 9.1 or 

higher, you'll need to have CarbonLib 1.6. 

The Windows XP Client "appears to work" 

on Windows 2000, but according to 

Digidesign, a fully qualified 

Windows 2000 client will be available by the 

time you read this. 

One benefit of the new system is that 

you can send a delivery without owning 
the DigiDelivery appliance; you only need 

an account on someone else's server. 
DigiDelivery does not require a subscrip-

tion to a specialized network (such as the 

old Rocket Network) and you don't need 

an account on a DigiDelivery appliance to 
receive a delivery. 

Of course, owning the Digidesign 

Servi GT or Digidesign Servi LT is the only 
way to go if you want faster transfers, the 

ability to customize the system, automated 

reporting and customer support. Once the 

system is configured for your ISP or per-

sonal TX line, it's simple to use, but getting 

to that point may involve a few calls to 

your ISP. 

First, you'll need a static or fixed LP ad-
dress. That's usually easy to acquire, but 

there may be an extra charge. If your ISP has 

an acceptable use policy (AUP) regarding 

servers (meaning you can't have one), then 

you'll either need to find another ISP or take 

the risk that one day you'll try to send that 

important session to a client in Hong Kong 

only to find that your friendly ISP has de-

cided to block ports. Outbound ports should 

normally not be blocked for static IP ad-

dresses, but you'll need to verify this with 
your ISP. 

You may need to pay an extra fee if 

your ISP restricts bandwidth to daily limits. 

Also, if you're a cable modem user, then 

you may not be able to obtain the neces-

sary bandwidth for upload to make large 

transfers feasible. The bottom line: If you 

want to send gigabytes of files over the In-

ternet in a timely fashion, nothing beats 
having your very own T4 line running at 

277.76 Mbps. 

On my business cable setup, which 

supports upload at 356 Kbps and down-

load at 4 Mbps, a 100-meg file took 43 

minutes to transfer. Not bad if you need 

to send an album's worth of material 

halfway around the world, but sending a 

36-gigabyte Pro Tools session to a co-

worker on a movie soundtrack could take 

more than a week. 

Fortunately, like network capacity, the 

DigiDelivery system is scalable. If your 

needs are client approvals for short com-

mercials and stereo masters, then you'll 

find the Digidesign Servi LT will suit your 

requirements. Sew I LT uses 1000 Base-T 

(Gbit) Ethernet with an 80GB internal 

drive, 20 pending deliveries, one standard 

account and unlimited guest accounts. 

The standard/guest discrimination is 
used to prevent hijacking and sabotaging 

the server. Those with a standard account 

can send files to anyone, so those files 

should be limited to administrators and 

people with high security ranking. Guest 

accounts can only send to standard ac-

counts, not to each other. Give these to 

your clients and contractors. 

I always have a queasy feeling when 

someone gives me access to his/her FTP 

server and I see a lot of folders without 

password protection: Should I see if they 

open and warn the FTP owner, or should I 

leave them alone and let the owner stay un-
protected? With a guest account, your client 

won't have to make a moral choice when 

you need an approval. All they need is an 
e-mail address. 

Larger facilities will want the added ca-

pacity of the Servi GT, which includes 1000 
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PRO AUDIO 

THEN YOU SHOULD SPEAK TO THE PROS. 
What is a real Pro, you ask? Here at Full Compass we 

offer the most knowledgeable sales professionals in 

the audio world. Many of us have been serving our 

customers for 15 or 20 years, and they keep coming 

back. Why? Because of what a real Pro offers: loyalty 

and long term service. We build relationships. 

AKG Shure JBL Tascam Neumann Senn 

tie 

>f›IraY\ ç'' 

You and Full Compass, where the Pros are. 

Give us a call at 800-356-5844 and talk to a real pro, 

8am to 8pm Central Time Monday through Friday or 

10am to 4pm Saturday. We will give you the attention 

you need... and deserve. 

Call us — you won't want tc get off the phone. 

'fell Electro-Voice Aviom Presonus Aiests iapco renuar Soundcraft 

td Digidesign Art Genelec Community Kurzweil Auralex Panasonic 

OSC Audix Lexicon Telex Marantz Denon Pane Superscope Anchor 

itàre JBL Tascam Neumann Sennheiser Audio-Technica Blue Gefell 

Alesis Tapco Fender Soundcraft Fostex Yamaha Midas Anatares Roland 

uigicesign Art Genelec Community Kurzweil Auralex Panasonic Sony JVC Crown dbx 

Mackie Technics C1SC Audix Lexicon Telex Marantz Denon Rafle Superscope Anchor Audio 

and 700 other lines AKG Shure JBL Tascam Neumann Sennheiser Audio-Technica Blue 

us tocial! 
t(soo)556-5134-lt 

Gefell Eleztro-Voize Aviom Fresonu 

Soundcraft Fostex Yamaha Midas 

Anatares Roland Cigidesign Art 

Genelec Community Kurzweil 

Auralex Panason-c Sony JVC Crown dbx Mackie Technics 

Tnnro Fender 

®FULL COMPASS 
WHERE THE PROS ARE. 

www.fullcompass.com 

OSC Audix Lexicon Telex Marantz Denon Rafle Superscope Anchor Audio and 700 other lines 



Learn the Art of 
Recording 

gi5RPO 

Powerful • Practical • Professional 
World- class (yet affordable) education in Recording Engineering Et Music Production 

Futl-time. two month experience to chart your career and change your life 

REC Recording Workshop www.recordingworkshop.corn • jnfo®recw.corn 

800-848-9900 • 740-663-1000 outside US 
Founded 1971 • 455 Massieville Rd, Chillicothe. Ohio 45601. Licensed by State Board of Career Colleges and Schoo:s 

MEASURING THE DIFFERENCE 
n High Definition 

Audio... 
Ultrallembe 
Master Jack.t I 

Mc!, 1,1NLIVVII,7H LOW-NOISE 

Easy to identify channels with 
alpha-numeric prirt and 

color coded stripping 

Low crosstalk. 
durable parr jackets 

95% tinned cqpper 
braid snield 

Nome rejecting. 
tightly twisted Pans 

In critical audio applications, 

Gepcob flexible and durable 

X-BAND cable delivers 

sonic transparency through 

extended bandwidth, superior 

noise rejection, low crosstalk, 
and premium compounds 
8. copper. 

Quick ground terminating 
drain wire 

_ 

71 24 awg oxygen-free, extra-finely 
stranded conductors 

High bandwidti foam 
polypropylene diet.ctric 
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IN I ERNATIONAL, 1M TPA NSIVITTING CLARITY 

w
w
w
.
g
e
p
c
o
.
c
o
m
 

em
ai
l:
 g
e
p
c
o
@
g
e
p
c
o
.
c
o
m
 

8
0
0
.
9
6
6
.
0
0
6
9
 

Base-T (Gbit) Ethernet, a 500GB internal 

drive, unlimited pending deliveries, unlim-

ited standard accounts and unlimited guest 
accounts. 

DIGIDELIVERY IN ACTION 

I was skeptical about the usefulness of 

DigiDelivery until I received a delivery from 

a friend via e-mail. I simply clicked on a link, 

let the client's software download and 
clicked on the encrypted key to receive my 

"package." I thought of the phone calls I had 
made to clients to help them wind their way 

through the FTP jungle. It was obvious that 

DigiDelivery had the potential to save me 

hours of support time, not to mention feel-
ing irritated and dismayed when carefully 

given advice doesn't work. 

With DigiDelivery, the sender logs on to 

the server with his or her account, drags files 

and folders onto the Send Wizard, enters up 

to 100 recipient e-mail addresses (with an 
optional message) and selects Next. That's it. 
DigiDelivery gathers the files, encrypts them 
and sends them to the recipient. They do not 

need an account--just an e-mail address— 

to receive a delivery. 

The only problem I ran into when set-

ting up the Sery I GT was that the documen-

tation for the setup section distinguishing 
between WANs and LANs was unclear. I 

mentioned this to the Digidesign support 

crew and the documentation was scheduled 
to be updated by press time. 

Both units ship with an internal CD-ROM 
reader and several "gozintas and gozouttas" 

that are not implemented at this time. DIN 

jacks, monitor port, serial port, parallel and 

USBs currently do not function and 
Digidesign warns against attempting to use 

them at the risk of damaging the unit. 

WHO NEEDS ONE? 

It you've grown weary of hand-holding 

clients through the FTP ¡tingle, if your clients 
are halfway around the world or if you just 
want to concentrate more on audio and less 
on network administration, then you'll be 

happy to add either the Digidesign Sew I GT 

and Digidesign Sery I LT to your machine 
room. The stress reduction alone is worth the 
price. You may have to pay for extra band-
width, but that's the cost of doing business 

when you want client satisfaction and the 
confidence that your studio can deliver 
product in a timely fashion. 

Digidesign, 650/731-6300, www.digi 
design.com. 

K.K. Proffitt is the owner of JamSync, a 

multichannel surround mixing, master-

ing, DVD authoring and encoding facility 
in Nashville. 
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NEW! 
US-2400 

The award-winning DAW controller 
with 2.5 motorized faders per finger. 

Now you 
can use your 
mouse ard 

keyboard for 
interfacirg 
with on-
screen GUIs 
—and Jse 
the wide- body US-2400 for 
what it's good at — mixing 
and hancs-on contrcl. 

CERTIFIED 

Lhit 

Mdte, Solo and 

Select buttons on 
every channel beat 

E l :hie heck out of try-
n to mouse and 

click on-screen icons. 

Touch- sensitive It motorized faders 
have io-biit resolu-
tion — FOUR times 

finer than many competi-
tors' cc ntrol surfaces. You 
get ultra-smooth fades. Hit 

the FLIP button and use the 
faders for writing automat-
ed pan or aux send moves 
while accessing channel 
levels on the LED rotary 
encoders. 

C0.01W1.0.E0 WITH 

ERNE 
WRVE 

LED ring 
C I) ap. encoders give 

V---- you hands-on 
"analog" of 

your DAW's pan and aux 
sends. A special channel 

strip mode and meters 
are provided for DAWs 

that support these 
functions. 

049.72 73-9e• 

faders, bank 

switching is kept to a 
minimum. But for really 

big projects, the US- 240C. 
is ready to control up to 
192 channels! 

Footswitch 
jack for punch-ins 

• In/Out point buttons 

• Mac OSX and Win-

dows' XP compatible 

111411111,1401e0XereCee 

I> Adjust DAW software 
parameters such as 4-

band EO via the rotary 
encoders 

Twenty-five, 100mm 

touch-sensitive, high-

resolution motorized 

faders. 

Twenty-four com-

plete channel strips 

with rotary encoders 

plus 

Mute, 

Solo and Select buttons. 

The new US-2400 

is fully mapped for 

instant use with any 

DAW that supports 

HUI® or Mackie® 

Control protocols. 

For more info on the 

first DAW controller 

with enough faders to 

handle a typical record-

ing session without lots 

of bankswitching, e-

mail us for a brochure at 

tascamlit@teac.com or 

visit a TASCAM dealer. 

With 24 
hands-on 

channel 

Joystick for 
surround 
sound 
panning. 

Assignable Func-
tion keys can be 
set to Autopunch, 

Record arming, 

Undo, etc. 

Recessed — 
jog/shutt1( 
wheel and 

solid-feeling trans-
port controls. 

rmr,71 
CERTIFIED 

hit 
At 2004 Winter  
NAMM, the editors of 

Mix magazine select-

ed their "hits of the 
show." We're proud 
that our US-2400 was 
one of them. 

©2004 Tes,SCAM All Rights Reserved. All specifications are subject to change «thou+ 
notice. HUI is a registered trademark of Mackie Designs Inc. Mackie is a registered trade 
mark of Laud Technologie!. SaneWave is a trademark of some mad scientists lurking 
the ba:ernent of an old building in the Northwest logging town of Snohomish. 

CONTRACTOR 

www. 
tascam 
.com DJ AND 

PRODUCER 

taril 

eel 

PERSONAL 

CREATIVITY 



BY EDDIE CILETTI 

Electro-Harmonix NY-2A Tube Compressor 

Retro Meets Modern With a Dash of Audiophile Quality 

The Electro-Harmonix NY-2A vacuum 
tube compressor/limiter is impres-

sive. Inside this $2,995 stereo unit is 
a mix of modem, retro and audiophile parts, 
some of which I've never seen before (such 

as TO-220-style power resistors mounted on 
heat sinks). If this product seems a stretch 

from a stomp box company that dates back 

to the Hendrix era, here are the connections. 

Electro-Harmonix was the brainchild of 

Mike Matthews, as is the parent company— 
New Sensor Corporation—the importer/ 

owner of the EH, Sovtek and Svetlana brands 
of Russian-made vacuum tubes. 

The three-rackspace front panel is 
clearly laid out with three variations on the 

photo-resistive theme. Traditional opto 

hardware converts sound to light using an 
electroluminescent panel driving the pho-

to-resistive leg of a variable attenuator. The 
designer, J.C. Morrison, chose different at-

tack and decay characteristics using LED 
and incandescent lamp drivers. 

The lamp produces a unique range of 
colors depending on the amount of gain re-
duction. By centering my tests within a 6dB 
gain-reduction processing window, I could 
audition each "opto option" simply by ro-

tating the electrolumine_scent-LED-incandes-
cent switch. More than 6 dB of gain reduc-

tion and the LED moved beyond peak lim-

iting and into compression where it is not 
well-suited. Electroluminescent was the 

most consistent no matter how much gain 
reduction was used. 

Also on the front panel are squash and 
attack switches that, respectively, modify the 

electroluminescent and incandescent re-

sponse. I kept these switches off most of the 
time, preferring to learn the native charac-

teristics of each opto. Electroluminescent 

provides an obviously familiar blend of com-

pression and limiting with minimal artifacts. 
LED is essentially a peak limiter, and as such, 
must be used sparingly because the gain re-

duction meter is not as fast as the opto. In-
candescent has a slow, lagging attack time 

because it takes a while for the filament to 
glow, but then—snap!—it bites down and 

makes a kick drum pop out of a mix. Once 

the glow is gone, up comes the ambience 
until the threshold is triggered again. 

There are three rotary controls (pre-gain, 

e e 
11•11, 

IMP 

compress and post-gain) and no attack or re-
lease controls. Simple, just as optical should be. 

The passive components are all first-rate. 
Low-noise, metal film resistors are standard 
in most gear, but multicaps for interstage 
coupling add the audiophile's touch. The 

105° centigrade electrolytic caps used for 

power supply de-coupling will withstand the 
heat this unit generates. (Multicaps are as the 
name implies: large values manufactured 
from up to 10 smaller value caps. High-temp 

electrolytic caps last longer in hot spaces 

than conventional caps.) Add to this the 
highly regarded Lundahl VO transformers. 

There are eight vacuum tubes—four per 
channel, three of which are in the signal 
path: a dual-triode on the front end, a single 

triode and a dual-triode for the output stage. 
All are Russian military-grade tubes. The 

fourth tube is the EM80 "magic eye" front 

panel output indicator, though its speed 
might be better suited to gain reduction du-

ty when in LED mode. (The VU meter can 
read gain reduction or output.) 

I primarily listened to three music genres 
through the NY-2A; minimally processed 

acoustic guitar-based Americana and un-

processed jazz worked best with electrolu-
minescent processing. The LED did a nice 

job on some early-'80s rock, R&B and 

grunge, transforming an exaggerated low-
end punch into a more modem sound. In-

candescent will always be worth a try: It's 
unlike anything you've ever heard, and yet 

it reminded me of a Neve 2254 as it seemed 
to enhance the kick drum. It might be well 
suited to lifeless raw kick tracks. 
I modified this unit after using it for a day 

because each opto has a radically different 
threshold, a discrepancy that required two 

hands—one to reset the compress control, 

the other to select an opto. (The LED is most 
sensitive but should be the least sensitive.) 

My goal is the same as any A/B/X compar-

• 

• 

elcctrolks mom 

NY-2A 

• 

ison process—to minimize any level dis-

crepancies in order to judge only the actual 

differences. While this seemed annoying to 
me, EHX believes that the radical thresholds 

enhance each opto's differences. However, 

I am fully capable of tickling for nuance as 
well as abusing for effect. I just want a "lev-
el" playing field to do that. 

But the strength of the NY-2A is its 
sound. It delivers 23dBu out at about 0.5% 

distortion and 20 dBm into a 600-ohm load. 

(This unit must be terminated.) Signal-to-
noise ballparks around 80 dB, depending on 

settings. This figure could probably be im-
proved if the power supply was separately 

packaged. The Russian filaments draw more 

current than conventional tubes, so the pow-

er transformer is massive. Distortion at more 
nominal levels is closer to 0.1% with no pro-
cessing, typical for a circuit design that does 

not have negative feedback. This allows a 

broad avenue of color between linear and 

clipping. When the unit is driven hard, the 

sound is more of a midrange grunge than 
that "cut glass" sound of op amps. 

The NY-2A's sound is 3-D. It has the spa-

tial depth and fatness associated with vin-

tage tube gear and their lovely transformers. 

Of course, there are many approaches to 

retro gear, from exact replicas to exciting 
hybrids. The NY-2A adheres to an audio-

phile discipline: using simple plate-loaded 

triode circuits (no cathode followers) and 

ultra-high quality (if not esoteric) compo-
nents. Again, its simplicity is a plus. In three 
clicks, you'll know if it can do the job or 

not. It is a compressor/limiter with a wide 

range of what I like to call "nuance head-
room." If you're looking for an optical 

processor, the NY-2A is unique and tasty, 

with three flavors in one. No other opto-box 
can make that claim. 

Electro-Harmonix, 718/937-8300, www. 
ehx.com. 
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Imagine a snake system capable of handling a major tour that's light 
enough to carry over your shoulder. One that gives you... 

limitless lossless splitting and routing options 

built-in phantom power on every channel 

24bit/96kHz sampling, balanced/unbalanced analog and AES/EBU 
digital outputs on every channel 

no need for DI's — ever 

Imagine a digital snake system as transpareit and easy to use as any 
snake you've ever used — plug and play — that COSTS FAR LESS than 
other digital snake systems. One that lets you focus on your show 
— not the snake. 

Introducing lightViper - the world's ONLY digital fiber-optic snake 
system with this unique combination of features. Its 32 x 8 fiber optic 
cable can run more than 1.25 miles with no loss and no ground loops, 
while standing up to tough military standards. Now, the only way you'll 
encounter that scenario is on a USO tour, but the point is, LightViper can 
handle ANYTHING that's thrown its way and still come out shining. 

•1. ••••• • 

MADE IN THE USA BY: 

qz-

V V 

FIBER OPTIC AUDIO SNAKE 

MIX 
CERTIFIED hit 

f iberplex www.lightviper.com • 301.604.0100 • sales@lightviper.com 
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Voxengo Pristine Space Reverb Plug-In 

Affordable, 8-Channel Native Convolution Effects 

V
oxengo's Pristine Space (MSRP: 
$139) is an 8-channel, native PC 

VST convolution reverb plug-in 

with extensive routing capabilities and sev-
eral latency options that allow full operation 

in nearly any system. Instead of using pro-
prietary formats like other impulse reverbs, 

Pristine Space uses single stereo (or mono) 

reverb impulse samples recorded in stan-

dard .WAV format. 

SMOOTH OPERATOR 

After downloading Version 1.1 and impuls-

es, I installed Pristine Space in my Cubase 
SX 2 home system and a large Nuendo sys-
tem at the studio with no problems. These 

are demos, so when you purchase, a regis-

tration number is provided. The impulses 
are archived as RAR files and were made 
using Voxengo's Impulse Modeler program; 

check it out at www.voxengo.com/imodeler. 
Pristine Space opens up in a large GUI 

divided in half horizontally. The upper half 
shows a wave representation of the reverb 

convoluted from an impulse and loaded in 
the currently selected slot. There are eight 

separate slots available to hold impulses; 
just think of slots as banks or folders of im-
pulse files. 

The upper portion of Pristine Space's 
GUI has knobs for length and offset to cut 

the loaded impulse file or reverb decay time, 
gain for reverb level and delay for setting 

pre-delay time. The Reverse button revers-

es the impulse for a backward reverb, and 

A-Gain, or auto-gain, maintains the same re-

verb level when loading and auditioning dif-
ferent impulses. 

Rather than offer complex and difficult 
ways to use impulse transformation and ed-
iting, Pristine Space allows for more musical, 

envelope-driven nondestructive envelope 

editing. Directly above the slot-selector but-
tons are six envelope-enable buttons. You 
can superimpose any or all six different en-

velopes over the length of the reverb's de-

cay time by clicking and dragging a blue-

colored break-point curve. The options are 
volume, stereo width and stereo pan, low-

pass and highpass filters and an equalizer. 
Any envelope curve can be copied, 

linked to or used by another envelope, and 
envelopes are stored within a preset with the 

slot configuration and 

impulse files used. You 

can load, copy and A/I3 
presets. Presets also 
store information for 

routing and mixing in 

Pristine Space. 

The bottom half of 

the GUI has an 8-chan-

nel mixer with solo, 

mute and wet/dry con-

trols for each channel. 
All three controls can be 
linked together if you 

are using many slots/ 
impulses for the same 

giant reverb. Inputs 
and outputs 1 through 
8 are designated here. 

Pristine Space is bun-

dled with seven mixer-
routing template pre-

sets with no impulses or envelopes associ-
ated with them. 

LOADING UP MY RIG 

I would suggest using at least a 1GHz PC or 
faster to get the most out of Pristine Space; 

my 800MHz Celeron PC ran four convolu-

tions at low-quality settings with boggy op-

eration and little CPU resources left. latency 
and quality are trade-offs that you can tem-

porarily change at any time to facilitate 
smoother system operation during other 

CPU-intensive times such as recording. On 

the studio's 3GHz monster, it flies with no 

problems while running multiple convolu-
tions at the highest-quality settings and 

many tracks and plugs. 

I loaded slots one through four with four 

different impulses and ran two stereo reverbs 
in parallel for a very luxurious reverb sound. 

I also configured one reverb to drive anoth-

er by just selecting a convolution instead of 

a send input for the third slot. Now that's one 
dense, thick reverb! With the facility to run 
four stereo reverbs at the same time, my goal 

was one instantiation of Pristine Space for all 
of the reverb needs of my mix. 

Cubase SX 2 and Nuendo do not pro-

vide individual sends to two or more re-

verbs from the same channel or multiple 
return channels. Such capabilities might 

Preset— AIR opy Reset 

Uric St Parolees ( Auer h 

Mutt Leaded ( Stereo 44 00 Dr. 32 be) 

11.,r11 . " 
POW s 5.254 s 

I bts, Cnik 

0 000 s 00dB 0° 

I isk .70 

ROBOS A-CADI 

fee.- X 

Sion In I t 

Abd PI I 

Atr1 ON OUT I 

, 

- e 

PrIstane Space BCH Convolutx3ri Pfmcessor OLA 

F. 

C op,41,,Irr 

tt E  50k- COBO Reset 1.764 s 277We 

13.21A 

3.306 

1.30k 

566 

232 

• I951 

0.525 I 05I I 576 2 102 2627 3.152 3 678 4 203 • 525 

Inehis Wines St. WBRA st. Pan le-Paas 

Si--, III, gel ge 2 Slat 3 Slot, SOU  flata  

St Parolees Church 

R 

IA 1 

MIT 2 

Ara es 

Da en 

5 M 

(:\>11.1.0 1.15•Pses\IPB 

39.0 

64 

IS,, 2 

OUTe 

ed dB 

9.6 de 

Meta 

Nee 13 

Mute W 

Voxengo Pristine Space's presets model acoustic environments such as St. 

Nicolaes Church, above. 

be included in the next version of these 
programs, but for now, Pristine Space can 

only be used as an 8-channel surround re-
verb if you set it up as an insert effect on a 

surround channel or on a master bus. Vox-
engo says that Pristine Space should work in 
any possible multichannel configuration 

such as Audio Mulch, which supports rout-
ing for four separate stereo reverbs. For 
more information, check out Audio Mulch's 

Website at www.audiomulch.com. 
To make your own impulses is a fun fea-

ture that will find favor with sound design-

ers everywhere. For example, I struck two 

drumsticks in my bathroom and r aided it 

in stereo. I removed the initial hit (but you 

don't have to) and trimmed the reverb tail to 

about one second of audio. Load this into 
Pristine Space and you've got the sound of 
that bathroom for a reverb. I also tried a sin-

gle snare hit that, due to its short duration 
and spectral content, ended up sounding 

like a tonality or coloration but not a reverb. 

The possibilities go on forever. Fm con-
vinced that this new wave of processing— 

brought on by faster, more powerful com-

puters—is here to stay. Jump into Voxengo's 
Pristine Space—you'll love it! 

Voxengo, www.voxengo.com. Free im-

pulses can be downloaded at www.voxen 

go.com/impulses/. 
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It's not easy being the best ... 

limes and technologies change, but some 

things remain the same. Since opening our 

boors in 1924, it has been our goal to keep 

musicians on the cutting edge of music 

technology - from analog to digital and 

beyond. The Sam Ash Professional Audio 

Group was created with the special needs of 

studio and live sound professionals in mind 

and is the only pro supplier backed by over 

79 years of experience. We pride ourselves 

on offering an unbeatable selection of the 

latest gear backed by unmatched expert 

service and the guaranteed lowest prices in 

the industry. Visit our totally new website 

online at www.samashpro.com. If you are in 

the New York City area, stop by our newly 

renovated showroom. Call ( 212) 586-1100 

for an appointment. 

... but we've been doing it for 80 years! 

SELECTION SUPPORT PRICE  
The nation's largest selection 

of name-brand recording, live sound, 
Di and computer solutions! 

Professional Service. 
Professional Training. 

PROFESSIONAL 

The Guaranteed Lowest Price 
backed by our 

30- Day Satisfaction Policy! 

162 West 48th Street • New York, NY 10036 • (212) 586-1100 • www.samashpro.com 



AUDITIONS 

Snapshot Product Reviews 

NEUMANN BCM 104 

Side-Address 

Broadcast Mic 

"Fhe death grip that the 

RE20 and RE27 NID have 

on the radio and TV station 
announce market is legendary. Neumann's 

condenser BCM 104 ($999.99) is the latest 

mic in a long line of RE20 challengers. While 

still applying the physics behind the form, 

the Neumann BCM 104 looks like no other 

mic on the planet. 

The BCM 104 is a side-address, large-

diameter true condenser with a remark-

ably low 7dBA self-noise. The capsule has 

a single front diaphragm and an elaborate 

rear porting system. As with the TLM 103, 

the capsule-mounting stalk attaches to the 
circular printed circuit board (PCB). The 

PCB is mechanically decoupled from the 

body by a rubber ring that holds the PCB 

in place. 

The BCM 104's integral suspension 

mount takes up less space than a tradition-

al spider mount and doesn't cost extra. It ac-

cepts a standard X-inch threaded pipe and 

is not adjustable. The head grille unscrews 

very easily for quick cleaning and reattach-

es by lining up a spring-loaded bearing 

mounted in the body of the mic into a small 

detent in the head grille. 

Around the top edge of the body, four 

small slots receive the four corners of the 

internal metal-mesh pop filter. The pop fil-

ter screens out all but extreme plosives and 

can be removed for cleaning by squeezing 

the mesh supports from front to back and 

carefully lifting the screen from around the 

capsule. 

Switches for engaging a 14dB pad and 

highpass filter are accessible by removing a 

small screw that holds the male XLR in 

place. A slight outward tug pulls the three-

prong connector into view. On its backside 

is a small circuit board where the switches 

are mounted. 

Even with the highpass filter disengaged, 

the BCM 104 has a milder LF response than 

the TLM 103. I liked the low end without en-

gaging the highpass filter, but it might be 

useful for people with exceptionally bass-y 

voices. The BCM 104 doesn't reject sound 

entering the open end of the head grille but 

it rejects sound coming from the other end 

of the mic. If you have lots of highly reflec-

tive counter top and a relatively absorptive 

and diffusive ceiling, you might get better re-

sults by mounting the mic upside down. 

The BCM 104 exhibited excellent high-

end detail. This may be a liability in an ex-

tremely noisy and highly reflective envi-

ronment, especially if an announcer is 

speaking extremely loud. I found that with 

a moderately projected DJ voice, I could 

work with my nose touching the edge of 

the head grille. Even as close as that, I was-

n't quite filling up my headphones with 

low end the way I like, but with a gentle 

touch of EQ (+ 1.5 dB at 120 Hz), I was 

ready to rock. 

In addition to looking the part of a 21st-

century mic, the BCM 104's impressive 

specs and sound should please any dis-

cerning audio pro. 

Neumann, 860/434-5220, www.neumann 

usa.com. 

—Ty Ford 

BENCHMARK DAC-1 

2-Channel 24-Bit DIA Converter 

The highly versatile Benchmark DAC-1 is 

equally at home in recording, mixing and 

monitoring applications. The half-rack unit's 

rear panel sports three flavors of switch-

selectable digital inputs: XLR balanced (110 

ohms), BNC unbalanced (75 ohms, capable 

of being converted to co-ax with the in-

cluded adapter) and Toslink optical. Each of 

the digital inputs can accept AES/EBU- or 

S/PDIF-formatted 24-bit audio. The XLR and 

BNC inputs accommodate any sampling fre-

quency from 28 to 195 kHz, while the 

Toslink input works reliably up to 96 kHz. 

The rear panel also features unbalanced 

-10dBV RCA and balanced +4dBu XLR ana-

log outs, and internal 10/20/30dB jumpers 

that can pad the XLR outs to work with high-

sensitivity gear. A three-way output level 

switch on the rear panel enables a stepped, 

variable-gain control knob on the front pan-

el to adjust analog output levels at the XLR 

and RCA outputs. This knob also controls 

output levels for two front panel '4-inch 

headphone jacks at all times. Monitoring via 

the DAC-1 while mixing, I found that 

padding the unit's output gave the variable 

gain control a better (more gradual) taper at 

low SPLs. 

Setting the DAC-1's output level switch at 

its center position mutes the XLR and RCA 

outputs for headphone-only listening. Set to 

Calibrated mode, the output level switch del-

egates level control for XLR and RCA outputs 

to separate left- and right-channel calibration 

trims on the rear panel. These 10-turn trims 

allow very fine adjustment of output levels 

over a 20dB range (i.e., to +29 dBu at XLR 

outputs with OdBFS input). The DAC-1 lacks 

level meters, but front panel status LEDs alert 

the user when the digital signal is absent or 

format incompatibilities arise. 

The DAC-1 upsamples the digital input 

and then uses sample rate conversion to iso-

late the D/As and allows the unit to sync to 

its internal crystal. This design reduces jitter 

to immeasurable levels. The unit sounds 

very open in the low midrange band and 
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produces a very tightly focused bass. Com-
pared to the DIM in a MOTU HD192 (which 

costs only a fraction of the DAC-1's selling 
price on a per-channel basis), the DAC-1 of-

fers decidedly superior depth and clarity. 
The converters in Apogee's DA-16X, on the 
other hand, sound a little more fluid, 

warmer, sweeter and three-dimensional as 

compared to those in the DAC-1. As highly 

competitive as the Apogee unit may be on 
a per-channel cost basis, it carries a much 
higher overall price tag and lacks the DAC-1's 

functionality for use in the monitoring 
path. For $975 list, the DAC-1 offers very 

high-quality DIA conversion in a variety of 

applications. 
Benchmark Media Systems, 315/437-

6300, www.benchmarkmedia.com. 
—Michael Cooper 

SONY TRANSIENT MODULATOR 

Envelope-Shaping Plug- In 

Transient modification is not a new concept: 
Engineers have shaped the transient re-

sponse of an instrument's waveform since 
the introduction of attack/release controls 

on compressors. What is new is the prolif-
eration of hardware and software devices 

that take that concept and control to new 

heights. 
The latest release in the Sony Oxford 

plug-in series, Transient Modulator allows a 
signal's dynamic level to be modified by ad-

justing the relationship of transients within 

the program. This can be approached in two 
ways: to emphasize the transient events in 

the program or de-emphasize the same 

events in the program in relation to the rest 

of the material. 
The appearance of the Transient Modu-

lator is standard-issue Oxford plug-in blue 
with clearly marked parameter controls. The 
usual suspects—gain control, threshold con-

trol, input switch and I/O meters—all func-
tion as you might expect. The other controls 
are specific to Trans Mod's operation. The 

Deadband control manages the range in 

which transient variations are ignored. A Ra-

tio control monitors the overall effect in re-

gard to raising or lowering the transients 

within the program. The Effect meter dis-
plays the peak overall gain/loss of transients. 
The Overshoot control determines the peri-

od of time the transients will be modified; 
i.e., a short overshoot period will affect on-

ly the leading edge of a transient. Recovery 
controls the process in relation to long-term 

program changes. An Overdrive control pro-
vides harmonic enhancement that can be 

added to the output signal. Rise Time gives 

control over the response of transient de-

tection, letting the user either ignore the 
shortest transients or affect them all equally. 

The positive ratio function can dramatical-

ly increase the gain of a signal. For example, 

when the ratio control is set to + 1, a drum at-
tack that has a peak of 10dB 
gain will produce a level of 
20 dB at the output. Proceed 

with caution. 
Using the plug-in on 

some final mastered mixes, 
I chose a variety of pro-
grams: some dynamic and 

musical, some squashed 
and dam-right ugly. In 

every case, I could make 
the mix seem more present 

while minimally effecting 

the overall program. I then 

applied Trans Mod to vari-

ous drum loops. This is a tremendous tool 
for managing the leading edge of individual 
instruments within the loop that I had battled 

in past mixing situations. 
Like other hardware or software products 

of this nature, there is a side effect: As you al-

ter the rise time of an instrument, you can un-

knowingly introduce subtle changes in tim-
ing due to a shift of where the apparent peak 

of the waveform occurs. 

This may at first seem 

insignificant but could 

easily affect a track's 
"groove" factor, especial-

ly when dealing with per-
cussive elements. 

The Sony Transient 
Modulator proved itself 
very useful in the fix-it 
and creative categories. Its definitely going 

in my plug-in tool belt. 
The Transient Modulator is supported by 

Pro Tools LE ($230), Pro Tools TDM ($450) 

and is HD, HD Accel and Mix-compatible. 
Sony Pro Audio, 201/930-1000, www. 

sony.com/proaudio. 
—David Rideau 

TRILLIUM LANE LABS EVERYPHASE TL 
Retro Effects Plug-In for Pro Tools 

EveryPhase U from Trillium Lane Labs is an 

analog-modeled phaser plug-in designed to 
produce classic and contemporary phase-

shift effects. All tests were run under Pro 
Tools 6 LE on a dual 1GHz G4. 

I first used it on a slightly distorted 
rhythm guitar playing eighth notes. The fac-
tory default that came up when I initiated 

EveryPhase was wonderful: a subtle, slow 

sweep reminiscent of something you might 

hear on a Pink Floyd record. Modulation can 
be driven via LFO, the envelope of the track 

being processed or, on TDM systems, any 
external audio signal. When set to Envelope, 
modulation is controlled by an envelope de-

tector that analyzes the sound's envelope 
and triggers the LFO. A threshold slider ad-
justs sensitivity of the envelope detector, 

while additional sliders adjust its attack and 
release. This makes for a unique effect, quite 

different from LFO modulation, which pro-
vides a steady, rhythmic phase shift. Speed 

of the LFO may be set manually or synched 
to MIDI clock at note values ranging from a 
1/16th note to four measures. 

Next, I tried it on a hi-hat track in a dance 

tune with excellent results. EveryPhase pro-

vided subtle animation that added life to the 

track without sounding overly processed. 

Modulation width is displayed as a shaded 

section of a black-bar meter, which was dif-

ficult to see. 
EveryPhase's Manual control lets you se-

lect the frequency range being shifted, 

while Width determines the bandwidth of 
that range. The Stage control varies the 

number of frequency notches (two to 18) 
being shifted; using a higher number of 
stages generally makes the processing more 

noticeable. The Depth slider adjusts the 
severity of phase shift in positive (opposite 

phase) and negative (in-phase) directions; a 

setting of zero results in no phase shift. Res-

onant filter and feedback controls add a ton 

of interesting sonic possibilities. The Hollow 
Lead factory preset takes advantage of 

these, suggesting the sound of an envelope 
follower whereby a loud sound causes a 

resonant swish on the attack, but soft 
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sounds are unaffected by resonance. 

The stereo program was fantastic on 

synth piano sounds. I started with the facto-

ry default on a mono Rhodes track and 

bumped up the width. The movement made 

the synth patch totally convincing and 

added a startling amount of dimensionality. 

The factory presets are excellent. Stand-

outs include Egg Beater (adding a subtle 

distortion to electric guitar) and Talking 

Guitar, which sounds like a talkbox. Re-

gardless of whether you use the factory 

presets or write your own, EveryPhase TL 

is a useful and musical addition to your 

plug-in arsenal. 

EveryPhase TL is compat-

ible with Pro Tools TDM (HD 

Accel, HD, Mix) and RTAS for 

Mac OS 9 and OS X and Win-

dows XP at sample rates up 

to 192 kHz. A demo of 

EveryPhase TL may be down-

loaded from the Trillium Lane 

Labs Website and purchased 

for $249. 

Trillium Lane Labs, www. 

dlabs.com. 

—Steve La Cerra 

and the TRUE Precision8 

Drummer Frank Basile can liven your track with his performance. 

"We had a fixed budget, but obviously had some high sonic requirements. We wanted to find mic pres 

that weren't outrageously expensive to buy or rent, but would deliver sonic integrity when putting it to 

tape. The TRUE mic pre sounded good on acoustic instruments and vocals and, being a one- rack space 

unit with eight channels, it ended up being one of the key pieces of gear in our project." 

— Lee Groitzsch, one of the recording engineers for five time Grammy nominee (and 2004 Grammy-

winner) Ricky Skaggs, stays true to True Systems mic preamps (Lee is a Grammy nominee himself.) 

Check it out for yourself and hear what a difference the TRUE Precision8 eight channel microphone 

preamp can make in your audio chain. 

Ft 1J E www.true-systems.com 

sUllsterns, 
Distributed by NeurnannUSA • One Enterprise Drive • Old tyme, CT 06371 

Phone: 86o.434•5220 • Fax: 860-434-3148 • Canada:Tel: 54426-3013 8 Fax:514-426-3953 
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LIVE STUDIO DRUMS 

"Instant" Session Player 

Loops are popular with sioducers, yet many 

musicians prefer a live drummer on their ses-

sions, including songwriters working with tight 

budgets. With this in mind, Frank Basile, own-

er of Smart Loops, offers a service called Live 

Studio Drums (LSD). For a ridiculously low 

$69, songwriters anywhere in the world can 

get his drum performance added to a track. 

Using a combination of the Internet, the 

telephone and UPS, here's how Live Studio 

Drums works: From the company's Web-

site, check out the LSD demos. If you like 

what you hear, you can start a session by 

filling out a form with details about your 

song, including the sample rate and bit 

depth you need the files delivered in and 

whether you want Basile to add effects or 

give you splits that are uncompressed and 

without EQ. Basile will even take phone 

calls to discuss your needs in detail. 

You can then specify whether you want 

tracks delivered via the Internet or on CD, pay 

by credit card and upload a guide MP3 of your 

song for Basile to work from. You receive an 

approval MP3 from him in three to 10 business 

days. If the performance is acceptable, then 

Basile delivers your splits on CD via UPS or on 

the Internet from a secure FIT download site. 

If you refuse the initial performance, a second 

take can be recorded for an additional $25. 

Basile's studio centers around a Sonar 3 

workstation and Yamaha 01V96 mixer. A Pearl 

drums endorsee, his kits are recorded in a 

15x25-foot space using a variety of Audix, 

Shure, Sennheiser and Audio-Tedmica mica. 

The Internet is tailor-made for startup 

companies like LSD. Listen to some LSD 

demos and decide if Basile's drumming style 

is for you. If you want to add live drums to 

a track, it's hard to see the downside of 

dropping $69 to find out if Basile's got what 

it takes to make your record come to life. 

Live Studio Drums, www.livestudio 

drums.com. 
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Resource. 

B&H Pro Audio is your resource for brand name gear, in-depth 

information, and comprehensive product support. On site at our 

newly expanded New York Superstore, come test drive the latest 

in microphones, studio monitors, and desktop audio technologies. 

Online, visit our interactive Web site, bhproaudio.com. 

DII 
PHOTO - VIDEO - PRO AUDIO 

BlitH Pro Audio 
For more about B&.H Pro Audio, call us toll free at 800-947-5508, 
click to bhproaudio.com, or visit us at 420 Ninth Avenue, New York, NY. 

Check out all the in-depth product and technology information you can handle in our two-volume, 

1,500 page Pro Audio Hardware & Software SourceBook. 
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BY EDDIE CILET —I 

Choosing Op Amps 

A Whole New World of Plug- Ins? 

There are no black-and-white an-
swers to upgrade questions. Even 

identical circuits behave different-
ly, depending on the board layout and 

components used. To paraphrase an old 

saying, learn to fish and you'll answer your 
own questions. I encourage experimenta-

tion, but you really need an oscilloscope 

to keep an eye on things. 

For simplicity, op amps can be distilled 
into three application-specific categories: 
high-gain preamp, general-purpose buffer 

and line driver (output amp). Op amps 

aren't supposed to have color; the output 

signal should be the same as the input sig-
nal with the least amount of additional ar-

tifacts. All op amps are designed to have 
low distortion, low noise and wide band-

width; however, some turn out better than 
others. 

source: 
1 kHz 

30Vp-p 

RC-4136 

U4 view 

an 

square wave 

Slew 
Limiting 

How important is slew rate? Shown at top is an oscillator's lkHz square wave out-

put. The bottom wave shows the already obvious "vertical" distortion from a slow 
2V/ps op amp; in this case, a '70s-era RC-4136. 

PACKAGING 

For our purposes, IC op amps typically come in two pack-
ages: 8-pin DIP (dual inline pin) for single and dual op 
amps and 14-pin DIP for quad op amps. All are easily 

socketed. Many chips are also available in the surface-
mount (SMT) package. Because the pin-outs are pretty 

much standardized, the interchangeability factor is a 
tempting tease that implies plug-and-play upgrade po-

tential, but comes with the warning, "Proceed with cau-
tion." With the Internet providing easy access to data 

sheets and a deluge of opinions, the only question left is, 
"How to chonser 

The specs are mind-numbing at first. Supply voltage 

range is self-explanatory, but with names like open-loop 
gain, bandwidth, distortion, noise, slew rate, DC offset 

and settling time, some specs are tangible and some are 

not. Gain is a variable that affects each of these parame-

ters and stability. Increased gain and signal levels raise 

distortion and awareness of noise while decreasing band-

width. What starts out as several megahertz might be re-
duced to the upper kilohertz when the gain is 100 times 
the original signal. 

TAMING THE COWBOYS 

In this age of kissing digital zeroes for fear of losing res-
olution, one short-term fix for what might seem like "bad 

analog sound" is to back off, take advantage of headroom 
and let noise be your dither. Seriously, no amplifier 
sounds its best when pushed toward the rails except 

when you are specifically looking for distortion. Op amps 
are not internally designed to emulate guitar amps. 

It is nearly impossible to resist the temptation to com-

pare specs. Yes, a modern op amp boasting a slew rate 
of 20-volts-per-microsecond (V/ps) is better than 30-year-
old 2V/ps technology, but that doesn't imply that 2,000 

V/ps is going to be as noticeable an improvement. Such 

demon-speed may be a gift to those in search of "effort-
less sonics," but taking advantage of video-agile ICs is not 

a plug-and-play upgrade. That's the domain of people 
with RF skills. 

There are plenty of vintage consoles out there limping 
along at 2 V/ps that just happen to sound amazing for that 

old-fashioned rock 'n' roll sound. You might prioritize 

your upgrade investigation by targeting the preamp ICs or, 

if outboard preamps are plentiful, focus on the mix bus 

and master module as Dan Kennedy did for his Trident 

65 upgrade (featured in "Tech's Files," December 2000). 

DESIGNER CIRCUITRY 

Despite the ease of ICs, some designers still choose dis-
crete circuitry. Rather than initially obsessing over specs, 

their goal is simply to realize an idea in hardware. Each 
person has tests that weed out problems and assist in 

maintaining high standards—a type of headroom that 
translates to reliable performance in the field under ad-

verse conditions. And yes, many designers do not have 

engineering degrees. This should be encouraging to all 

you "tweakers" out there. Now get to work! You've got 
some catching up to do. 

When I asked Crane Song's Dave Hill for an exam-
ple, his discrete output amplifier had to pass an acid 

test of driving a 1001cHz square wave into a 75-ohm 
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load. If it still looks like a square wave and 

remains stable, then the circuit is a winner. 

In this case, a square wave reveals an am-

plifier's ability to drive a capacitive load (a 

potential cause for instability), which is 

what 1,000 feet of cable looks like to a 

piece of audio gear. 

Kennedy is using discrete amplifiers in 

the AC signal path and ICs in the DC servo 

loops for his new EQ-2NV, a vintage Neve-
inspired equalizer. DC offset and DC stabil-

ity (settling time) are two issues that can 
reach a critical mass in high-gain applica-

tions (for example, in a mic preamp). Such 
idiosyncrasies reveal themselves in funny 

ways—as scratchy pots and switches—as 

do oscillations. 

DC offsets are measured in millivolts 

(mV) and hopefully microvolts (pV), a rather 

intangible specification compared to the 

brute-force transistor stages of the original 

single-ended, Class-A Neve designs. The 

output amps are biased to operate around 

12 volts (half of the power supply), so block-
ing caps are used throughout. If a capacitor 

becomes leaky (develops a parallel resist-

ance), then DC from one stage can re-bias 

another stage to the point of compromising 

headroom, or worse, creating nasty distor-

tion. Similarly, a transient pumped 

through a Neve amplifier stage will typi-

cally bump all of the bias points. With an 
oscilloscope, you can easily watch the re-

covery, a snail's crawl compared to the 
needs of digital audio converters that rely 
on amplifiers with fast settling times (on the 

order of a few hundred nanoseconds). 
At the other end of the spectrum, Jim 

Williams of Audio Upgrades typically 

chooses video op amps for audio applica-
tions. It is a different philosophy aimed at 

improving existing equipment and not rec-
ommended for your first D.I.Y. I recently re-

paired a ink preamp in a Fostex portable 

DAT recorder, substituting an OPA2604 for 
an NE5532. Some might view this as an up-

grade, but I saw it as using what's on-hand. 

This is a somewhat less-romantic notion 
than what some would imagine; designers 

know what works, what doesn't and where 

the laws of diminishing returns come into 

play. You should know that the OPA2604 
was totally unstable without additional de-

coupling—a challenge in a cramped sur-

face-mount village. 
I've put together a chart of some of the 

most popular IC op amps 
available at www.rnixonline 

.com. Happy reading! 

Visit www.tangible-technology.com for more 

on this newly updated series on upgrading. 
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CHRIS VREINIS TWERHER 
INSOMNIA CREATES ALT-ROCK INSPIRATION 

By Bryan Reesman 

Sleep deprivation sounds like it would be an artistic 

inhibitor, yet Chris Vrenna found it to be a powerful 

inspiration when assembling Tweaker's new album, 

2 a.m. wakeup call. After his wife repeatedly found 

herself waking up at 2 a.m. night after night, and 

waking him to prove it was no fluke, he began to 

explore the concepts of dreams, nightmares and in-

somnia. With its striking mixture of moods, musical 

styles and guest vocalists, the latest Tweaker al-

bum—which runs the gamut from heavy rock 
sounds to spacey ambient interludes—appropriately 

reflects a turbulent night of semi-sleeplessness. 

Such aural adventures are natural for Vrenna, the 
former Nine Inch Nails drummer who composed the 

soundtrack to the video game Alice and has remixed 

such diverse artists as Weezer, P.O.D. and David 

Bowie, among many other endeavors. Since record-

ing 'Fweaker's 2001 debut, the attraction to all things 

uncertain, Vrenna has also teamed up with guitarist 

Clint Walsh, who plays with The Motels and actress 

Juliette Lewis' band. The two make a good fit. 

"Clint and I did the bulk of the work on the 

record, especially the writing and a lot of the sound 

creation, very late at night, just because daytime gets 
so crazy and hectic working on scores or remixes," 

explains Vrenna. Besides, he jokes, his wife would 

have poked him awake anyway. The nocturnal ses-

sions recalled his Nine Inch Nails days when his for-
mer band recorded all night. 

Tweakers Clint Green (back-
ground) and Chris Vrenna— 

awake enough to pose for 

the camera 

Like Twealcer's debut, 2 a.m. wakeup call trav-

erses a wide range of musical ground, although 

Vrenna feels that the new album is more cohesive. 

"It's not an electronic record, but it definitely is elec-

tronic-sounding somehow," he notes. "Even though 

we're using more organic instruments, you certainly 
couldn't call it a plain-old organic rock record." Un-

like the first Tweaker album, which was developed 

more from sonic experimentation, Vrenna and Walsh 

began writing with simple instrumentation and then 

expanded their palette of sounds once the tunes 
were fleshed out. 

Contrasts between (and often within) songs de-

fine 2 a.m. wakeup call. The opening track, "Ruby," 

alternates between delicate acoustic passages and a 

"Melvins-heavy" rock groove. A bubbling, gurgling, 

NIN-like synth line and electronic drum sound drive 

the brooding "Truth Is." The ominous "Movement of 

Fear," a cover of the Tones on Tail tune with the sax-

ophone part played on trumpet by Walsh, has a dis-

tinctly Spaghetti Western feel to it. And the dreamy 

closing number, "Crude Sunlight," with its mixture of 

plucked guitar parts and e-bow harmonies, acts as a 

lullaby to lull the listener to sleep. "We effected 

—CONTINUED ON PAGE 124 
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ONE 
ECLECTIC, MULTI-ETHNIC 

AND BUSTLING WITH ENERGY 

By Chris J. Walker 

Ozomatli's bold and energetic music pos-

sesses elements of rock español, hip hop, 

Latin, alternative, jazz, funk and various 

world genres. Sometimes, myriad styles can 

be in one song; other times, they are singu-

larly featured—really, there's no telling what 

this nine-piece ensemble will do. They con-

stantly surprise their fans with an adventur-

ous, creative spirit. In concert, they're a 

colcal force, consistently winning over a 

variety of audiences, from the aggressive, 

moshing Warped Tour attendees to wine-

drinking, cheese-nibbling jazz festival types. 

One of their most successful opening slots 

was on a Carlos Santana tour: "Some people 

might even be intimidated to play with a 

group like Ozomadi," Santana said of the 

group, "because they've got all that youthful 

energy and the crowd loves them. I like that 

energy. I thrive on it. They're a great band. 

They just need a couple of songs to get to 

the radio airwaves so they can get to the 

next level." 

Indeed, until recently, Ozomatli's studio 

albums have suffered in comparison to their 

live shows, which are full of passion and ex-

uberance. For Ozomatli's self-titled 1998 

debut CD, produced and engineered by 

T-Ray, they tried to record as much as pos-

sible without overdubs and layers of tracks. 

Eventually (and reluctantly), they suc-

cumbed to the advantages of multitracking, 

perhaps losing some spontaneity in the 

process. For the band's second effort, Em-

Ozomatii's core members, from left: Asfru Sierra, Wii-Dog Abers, Raúl Pacheco, Ulises Bella, Jiro 

Yamaguchi and Justin "Nino" Porée 

brace the Chaos (released on 9/11/2801, of 

all days), the studio process was less intim-

idating but still not very comfortable for 

them. The group employed multiple pro-

ducers on that one effort, with Los Lobos' 

Steve Berlin, Mario Caldato Jr., Bob Power 

and the band all producing, while Robert 

Carranza, Dave McNair and Power shared 

engineering and mixing duties. 

A six-song EP that came out in Septem-

ber 2003 was an attempt to rekindle some 

of the fire lf their very first recording and 

doubled as a way to keep their fans happy 

during what turned out to be a three-year 

gap between full-length CDs. Their latest al-

bum, Street Signs, was released in late June. 

"That [EP] was the closest we've come to 

capturing that 'live kind of feel," stresses 

percussionistfiro Yamaguchi. He, along with 

bagsist/vocalist Wil-Dog Abers, percussion-

ist/vocalist/MC Justin "Nino" Porée and en-

gineer Carranza, were at Concord Records' 

Beverly Hills offices to talk with Mix. "I don't 

know if that necessarily was our goal, but 

some of the songs capture that and we were 

able to transfer it to CD." Porée adds, "It is 

a struggle and as long we're a group, we'll 

be dealing with that. In a lot of ways, you 

just can't capture that [live sound]. It's a dif-

ferent energy at a concert: People are there 

and you're feeding off of different things. 

But the EP does that justice." 

Carranza, who also mixed the project, 

notes, "These guys are into the more or-

ganic part of the sound. But as the process 

has been going on, they're now starting to 

understand how distortion and compres-

sion factor into things and how to really 

make it work for them." And so, when it 

came time to record Street Signs, they were 

more comfortable with what they were 

hearing in the studio and more open to ex-

perimentation. Rather than recording the 

album in one studio, Carranza—who has 

worked with Jack Johnson, Molotov and, 

most recently, Los Lobos—tried to capture 

the band "anywhere there was power." 

That meant working in homes, hotels, stu-

dios on the road and several studios around 

L.A., including Glenwood Place and Con-

cord's "G" studio. Everything was recorded 

on Pro Tools systems, including M-Box, 

Mix Plus and HD models owned by various 

members and engineers. Passing files and 

CDs was just part of the process in making 

the record, as was extensive experimenta-

tion with all sorts of plug-ins. Additionally, 

Carranza used API and Neve preamps to in-

ject some analog warmth. 

—CONTINUED ON PAGE 126 
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By Gary Eskow 

Bach, Beethoven—those guys may edge a legendary 

musician or group out over the long haul, but will any 

musician ever have a more explosive short-term impact 

on the world than The Beatles did during their great 

run that ended with the release of Abbey Road in 1969? 

After the group splintered and each bandrnember was 

left to his own devices, it came as no surprise that the 

prolific Paul McCartney, whose cherubic smile masked 

a flinty resolve, was first out of the gate. McCartney, 

released in 1970, yielded the hit "Maybe I'm Amazed" 

and remained on the charts for nearly a year. Not bad 

for an album recorded entirely at home. 

Always a workhorse, McCartney began writing ma-

terial for his next album, Ram, while the first album 

was still sailing on the charts. Although some critics 

fault Ram, which was released on May 17, 1971, as the 

saccharine effort that began a slide into camp from 

which McCartney has never fully recovered, McCartney's 

hauntingly beautiful touch can be heard throughout the al-

bum and is particularly evident in "Back Seat of My Car" and 

"Ram On." Ram also produced the smash single "Uncle Al-

bert/Admiral Halsey," which combines McCartney's knack 

for memorable melodies with some of that theatricality he 

was always prone to. 

Rhythm tracks for "Uncle Albert/Admiral Halsey" were cut 

in Studio B at CBS Studios on East 52nd Street in Manhattan, 

with CBS staff engineer Tim Geelan at the desk. Now semi-

retired and living in a house that he built into the side of a 

mountain in Virginia, Geelan cut 22 songs with McCartney 

during a six-week period in 1971. 

"Working on 'Uncle Albert/Admiral Halsey' was one of 

the highlights of my career," says Geelan, whose long list of 

credits includes engineering for Dave Brubeck, Wynton 

Marsalis, Billy Cobham, The Dictators, Blue Oyster Cult and 

many others. "Paul was a great producer: thorough, busi-

nesslike and loose at the same time. They were very com-

fortable sessions that followed a pattern. We'd start working 

at nine or 10 in the morning. Paul would show Denny Sei-

well, the drummer [who would later become an original 

member of Wings], and David Spinozza and Hugh Mc-

Cracken, the guitar players who split the date, the song we'd 

be tracking that day. After rehearsing for several hours, we'd 

cut a version of the tune and then have a lunch break. Af-

ter lunch, we'd listen to what we had and then record an-

other couple of takes if it was necessary. 

"We had a 3M MM-1000 16-track recorder and a home-

made console at CBS. Studio B was a big room, about 40 

or 50 feet long and 50 feet wide with a 40-foot-high ceil-

ing. We didn't worry about bleeding at all. The setup was 

real tight and everyone had headsets. Paul was absolutely 

the best. I was impressed with his musicianship and com-

mand of the studio." 

classic tracks  

Dixon Van Winkle remembers the Ram sessions well. A 

young staff member at A&R Recording in New York City at 

the time, Van Wirilde had been on the job for about six 

months when McCartney and his wife, Linda, showed up af-

ter scheduling conflicts forced them out of CBS. was a setup 

man in those days," says Van Winkle. "Phil Ramone was the 

king of large orchestral recordings in New York at the time. 

He didn't have that many guys around who had gone to mu-

sic school and could read scores, which I was able to do. So 

I had some value to Phil, who asked me to work with him 

on the Ram sessions." 

A&R had four studios in Manhattan; Al was located in the 

penthouse at 799 7th Ave. "Al was one of those magical New 

York rooms—arguably the best of them all," Van Winkle says. 

'Originally a CBS studio, it was large enough to handle a full 

orchestra and it sounded great. We had a warm, fat vacuum 

tube Altec console that had been custom-built with handmade 

sidecars and four Altec 604E speakers across the front room, 

each powered by a 75-watt McIntosh tube amplifier. 

'Paul came over to A&R to track the orchestra, vocals and 

mine other overdubs with Phil. But Phil had a scheduling con-

flict one day and Paul asked me to take over. Things went 

well, and then Paul asked me if I'd finish the record with him. 

"Security was tight, and each day Paul and Linda would 

come up the back elevator with their kids and a playpen, 

which we set up in the front of the control room. I was a 

part-time nanny since Mary would often be crawling around 

the console and sitting on my lap! The interplay between 

Paul and Linda was sweet, especially when they were on-

niic. Linda actually came up with some parts on her own— 

the entire backing vocals on 'Uncle Albert/Admiral Halsey' 

consists of the two of them—but when she needed a hand, 

Paul was great with her. We used a combination of U87s— 

if we were working on something smooth—and Shure 

SM57s for the rockier stuff throughout the album. Paul did-
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n't care what mic you put on him, although 

he did like the U87. He's such a great singer. 

I know that the vocals they cut over at CBS 

are Paul singing live right off the floor with 

the rhythm section into an Electro-Voice 

RE20, which was a relatively new tnic at the 
time. They recorded the telephone section 

[of the song] over at CBS, as well. That char-
acter voice was also Paul, with a simple 
highpass filter engaged to give the tele-

phone effect." 
Although Van Winkle did not record the 

guitar parts that McCracken contributed to 

"Uncle Albert/Admiral Halsey," he remem-

bers the guitarist well. "Everybody wanted 

Hugh on their sessions. He wasn't the best 

reader in town, but the parts he came up 

with were fantastic. I've heard lots of great 

guitar players over the years, and I'd say 

Hugh was in the top five." Still an active 

player who can be heard on the current Ali-

cia Keys record and other tracks, Mc-
Cracken has distinct memories of working 

with McCartney. 
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Fats Waller: The Centennial Collection 

(Bluebird/BMG) 

Every household should have a Fats Waller 

anthology, and this one is definitely a cut 

above. It offers 21 songs on a single disc, 
spanning 1927 to 1942 (the year before 

he died, at just 39), plus a bonus DVD con-
taining a number of fine short film clips 

from the late '30s that feature Waller lip-
synching (very well, too) and hamming it 

up for the cameras, invariably surrounded 

by a bevy of lovely ladies. (The final DVD 

cut is a humorous 1983 animated render-
ing of Waller's immortal "Your Feets Too 

Big," starring an elephant!) Waller was a 

unique and gifted artist—a great singer, 

pianist, songwriter and entertainer. He 

was, in effect, an early crossover artist 

who melded Tin Pan Alley sensibilities 
with blues and jazz; a true titan of the first 

half of the 20th century. Most of the mile-
stones are here: " I'm Gonna Sit Right 
Down and Write Myself a Letter," " Ain't 

Misbehavin'," "The Joint Is Jumpin'," "I 
Ain't Got Nobody," " If You're a Viper," 

"Up Jumped You With Love," "Taint No-

body's Bizness If I Do," et al. 

Reissue producer: Barry Feldman. 

Transfers, audio restoration and master-

ing: Doug Pomeroy. —Blair Jackson 

Michael Tolcher: I Am (Octone) 

This is a powerful debut for Tolcher, a 

Georgia native who has been drifting 
around for a number of years soaking up 

influences and honing his songwriting, 
ending up in New York working with the 

adventurous production team known as 

Pop Rox (Sam Hollander and Dave Schom-

mer). Tolcher's writing is direct and inci-

sive, personal without being solipsistic, si-

multaneously intimate and inclusive. 

Musically, he's all over the map, with 

dashes of rock, folk, funk and soul, but his 

pleasing lead vocals and strong melodies 
tie the disparate styles together niçely. 
And while one senses that most of these 

songs would also work well performed 
with a single acoustic guitar, the dense— 
but never cluttered—production, show-

casing multiple guitars, interestingly lay-

-CONTINUED ON PAGE 127 
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recording 

"My answering service got a call asking 

me if I'd like to audition for Ram, but I was 

in Florida working on an Aretha Franklin 

record and didn't pick up the message until 

I got back into town," says McCracken. "I 

was disappointed but happy that David had 

gotten the job." Spinozza, who has gone on 

to enjoy a long and successful career in the 

music production business and in Broadway 

pits, now plays in the Haitspruy orchestra. 

After working on "3 Legs" and several other 

Ram songs, Spinozza and McCartney parted 
ways. As McCracken recalls, his phone rang 
one afternoon and Linda McCartney was on 

the line. 

"Linda asked me to hang on while she 

put Paul on the phone. Paul simply asked 

me if I could be in the studio the following 

morning at nine o'clock. I canceled the ses-
sions I had and made the date." After 

recording several tracks under McCartney's 
direct supervision, it came time to lay down 

basics for "Uncle Albert/Admiral Halsey." 

"This song represented a breakthrough in 

our musical relationship," McCracken says. 
"Paul is a genius. He sees and hears every-

thing he wants, and would give specific in-
structions to me and the drummer. But he 

didn't know what he wanted the guitar part 

to be like on this song. I asked him to trust 

me and he did. After I came up with the 

parts, he was very pleased. For the rest of 
the record, Paul let me try things out before 

making any suggestions." 

"Uncle Albert/Admiral Halsey" stems 
from the British musical theater and has the 

feel of an overture, with multiple sections 
that are independent of one another. "That's 

right," agrees Van Winkle, "and there were 

some issues we had to deal with as a result. 
For example, if you listen carefully, you'll 

hear Paul gurgling right before the telephone 

voice comes in. That sound was his imitation 
of a British telephone ring. He was supposed 

to give the engineer a cue when he wanted 

the lowpass filter dropped in for the Admi-

ral Halsey character. The engineer made the 
switch too early and the filter came in on one 

of the gurgles! Paul didn't care, though. To 

him, it was all about the feel of the music." 

The chart, written by George Martin, also 
posed some engineering challenges. "Every-

body knows that George Martin loved ex-

perimenting as much as any of The Beatles 

did," Van Winlde notes. "If you listen care-
fully to the trumpet solo that leads into the 

'Hands across the water' section—which 
Marvin Stamm, who's still an active player in 
town, played—you'll hear Paul whistling. 

Underneath, there's a sound effect written 

out by George Martin for four French horns; 
it's a flutter-tongue, fast-fingering atonal lit-

de thing in the horns' low range. 

"Our usual way of recording horns at 

A&R was to put a pair of mica either in the 

front or distant rear of the players. That was 
traditional at the time, based on the fact that 

the French horn is a reflective instrument 

and you want to capture it with some space. 

But that's not what Paul was used to. He 

wanted us to stick mica right up in the bell. 

Although the U87 was the mic we used on 
horns back then, it would have been too big, 

so we probably used AKG C-60s instead. At 
any rate, none of us could figure out the 

purpose of the chart at that section, but 
when the mix was completed, it all worked 

perfectly. 

"We did have a little problem mixing 

some of the horn pads in other sections of 

the song because they often sat directly in 

the vocal range. We pulled them down and 

processed them, as I remember, and you can 
hardly tell what they are at some points." 

Recording the rain and thunder effects 

that help glue the first two sections together 

would be easy today, but it was no small 

feat in 1971. "I remember Paul telling me 
that Armin Steiner went out to the edge of 

a cliff to record that storm, and that it was 
Paul's idea to add the effect at that point in 

the track." 

Very few artists in 1971 had the clout to 
release a single comprising 12 discrete sec-

tions, but McCartney's artistic vision was so 
solidly commercial that no record execs 

would cross him. Still, Van Winide was un-

prepared for the success of "Uncle Al-
bert/Admiral Halsey": "Despite Paul's charm 
and ability to pull off anything, I was sur-

prised when the record went so big." 
The first single from the Ram sessions, 

"Another Day," never made it onto the al-

bum. It was Van Winlde who decided that 
"Another Day" should be the first release: 

"We were sitting in Studio A2 one day lis-
tening to the takes and Paul asked me to 

pick the single. I had definite feelings about 
the record and was in love with 'Another 

Day.' Paul said, 'Okay. "Another Day" it is.' 

I mixed the track and David Crawford cut 
about 100 copies of it in a back room at A&R 

for the radio stations. The next day when I 
heard it on the air, I realized it was a disas-
ter! We got carried away with the bass part, 

and when it hit the radio station's compres-

sor, it pumped like crazy! I learned that les-
son real quick! But we never remixed the 
song, and Paul never said anything about it." 

Based on Ram's success and the rela-
tionship they developed, McCartney asked 
Van Winkle to work with him on Red Rose 

Speedway, which was also recorded at A&R. 
McCracken eventually worked in the 

studio with all of the former Beatles, and 

considers himself fortunate to have had the 

experience, even though his work with 

John Lennon brought him face to face with 
tragedy: "I first worked with John on 'And 

So This Is Christmas.' Like Paul, he was ex-

tremely intelligent and aware of what he 

wanted in the studio. But you'd never find 

two more diametrically opposed personal-
ities. I was working on Double Fantasy at 

the time of his death. How long did it take 

me to recover from that night? I still haven't 
recovered." 

Currently active as a freelance engi-

neer, Van Winkle lives in New York City 

with his wife, jan. 

RIMIER 
FROM PAGE 120 

everything in it to sound [like] AM radio or 

Victrola," reveals Vrenna. "We went sound 

by sound and effected [each one] separately 
and then put them together." 
2 a.m. wakeup call begins with a more 

energetic, upbeat mood, but as the story 

progresses and the further "through the 
night" the listener goes, things get darker 

and heavier until the soporific finale. The 
concept is relayed through a variety of vo-

calists, including Robert Smith (The Cure), 

David Sylvian, Jennifer Charles (Elysian 
Fields), Nick Young (AI.), Hamilton Lei-

thauser (The Walkmen), Mellowdrone and 

Will Oldham (Palace Brothers). 

Vrenna admits that working with vocals 

recorded under different conditions and of 
varying quality was challenging with one 

exception: Each singer used his or her own 
home studio for vocals. "This record was 
done through Pro Tools and FeclEx," quips 

Vrenna. "Once the singer agreed to be on 
the project and they heard the music and 

picked the song that they would want to be 

on, we talked concept and the whole ap-

proach. They wrote their own lyrics, given 
the concept of my album, because all of the 

Tweaker albums are concept albums. With 

every song having a different vocalist, it 

helps tie the record together." 

Some singers sent back initial ideas in 

MP3 form, but others did not. "Once they 
recorded, I would get a finished Pro Tools 
session back in the mail," says Vrenna. "I just 

imported the whole track back into my ses-

sion, which I had usually worked on while 
they were doing their vocaLs." The same 

went for former Smiths guitarist Johnny 
Marr, who played on "The House I Grew Up 

In." While on tour supporting Bjürk, Old-
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Chris Vrenna surrounded by enough gear to tweak an album to his ieart's content 

ham had time to visit Vrenna in L.A., so they 

recorded his vocals with a Soundelux 47 FET 

mic, Vintech X73 preamp/EQ and a Univer-

sal Audio 1176 compressor. 

vrenna's home studio takes up two bed-

rooms with the larger bedroom as the con-

trol room. His house was built in the 1930s, 

so the smaller crib room adjoining the con-

trol room has a separate door. "The crib 

room is pretty small, about 10 by 12," he 

says. "That's my little overdub room where 

we do vocals and combo amps, things of 

that nature." 

When it comes to gear, Vrenna is all 

about analog and analog/digital hybrids. He 

loves his Korg microKORG with its superior 

Vocucler. Software synth-wise, he uses "all 

the Native Instruments stuff. I really like Bat-

tery. The B4 is on the l'weaker record in a 

few different places. Since I'm committed to 

Pro Tools, I can't be bothered hooking up 

second computers and PCs. To me, that is-

n't going to make my song any better. I do 

like all the Eric Persing [of Spectrasonics] 

stuff: Stylus, Trilogy and Atmosphere in par-

ticular. I have a Virus plug-in and just got 

Mach 5 recently. I know it's Version 1.0, but 

it works well and is pretty efficient. There 

hasn't been a software sampler yet for Pro 

Tools." 

In terms of keyboards, Vrenna notes, "I 

just like big, shiny keyboards with lots of 

lights. My sampler is still an E-mu: the E4 

Ultra. I still use it every day of my life. They 

discontinued them because they've gone 

software, as well with the new E-mu X Se-

ries, so I've been picking up used E-mu's out 

of the Recycler and eBay and building a cou-

ple more hardware samplers just so I have 

them." His arsenal also includes a Waldorf 

Microwave XT, Kurzweil K2000/R, Roland V 

Synths, an old Virus updated "as far as it will 

go," a Nord Lead 2, Alesis Andromeda A6 

and "a good old trusty JP8000." 

Vrenna says that most of the bass and gui-

tar parts on the album were recorded direct. 

"Every single bass sound—and everyone's 

going to shoot me for saying this—is a [line 

6] Bass Pod Pro," he says. "But then I come 

out of the Bass Pod Pro and always put that 

through my Summit Audio TD-100 tube DI. 

I don't use the compression within the Pod. 

I put that through an API and then my ADL 

tube compressor. Then that goes in. I use [the 

Pod] for its tones and then do other stuff." As 

for the guitars, "A lot of the heavy guitar stuff 

is the Mesa Tri-Axis and the Recto Directo, 

things like that. Most of it is direct." When he 

did choose to mike the amp, he used either 

a Shure 57 or a Sennheiser 421. 

Because he is a drummer capable of writ-

ing his own beats, Vrenna never uses loops. 

For programmed sounds, he often uses Bat-

tery and employs the drum sounds his 

synths have. "I tend to just start from some 

of those and layer stuff," he remarks. "I just 

layer sounds underneath and then make my 

own stuff, and then put those through ped-

als." With limited space in the crib room, 

Vrenna uses a compact Yamaha custom 

drum kit. Vrenna pads the room down when 

he records vocals, but then he pulls the 

padding off the walls for a boomier drum 

sound. Longtime friend and engineer Bill 

Kennedy, whom the drummer has known 

since his NIN days, helped him experiment 

with different ways to mike the kit and they 

created a good overall scheme. 

To record the kit, Vrenna placed a vin-

tage AKG D-12 inside the kick and a Yamaha 
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recording 

NS-10 (used as a mic rather than a speaker) 

outside the kick. "It gives you a nice sub," 

he says. "You put that in front of the kick 

head." For the snare, he placed a Shure SM7 

on top and a Sennheiser 441 below. 

Sennheiser 421s are used on the two toms 

and either an AKG 451 or a Shure SM7 on 

the hi-hats. He favors the 451 because while 

the SM7 "gives a nice, thick chunky hi-hat, 

being such a small room, I kind of needed 

to thin it out." 

With restricted space for overheads, he 

utilized a RODE stereo mic. "It sounds awe-

some," remarks Vrenna. "Now I have just 

one stand and I can center it. I don't have 

to wony about two huge booms." But he did 

experiment by taping a pair of Crown PZMs 

to the walls. "My studio has a little hallway 

outside of the room that can be sealed off 

[The singers] wrote their 

own lyrics, given the 

concept of my album, 

because all of the Tweaker 

albums are concept albums. 

—Chris Vrenna 

from all the other rooms in the house, and 

then there's a bathroom in that hallway that 

you can close. There's a skylight in that lit-

tle hallway. We'd sometimes stick an [AKG] 

414 around the comer, in the bathroom, put 

it on the floor or sometimes we'd stick it way 

up in the skylight—just weird combinations 

like that." 

Though Vrenna does most of his record-

ing work in Pro Tools, he still likes his "trusty 

[Yamaha] 02RV2. It's seven years old. I have 

it loaded with four AES cards, which gives 

me 32 [channels]. Then I have one extra 

888/24 set up as a hardware insert box, 

where I just have XLR snakes. I can use all 

my external stuff while I'm mixing." 

His recording chain includes a mixture of 

vintage and contemporary analog gear: an 

API Lunchbox with EQs, a pair of API mic 

preamps, a Vintech X73 preamp, a full rack 

of GMLs, a pair of Avalon U5 DIs and a pair 

of Summit tube TD-100s. For outboard com-

pression, he owns an 1176, a Distressor, a 

pair of old dbx 160s, an ADL 1000, an old 

Vocal Stressor from Audio Design Record-

ings, a pair of 160Xs and a Joe Meek. "I take 

any combination there, depending upon 

what I'm tracking," he says. "It gets me into 

Pro Tools, and then I have an Apogee as 

well that I use as my main head." 

Still, Vrenna stresses, "It's not all of the 

new options that make creativity. I think it's 

actually removing options that make creativ-

ity. When you're making this weird record 

and you don't have a budget to go anywhere 

and you have to do it all at home—all right, 

there's my limitation. Let's see 

what we can do. And it makes 

it fun, too." 

FROM PAGE 121 

"You never know what you might be 

able to use on a record," bassist Abers 

notes. "You might be in the nicest studio, 

but then you might record something in the 

bathroom while you're on the road. And 

that ends up on the record because of a cer-

tain quality—the tone or vibe of whatever 

you captured at that particular moment." 

Carranza encouraged Ozomadi to ignore 

possible technical issues and go with their 

artistic urges above all. "I've always told 

these guys that the tools we use to make 

records are very important to the process, 

but, ultimately, good songs come through 

any format." 

"The biggest challenge from our stand-

point was just getting it done," Abers says. 

"But [technically], it was getting stuff off of 

our rigs onto one drive and weeding 

through what we were going to keep and 

what we were going to re-record." 

As it turned out, the eclectic tunes on 

Street Signs differed more creatively than 

technically. Ozomadi criss-crossed the 

globe genre-wise to concoct an exhilarating 

mixture of Middle Eastern, Latin, hip hop 

and North African grooves. Collectively, 

they were interested in expanding horizons 

and saw it as way to reach a more world-

wide audience. The lead track, "Believe," is 

an exotic fusion of Qawwali and post-alter-

native styles, accentuated by Moroccan sin-

tir master Hassan Halcmoun and the French-

Jewish gypsy violinists from Les Yeux Noirs. 

One of the group's heroes, Latin piano wiz-

ard Eddie Palmieri, plays on "Nadie Te 

Tira," a scintillating progressive salsa num-

ber. Other guests include Los Lobos 

singer/guitarist David Hidalgo, who con-

tributes to "Santiago"; original group DJ Cut 

Chemist, who is on "Déjame en Paz"; and 

another original MC, Chah i 2na (of Jurassic 

5), returns for "Who's to Blame." On several 

tracks, too, the Prague Symphony recorded 

through a T-1 line, with strings and brass di-

vided into 12 tracks rniked for a possible 

surround mix. Mario Calire, formerly a 

member of The Wallflowers, is the band's 

new drummer, and MC duties are now han-

dled by Jabu, who is featured on the title 

track. 

Premier mixer Serben Ghenea, who 

has worked with the likes of Justin Tim-

berlake, Michael Jackson and Jewel, was 

selected to meld Ozomadi's mish-mash of 

location and studio work into a cohesive 

recording; fortunately, they had all been 

transferred and rough-mixed on a single 

Pro Tools format. Then, typical of how 

Ghenea works with artists, he modified 

the band's mixes and put the results on his 

FTP site for them to check out and ap-

prove in their own environment. "I don't 

prefer it that way," Ghenea comments 

from his Virginia Beach, Va., facility, "but 

it saves time and is more convenient for 

everyone." 

Bandmembers Yamaguchi, Porée, Abers 

and multi-instrumentalist Ulises Bella trav-

eled cross-country to supervise the final 

mixes for several days in February 2004. "I 

was looking forward to seeing what he 

would do with the tracks," Yamaguchi says. 

"It was interesting to see how he took the 

different forms of music and strung them all 

together." Ghenea wouldn't go as far as to 

say it was a cakewalk putting all of these 

disparate elements together, but he notes 

that he's had a lot of experience with that 

type of thing. 

"These kind of projects are a little more 

complicated and you have to make sure 

everything is represented," he says. "Also, 

the focus of each song has to be present, 

kind of like the first N.E.R.D. record. The 

way you put that all together is tricky and 

you have to walk a thin line, basically." 

Pro Tools I HD was used throughout the 

final mixing of Street Signs, along with a 

slew of plug-ins, including Ghenea favorites 

such as Channel Strip, IBFP, Filter Bank, 

Compressor Bank and Waves applications. 

He has no formula for implementing them, 

saying that every song is different. Due to 

his high volume of work, he wasn't positive 

about what plug-ins were used for each 

song. "We worked a couple of hours on 

each track," the mixer remembers, "and 

were just tweaking—nothing had to be 

done over. One of the guys would have an 

idea and might want to try something. 

When that happens, I call it a 'tweak 'n' 

freak' session: You tweak the song to make 

everyone happy and then experiment with 

stuff. That's a lot easier to do when every-

one is in the room." 

Overall, he was very impressed by the 
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band and the tremendous variety of styles 

on the album. "The band is cool and is one 

of the best-kept secrets in the music indus-

try," he says. "They're ready to become a 

major mainstream group. The CD isn't that 

different from their amazing live shows be-

cause they play everything." 

Cool Spins, FROM PAGE 123 
ered vocals and enough " modern" sonic 

touches to place it squarely in 2004, makes 

each song both interesting and distinctive. 

Jam band hero Warren Haynes and Roots 

drummer ?uestlove are among the fine sup-

porting cast. 

Producers: Pop Rox. Co-produced by Gary 

Philips. Recording engineer: Chris Shaw. 

Mixed by Tim Palmer, Mark Ended (one song), 

Duke Mushroom (two songs). Studios: Avatar, 

Quad, Pop Rox, Mission Sound, Mojo. Mix stu-

dios: Westlake, Larrabee West, Pop Rox, 

Scream. Mastering: Leon Zervos at Sterling 

Sound and Masterdisk. —Blair Jackson 

Goapele: Even Closer (Skyblaze) 

Like neo-soul artists Jill Scott, D'Angelo and 

Erykah Badu before her, San Francisco Bay 

Area—based Goapele has a voice that's all 

charisma and warmth—it's the dominant fea-

ture of Even Closer, a re-worked version of her 

2002 debut album, Closer. Picking from classic 

inspirations in R&B, soul and jazz, she molds her 

influences to her distinctive vocal style, focusing 

on romantic ballads, but also taking time out for 

political issues, as befits the daughter of one-

time South African political exile Douglas 

Mohlabene. " It Takes More" is a sample/break-

beat-driven number about a young man lost to 

violence, while " Red, White and Blues," her cre-

ative commentary on the events of September 

11, 2001, is dominated by electric guitar and 

various effects. Though some of Goapele's lyrics 

lack originality, they are sung with such exuber-

ance that, somehow, the cliché moments don't 

nag. Favorite tracks include the summery " Ease 

Your Mind," the popular and sultry " Romantic" 

and "The Daze," which features rappers Casual 

and Zion I. Clearly, Goapele has the inspiration, 

the talent and the tools to develop well beyond 

her eclectic debut. 

Producers: Sun & The Moon, Soulive, Eric 

Krasno, Mike Tiger. Engineers: Steve Counter, 

John Shrive, Seth Waldmann (mixing). Studios: 

Hyde Street, Sparks, The Hole, Amps House, 

FM, Sun Moon, Cnung King. Mastering: Ken 

Lee/Kenneth Lee Mastering, Bernie Grundman 

Mastering. — Breean Lingle 

YOUS5OU N'Dour: Egypt (Nonesuch) 

Since appearing on Peter Gabriel's So album in 

1985 and touring with Gabriel and with his 

own group subsequently, the amazing Sene-

galese singer YOUSSOU N'Dour has amassed a 

following all over the world. He's sung in a va-

riety of languages and dabbled in all sorts of 

pop-related styles to broaden his audience, 

but it's safe to say that what really sells his mu-

sic is the sheer beauty and purity of his 

singing, no matter what the tongue. On the 

surface, N'Dour's latest might seem inaccessi-

ble to a Western audience: It's an entire album 

of Muslim/Sufi devotional songs, with N'-

Dour's voice singing in his native language, 

soaring above an orchestra of strings and a 

wide variety of Egyptian/Arab instruments. But 

it's a very rich and rewarding listening experi-

ence. The music—so full of dramatic swoops 

and hypnotic rhythms—is positively intoxicat-

ing—like a Sufi dance. The blend of strings, 

flutes and hand percussion is exquisite and, as 

always, N'Dour's singing sounds like it's being 

delivered from the heavens. In this case, 

maybe it is. 

Producers: Youssou N'Dour and Fathy 

Salama. Recording engineers: Khalid Ra'ouf, 

Alaa El-Kashif, Segui Niang, Ndiaga N'Dour. 

Studios: Hany Mihanna (Cairo), Mix Studio 

(Cairo), Studio Xippi (Dakar, Senegal). Mixing: 

Philippe Brun at Mrs. Jones Productions (Paris). 

Mastering: Bob Ludwig/Gateway Mastering. 

—Blair Jackson • 
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L.A. GRAPEVINE 

by Maureen Droney 

I'm not a roller coaster fan. Get me on a Big 

Dipper and I'll white-knuckle the bar and 

hyperventilate for the duration. For the 

most part, I'll also keep my eyes squinched 

shut, risking only occasional peeks at the 

scary climbs and drops. Which is exactly 

what I did at the Institute for Creative Tech-

An up-dose view of ICT's technology, built to simulate technologies used to train American troops 

nology's (www.ict.usc.edu) Virtual Reality 

Theatre during the roller coaster portion of 

a film demonstrating ICT's VistaRama tech-

nology It was, sonically and visually a truly 

amazing ride. 

I met with Dr. Chris Kyriakakis, director 

of the University of Southern California's 

(USC) Immersive Audio Laboratory, and his 

team, including sound designer David Mi-

raglia and sound programmer Ramy Sadek, 

who provided a glimpse into the audio por-

tion of a rather extraordinary joint venture. 

Launched in 1999, ICT is a partnership 

between the U.S. Army and USC to develop 

advanced modeling and simulation tech-

nologies to train American troops for 21st-

century missions. ICT is also tapping re-

sources from the Hollywood and video 

gaming communities. The ultimate goals: to 

create experiences so real that "your heart 

rate goes up and you actually perspire" and 

to provide a safer and cheaper supplement 

to large-scale military exercises. 

Scientific exploration often yields con-

sumer goods; after all, Corning Ware and 

Tang were byproducts of the 1960s space 

program. In the case of the ICT audio de-

partment, its significant exploration into 

surround sound may just provide some im-

petus—and some pretty cool software—for 

the professional and consumer audiophile. 

According to Kyriakakis,  immersive audio 

is a tamily 01 technologies related to captur-

ing and rendering sound. The lab, located at 

USC's main campus, focuses on aspects of 

sound signal processing: how it's simulated 

and perceived, how microphone arrays cap-

ture sound direction and how going beyond 

5.1-channel surround enhances the experi-

ence. One of Kyriakakis' colleagues in this 

work, also a USC professor, is Tomlinson 

Holman, best known as TI-DC's longtime 

technical director. 

A main focus of the group's work is 10.2 

surround. "Why 10.2? What's wrong with 

5.1?" asks Kyriakakis rhetorically. "5.1 was 

an afterthought for movies. The format was-

n't based on human perception or require-

ments, but on the space left over after the 

picture on the physical film. 

"The decision of how to use the available 

channels was correct," he continues. "Hu-

-CONTINUED ON PAGE 132 

NASHVILLE 

by Rick Clark 

SKYLINE 

Last month,I introduced some of the wonders 

of my neighborhood: East Nashville. When I 

started gathering information on recording 

happenings in the 'hood, I showed the article 

to several of my musically creative neighbors, 

who quickly added loads of other candidates 

within walking distance. 

Down my street—Forrest Avenue—is a 

club called The 5 Spot. It's a place where all 

sorts of cool acts appear, such as Kenny 

Vaughn, Tim Carroll, Goose Creek Sympho-

ny, Wayne "The Train" Hancock, Walter Egan 

and Blue Mother Tupelo. Late one slow af-

ternoon, my next-door neighbor, Mark "Ser-

gio" Webb, was sitting at the bar when for-

mer Attorney General Janet Reno popped in 

with a friend for a drink and watched a band 

they knew during soundcheck. You never 

know who will show up here, but you aren't 

surprised. 

Every Tuesday night, you can hear Joe 

Venuti- and Stephane Grappelli-style jazz 

courtesy of the Nashville Swing Band, fea-

turing violinist Buddy Spicher. Spicher lives 

right behind The 5 Spot, where he has his 

own recording studio called the Fiddle 

House. Across the street from his studio is 

one of Nashville's classic studios, Woodland 

Studios, where Spicher cut countless ses-

sions when it was a commercial facility. 

Since he first arrived in Nashville in 1959, 

Spicher has been the go-to guy for that ex-

tra something. He was also in the highly re-

garded local "A-list" session player's band, 

Area Code 615. It's Spicher's fiddle that you 

hear behind many famous recordings by 

Kitty Wells, Jimmy Martin and Hank Snow, 

Bob Wills, George Strait, Linda Ronstadt, 

Hank Thompson, Bob Dylan, the Rolling 

Stones and Garth Brooks, to name a few. He 

received the Country Music Association's 

Musician of the Year award in 1983 and 1985. 

I mentioned Spicher to producer and for-

mer Area Code 615 bandrnate Norbert Put-

nam. "Buddy's one of the most creative vio-

linists," Putnam says. "He was the guy who 

got the call when you wanted more than 

what a country fiddler could give you be-
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cause he was so well-versed in pop, rock 

and jazz. He can really handle it all." 

Spicher's Fiddle House studio has been 

the scene for a number of fine projects since 

its opening in 2000. The studio includes a 

Mackie HDR 24-track/96kHz hard disk 

recorder and Digital 8 Bus console. The mic 

collection includes Neumann TLM 103s, 

Audio-Technica 4050s and 4033s, and mod-

els from AKG, Earthworks, Audix and Shure. 

Avalon and PreSonus mie pre's are featured, 

as well as a Yamaha C7 concert grand piano. 

Spicher's sons, Matt and David, and Kurt 

Storey handle engineering duties. Matt 

Spicher's engineering uedits include Johnny 

Cash, Marty Stuart and Pam Tillis, while 

Storey has worked with scores of Nashville 

artists, including the great fiddler Mark 

O'Connor, bluegrass legend Bill Monroe 

and, more recently, the Grammy-nominated 

bassist Victor Wooten. Both of Spicher's sons 

have "mirror" studios in their homes, allow-

ing them flexibility to work on projects out-

side of the Fiddle House while maintaining 

a continuity of methodology. 

When David Spicher isn't producing 

and engineering tracks at the Fiddle 

House, he plays upright bass for Pam Tillis, 

Crystal Gayle, John England and the Gyp-

sy Hombres. 

Recently, the Fiddle House was the place 

where Buddy Spider and Vassar Clements 

(another violin legend) recorded a fine album 

—CONTINUED ON PAGE 134 

Little Hollywood owner and chief engineer Danny Ramsey 

by David Weiss 

METRO 

With 8 million residents, five bor-

oughs and one very large recording 

community, New York City is all 

about togetherness, right? But the 

shifting rules of audio are encour-

aging more and more producers 

here to create their own facility 

rather than depend only on other 

studios. For serious pros and their 

clients, simply sprucing up a spare 

bedroom doesn't cut it anymore, 

but there is more than one way to 

go solo in this town. 

At 26, producer/engineer Britt Myers 

(www.brittmyers.com) is too young to have 

cut his teeth at a large studio but wise 

enough to know that getting his own small 

space in Manhattan's Chelsea neighborhood 

was worth the investment. A deep expertise 

with Digidesign's Pro Tools and some lucky 

breaks early on were just enough to get My-

ers a steady stream of indie record produc-

tion and mixing gigs (Essex Green, Dressy 

Bessy, Palomar), but he knew he had to 

make a move to hit the next level while re-

taining his independence. 

"I actually was working out of my 

apartment in 2003, and it was kind of mis-

erable," Myers admits. "I felt like it was a 

chicken-or-the-egg thing: When do you de-

cide to set up your own 

space? I wanted better 

clients than I had, I need-

ed better clients to get a 

studio, but I needed a 

studio to get better clients. 

I just felt I needed a pro 

environment to get clients 

into that was inviting, 

comfortable and people 

would enjoy working in." 

Myers used the always-

handy Website craigs 

list.org to locate his ap-

proximately 300-square-

foot space, which com-

prises a comfortable control 

room, complete with city 

Producer/engineer Britt Myers combines pro with comfort 

to attract his clientele. 

views and a big leather couch, plus an iso-

lated tracking room—space that was going 

unused by a New York City jingle company. 

"My budget wasn't high," he says. "This 

place was out of my price range, but I made 

it work. I felt that it was important to have 

a space big enough to grow in." 

The gear list is small but carefully select-

ed, starting with a ProControl surface for his 

HD4 rig. "Working in Pro Tools, speed is of 

the essence and the ProControl is crucial to 

all work," he reports. "It's the simple stuff, 

like just being able to mute two tracks at 

once and controlling with the faders. I use 

the DSP editing area, which a lot of people 

don't use, and the channel matrix to select 

mutes and solos. I use every button on this 

thing every day." 

Lately, Myers usually finds himself in a 

traditional recording studio if he needs to 

record drums. "I'm always looking for a 

place to track drums for $500 a day," Myers 

says. "There are six or seven studios where 

I can do that in Brooklyn and a couple in 

Manhattan. If I had the budget to go to a big 

studio to do basic tracks, I would. They're 

more comfortable, the equipment works 

better and there are more amenities, but it 

comes down to if I make more money or 

the studio in Manhattan makes their base 

rate. I'd rather slug it out in Brooklyn." 

It's all part of a professional style that 

gives Myers plenty of incentive to keep his 

clients moving through his growing private 

—CONTINUED ON PAGE 136 
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SESSIONS & STUDIO NEWS 

NORTHEAST 

Keith Richards, Bonnie Raitt, the Neville 

Brothers and Joss Stone were working 

with Sheffield's Remote Recording 

(Phoenix, MD) audio truck in New Or-

leans to record a high-definition release 

for Bottom of the Ninth Productions...Jazz 

pianist Michel Camilo was at New York 

City's Avatar Studios recording a self-pro-

duced solo record in 5.1/DSD with Rob 

Friedrich at the board and Peter Doris as-

sisting. Meanwhile, producer Arif Marlin 

was working on Queen latifah's latest al-

bum with engineer Michael O'Reilly and 

Brian Montgomery assisting...Masque 

Sound Recording Studios' (NYC) John Kil-

gore mixed composer John Adams' memo-

rial to New York City and those lost in the 

9/11 attacks called On the Transmigration 

of Souls. The CD will be released on the 

anniversary of the attacks, and was writ-

ten for performance by the New York Phil-

harmonic...Jive Records artists had heavy 

presence at Sound on Sound Recording 

Studios (NYC), pairing rap artists Petey 

Pablo and Ciara with producer Lil Jon, 

Mobb Deep with engineer Steve Sola, 

Twista with engineers Nick Cannon and 

Brian Stanley, and Rasheeda with produc-

er Shondrae and engineer Stanley. 

The Ji Project 2004, to be released this fall, was the result of sessions at 

Kosmic Music Studios (Chennai, India) with (pictured from left) drummer 

Pepe, producer Carlos Rodriguez, producer Mr. E, producer/engineer 

Adam Kagan, Kosmic Music's Ananda Gun i and producer Enzo Buono. 

Mixing was completed by Kagan at Persona Music (Burbank, Calif.). 

SOUTHEAST 

Gloria Estefan, husband 

Emilio Estefan and world 

music engineer/mixer Se-

bastian Krys were in at 

Crescent Moon Studios 

(Miami) tracking and mix-

ing her newest album, Un-

wrapped, using the stu-

dio's new ATR-102 analog 

recorder, bought specifi-

cally for the session. The 

project was mastered by 

Bob Ludwig at Gatewaj 

Mastering (Portland, ME)... 

Country group Diamond 

Rio were at Cartee Day Stu-

dios (Nashville) with pro-

duction duties handled by 

Mike ame and engineer-

ing by Mike Hanson. Missy 

Elliott was in to tape for an 

upcoming TV show, while 

Lynyrcl Sicynyrd's Johnny 

Van Zant and .38 Special's 

Donnie Van Zant were in 

tracking with producers Blair Daly and Torn 

Bainbridge; Ben Fowler engineered.. Quad 

Studios (Nashville) hosted enduring country 

artists The Nitty Gritty Dirt Band to finish 

overdubbing and mixing their latest release 

for DualTone. Behind the board were John 

Macy and Marc Lacuesta...Singer/songwriter 

Moe Loughran was in with producer John Pis-

ciotta, engineer Patrick 

Kelly and assistant engi-

neer Ben Terry at the 

Sound Kitchen (Franklin, 

TN) working on her 

new album, Songs From 

the Barbwire, to be re-

leased this summer... 

Roots-rockers Carbon 

Leaf were at Kitchen 

Mastering (Chapel Hill, 

NC) making final 

tweaks to their Van-

guard release, Indian 

Summer, with engineer 

Brent Lambert. Drum-

mer and former mem-

ber of Ben Folds Five, 

Darren Jesse, finalized 

the debut release with 

his current band, Hotel 

Lights, while Durham, 

N.C.—based bluesman 

COAST 

The Backstreet Boys were in The Village's (West LA.) Studio D tracking and 

mixing with producer/engineers Andy Goldmar*. Pablo Mugia, David 

Thomas and Tony Sheppard, assisted by Ghian Wright. Pictured (L-R): Howie 

Dorough, Nick Carter, Ai. McLean, Brian Liftrell and Kevin Richardson 

Cyril Lance was in mastering his live CD, 

Live From the Outskirts, with Lambert at 

the board. 

MIDWEST 

New York—based indie pop quartet The 

Damnwells (Epic) were in at Chicago's Mil-

lion Yen Studios working on follow-up ma-

terial for their 2003 release, Bastards of the 

Beat...The Chicago Recording Company 

(Chicago) hosted director Steven Soder-

bete and producer Jerry Weintraub in Stu-

dio 4 to shoot scenes for the upcoming film 

Ocean's Twelve. The session included actors 

Don Cheadle and Andy Garcia, and studio 

engineers Dennis Tousana and Mat Lejeune, 

who were on-camera as extras. 

SOUTHERN CALIFORNIA 

In at West L.A.'s The Village were Slipknot 

tracking and mixing their latest release, Vol- 3: 

The Subliminal Verses, with producer Rick Ru-

bin (the Red Hot Chili Peppers, Johnny Cash), 

engineer Greg Hdelman and assistant engineer 

Dan Monti. Meanwhile. Jimmy Jam and Terry 

Lewis were in with Usher to work over tracks 

for his now chart-topping CD, Confessions. • 

Send your session news to hjohnsoneprime 

diabusiness.com. High-resolution photos 

encouraged! 
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LA. GRAPEVINE FROM PAGE 128 

man perception, in terms of differentiating 

direction, is better in the front. If you're go-

ing to have five channels, three in the front 

and two in the back make sense. But it falls 

short as we expand the field of hearing to 

complete surround. With 5.1, you can't get 

up and walk around. You also can't have 
sound travel seamlessly from, say, front-left 

to rear surround-left because there's a big 

gap right at 90 degrees—the boundary of 

front and back perception." 

The bottom line, states Kyrialcakis, is that 

humans can perceive astronomical numbers 

of sound channels—theoretically. But in a 
practical sense, after 10.2, more channels 

probably have diminishing returns. "Audio 

today at a 24-bit sampling rate exceeds the 

human range of perception," he notes. "And 

in tests, the farthest frequency I've seen my 

students be able to hear is 24 kHz. So even 

given that you want to make sure filters work 
correctly, you really don't need much more 

than 48 kHz. Our point is, don't eat up the 
space available with things that don't make 

a difference. Eat it up with more channels!" 

Keeping the basic 5.1 front setup of left 

and right at 30 degrees, 10.2 adds left and 

right wide channels at 60 degrees to increase 

lateral reflection, making with the center 

channel five channels across the front. The 

surrounds at 110 degrees remain the same 

as in 5.1. A back surround channel equals 

eight channels in the horizontal plane. Add 

two "height" channels—as high as possible 

in the room—and you've got 10. Splitting the 
subs (the lows from the speakers on one 

The Wirordz of Oz are Liz Hooper (I) and Andrew 
Bojanic—transplants from Australia 

side to one sub and trom the speakers on 
the other side to the other sub) makes 10.2. 

The 10.2 surround system at ICT is re-
markable. The integrity of mixes, unlike with 

5.1, was maintained even when I walked 

around the room. I listened "outside the 

box" to a 10.2 version of a Shakespeare play, 

some Herbie Hancock mixes and particular-

ly enjoyed the opportunity to experience 

Handel's Messiah from different perspec-

tives in an auditorium. The team also 

hooked me up with a head mount so I could 

stumble my way through an interactive, im-

mersive army-training scenario. That was in-

tense. The scene changed as I walked and 

turned my head, and sonic cues were a huge 

part of the experience. 
The team is working on a patent-pend-

ing method of synthesizing and filtering 
sounds to re-create different acoustic envi-

ronments for multichannel playback and 

panning, and systems that, triggering from 

3-D graphic coordinates, drive sounds over 

10 channels of audio. 

When I turned off of busy Woodman Av-

enue onto a charming tree-lined Sherman 

Oaks side street, it actually seemed a bit like 

small-town Kansas. But as it turns out, I was 
projecting in the wrong direction. There to 

visit up-and-coming production team The 

Wizardz of Oz (aka Andrew Bojanic and Liz 
Hooper,www.worldsend.com/wizardz.html), 

I soon learned that "Oz," in this case, actually 

refers to their native Australia. 

A dynamic duo with an infectiously up-

beat attitude, the Wizardz are a fun hang, an 

—FROM PAGE 40, RECORDING BASS 
Next, the basics: "For logistical reasons, 

it's great to plug in a DI and get moving 

quickly," Powers affirms, "so that every-

body's energy is happening. But when I'm 

producing or when there's time, I like to use 

DI and amp and I try not to premix them to 

the same track." Power's current favorite DI 

is an Aguilar DB 900 tube model. "[Aguilar] 
also makes a bass preamp [the DB680]," he 

notes, "a two-space, rackmounted, multi-

tube stage preamp. It's line-level out, which 
makes life easier. I now bring that and the 

Aguilar DI everywhere with me." 
A proponent of "less is more" when 

tracking, Power argues for the virtues of 
transparency. "My sound is the sound of 

the artist; I try to see how little I can get 

away with. I put the signal into a DI, pick 

whatever preamp is around that's good or 

use the Aguilar, and I almost always put a 

compressor in-line." 

For bass MiCS, Power grabs Electro-Voice 
RE20s, Neumann FET 47s and AKG D-12s— 

not a D-112, that's too midrange-y"—with 
just one mic on a cabinet. "There's usually 
not the luxury of time to mess around with 

mic placement," he explains. "If you want it 
a little brighter, move it toward the middle. 

A little darker, move it toward the edge. Tilt 
it away and see what off-axis sounds like." 

For preamps, Power reaches for Neves, 

"which tend to be a little darker. I also have 

an Avalon 2022, a dual-channel mic pre with 

a couple of Dis on the front, which is very 

even and smooth throughout the range. For 

compression, I usually pop in my Distressor 

because it's so adaptable. A lot of guys like 

dbx 160s on bass, but during tracking, I find 
them a little severe. And while 1176s are 

great, you've got to be careful: Without too 

much trouble, you can make one sound re-
ally uncomplimentary to the player. You can 

do that with a Distressor as well if your en-
velope characteristics are wrong. An attack 

that's too fast or a release that's too slow can 
take all the life out of a part." 

He continues, "Another thing you have 

to be aware of is losing frequency re-

sponse. Compression can suck some of the 

bottom out. It's a problem because you 

want to control the bottom and keep it tight 
and consistent. Overall, how you use some-

thing is more important than what you use. 
That said, I have a Tube-Tech CL1B, which 

I love and sounds really good on electric 
bass. I also have a couple of Pendulum 

variable-mu compressors, a 6386 and an ES 

8, which pretty much sound good every 
time. And for rock stuff, a dbx 165 is great. 
Actually, bass is one of the few things that 

sounds good in it. I always push in the Au-
to button." 

What about plug-in signal processing? 

"I've gotten over my prejudice. That said, 

compression is one of the things that plug-

ins do the least well. Time-based effects 

and EQ have gotten better and better in 
plug-ins, but I still find analog compression 

is better for bass." 

Power's advice: "Spend time learning 

your gear. Beyond that, sit back and listen 
to the music and not the engineering. It's 

a damning acuity when you spend all your 
life listening really intently and specifically 

to the sonic side of things. Be careful that 

it doesn't min your understanding of music 

on a broad level." • 

Maureen Droney is Mix's Los Angeles editor 
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attribute that the artists they work with seem 

to appreciate. It's a diverse group: In their two 

years in LA., they've amassed production 

credits with the soulful Keaton Simons 

(whose single, "Cunently," from the EP of the 

same name, is garnering major buzz in L.A.), 

co-writing a song for Ricky Martin, produc-

tion for Maverick's Lillix, Elektra's The Troys, 

Sony Columbia's dance hall artist Triniti and 

(with fellow Aussie Charles Fisher) on Olivia 

Newton-John's Duets, as well as a TV theme 

for an upcoming Nickelodeon/WV program. 

The Wizardz had already paid a goodly 

chunk of dues Down Under, where, togeth-

er and separately, they gigged in a succes-

sion of bands while hustling writing and 

production work on the side. They're multi-

talented: Bojanic plays guitar and keyboards 
and is a programmer and recording engi-

neer; and Hooper, a vocalist who plays key-

boards, bass and violin, has a degree in jazz. 

It was respected Los Angeles-based 

manager Sandy Roberton who advised that 

writing and producing for others was the 

path to focus on. "We sent him some songs 

he liked and it was, 'Drop what you're do-

ing. I've got some ideas for you,'" recalls 

Hooper. "It was great because we'd always 

wanted to come to L.A." 

It was also Roberton who, upon their ar-

rival, hooked them up with red-hot produc-

ers The Matrix (Avril Lavigne, Christina 

Aguilera, Liz Phair), who put the Wizardz to 

work. "Andrew started programming for The 

Matrix, I did a lot of backing vocals and we 

did some co-writes—all the odds and ends 

that needed doing," explains Hooper. "It 

snowballed from there." 

"It's a funny thing about Australia," mus-

es Bojanic. "There's amazing talent there, 

but no real support network. That's why so 

many Australian artists are being signed by 

American labels. You basically have to go 

there, find them and bring them back here. 

Australia is a great place to nurture talent, 

but there's no way to get to the next level." 

"The population is so small that it only 

takes 75,000 units to go Platinum," Hooper 

points out. "Most of the live music gets per-

formed in pubs. If you're a struggling Ft&B 

or hip hop artist, there's no method of get-

ting your music out there." 

Now, with credits under their belt and a 

publishing deal with The Matrix/BMG, the 

Wizardz are developing talent on their 

own, co-writing and/or producing for 

Arkansan neo-soul vocalist Ivy Levan, 16-

year-old pop singer Angel Faith, L.A. teens 

the Valli Girls and OC hard-rockers Dumb 

Luck, among others. 

Pro Tools 5.0 suits their composing and 

recording needs; Hooper edits with an Mbox 

and Pro Tools LE system. Upgrading to HD 

will have to wait as they've been collecting 
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guitars instead, including some recom-

mended by friend Matt Ferguson at Gibson. 

"It's what goes into the box that counts," 

states Bojanic. "We've been spending mon-

ey on great guitars, good amps and some 

vintage API outboard." 

A favorite recording chain is a RODE (that 

Aussie thing again!) or a BLUE Bottle mic 

through an Avalon 737 preamp into an API 

525 compressor. Other fave tools are Native 

Instruments' B4 own module and Battery 

drum sampling software. A huge homemade 

sample library gets plenty of use, but live 

recording remains at the heart of Wizardry. 

"So many artists need somebody in their 

court to help them be the best that they 

can," says Bojanic. "Currently, labels can't 

afford to do very much in the way of de-

veloping talent. That's where we fit in. It's 

what we love to do." 

E-mail maureeruironey@aol.com with your 

L.A. stories. 

NASHVILLE SKYLINE FROM PAGE 129 

called Runaway Fiddle for the OMS label. 

Just half-a-block away in a house on For-

rest Avenue is engineer/producer Jordan 

Richter's two-room facility with full tracking 

rooms and lounge called Roswell East Stu-

dios. Upstairs is a mix and overdub room 

run by engineer and Nuendo expert Steve 

Mabee. Both rooms are built on the Stein-

berg Nuendo software and hardware and ac-

commodate all Pro Tools clients. The main 

tracking room showcases a refurbished 

Neotek Series III and an MCI JH-16 2-inch 

16-track. Main room monitors include Mey-

er Sound HD-ls and Yamaha NS-10s pow-

ered by a Bryston 4B amplifier. In addition 

to a wide array of outboard gear, Richter is 

also proud of his large collection of pedals, 

guitars, amp heads and cabinets, making it 

an ideal studio for rock recordings. 

Roswell East's client list has included 

singer/songwriter Matthew Ryan, Sixpence 

None the Richer, the Legendary Shack Shak-

ers and pop/rocker Neilson Hubbard, as 

well as Ginny Owens, Margaret Becker, 

Steve Hindalong, Regie Hamm and others. 

"This neighborhood has been exploding 

with business within the last three years," says 

Richter. "We're one block from the best cof-

fee shop in the city, and between one block 

and one mile are some of the best restaurants 

and bars in town. There are great art galleries 

within an easy walking distance and an over-

all creative vibe to the whole area." 

Two streets over on Ordway is Brent Tru-

itt's Le Garage. Truitt is one of the city's most 

134 MIX. August 2004 • www.mixonline.com 



highly regarded multi-instrumentalists, pri-

marily on mandolin. During the years, he's 

toured with the Dixie Chicks, Dolly Parton, 

Alison Krauss, Vassar Clements, John Hart-

ford, Holly Dunn and Jon Randall. As a pro-

ducer and engineer, Truitt's credits include a 

Grammy for engineering Riders in the Sky's 

Monsters, Inc. and Woody's Roundup—Toy 

Story 2, both for Disney/Pixar. Truitt also 

recorded the music for Birds on a Wire, the 

Oscar-winning short film that was featured 

before Monsters, Inc. He also recorded and 

performed on the soundtrack for the HBO 

movie The Grate. 

This year, Truitt engineered and co-pro-

duced guitar great David Grier, did engi-

neering for an upcoming Nitty Gritty Dirt 

Band CD, mixed the new release by blue-

grass group the Lonesome River Band, and 

produced several bluegrass and Americana 

projects for various labels. 

"The artistic community in East Nashville 

has gotten huge in the last few years," says 

Truitt. "There are more songwriters, young 

country stars and management-type folks in 

the neighborhood. There are little studios 

everywhere. This seems to be the area of 

Nashville that musicians are drawn to, and it's 

not because of the cheap housing anymore. 

Maybe it's the sense of community or the feel 

of an old-fashioned neighborhood. Or it 

could just be the Bongo Java Coffee Shop." 

A short walk from Truitt's Le Garage is a 

several-block dump of unique Spanish Mis-

sion-style homes called Little Hollywood, 

where numerous music folks call home. At 

1804 Lakehurst Dr. is little Hollywood studio, 

which has been owned and operated by Dan-

ny Ramsey for the past seven years. It's the 

former home of Marty Robbins, who bought 

it hum Grady Martin, one of Nashville's top 

session players in the '60s and "70s. 

"I'm a one-man studio, and my past work 

and word of mouth have kept me self-em-

ployed," says Ramsey, who worked as a 

mastering engineer for many years. "Work-

ing in Nashville for so long, I've gotten to re-

ally know the styles and strong points of the 

local musicians and vocalists. The ultimate 

rush for me is to bring in people on a proj-

ect who I believe in and watch the whole 

thing come together." 

The week I bopped over to the studio, 

Ramsey was involved in a session with Dave 

Roe (bassist for Dwight Yoakam), Chuckle 

Burke (Little Milton drummer), Mike Holmes 

(T. Graham Brown keyboardist) and Larry 

Hanson (guitarist for Alabama). Brent Mason, 

one of the most highly regard guitarists in a 

city flooded with them, has been a client of 

Little Hollywood, as have Walter Egan, Victor 

Wooten, Ronnie McDowell, The Jordanaires 

and players like Bobby Keys, Jeff Cease, Al-

bert Lee, and DJ. Fontana and Scotty Moore. 
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The fact that I can't walk a block from 

my house without encountering some-
one that speaks the language of music, 
art and recording is a real blessing. The 

interesting thing is, I know that folks in 

Pictured from left: Roswell East's engineer/producer Jordan Richter, Starlight Drifters producer/guitarist 

Chris Costello and guest vocalist Kenneth Brian 

Sylvan Park, Inglewood, Madison, 
Goodlettsville and a number of other 

places around the area would probably 

have much the same enthusiasm for the 
scene as I do. I'm certain I'll be hearing 
from them, too. Hey guys, I'll get to you 

in the coming months. 

Send your Nashville news to MrBlume@ 

nuw.cont. 
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practice rather than larger recording stu-

dios. "My path doesn't cross with them that 
much these days," he says of the larger fa-
cilities. "I do pretty much everything on my 

own. I think a lot of young engineers try to 
go to big studios to try to get work, but my 
philosophy has been to go to clubs to get 

work. That's where everything is going on." 
The more seasoned producer/engineer 

Patrick Dillett (www.patrickdillettcom), 

whose recent credits include David Byrne, 
They Might Be Giants and Arto Lindsay, 
found a decidedly different way to fly his 

plane. Rather than steer clear of an estab-

lished recording studio, Dillett walks into 
one every day—ICampo Studios in Manhat-

tan's NoHo district—and then goes straight 

to Studio B, which he's operated independ-
ently for two years. Bryce Goggin at Trout Recording a converted metal/wood shop in Brooklyn 

Dilien's Kamp° residence is just one ex-
ample of a growing trend that sees New 

York City facilities leasing out their smaller 

rooms to high-traffic producers in hopes that 
visitors will also need their larger studios as 

projects proceed. "Many of the artists I work 
with now just can't afford to spend any rea-

sonable amount of time in a major studio," 

Dillett observes. "But so much of what is 
done to make records now can be done 
without a physically large space. I was sur-
prised, myself, at what proportion of a 

record I could do here with just a vocal 
booth and a Pro Tools setup. Apart from 

large-scale live tracking, just about anything 
can be done here." 

The spacious and relaxed-feeling 500-

square-foot room, featuring Dillett's mouse-

driven Pro Tools rig and supplemented by 

an iso booth, has so far lived up to its prom-

ise, helping out Dillett, his clients and Kam-
po simultaneously. "The key about it here is 

the flexibility of the ownership," he stresses. 

"Give me some time and I can attract more 

and more clients to this studio, and you'll 
make more money than if you were just 

waiting for bookings. They had this space 
empty for a while; it would have been ex-

tremely expensive for them to turn it into a 

traditionally designed room. But for a hom-
ey edit-mix-and-hang, it surprised me. It 

sounds completely good in here." 

With what he's saving on real estate, Dil-

len is sure to put back in with the right gear 

for the room. "The mic pre's and EQs are 
API, Avalon, SSL—all of that is important. If 

you're going to work in a space like this, 
there's no excuse not to have something to 

get sound into the machine in a quality fash-
ion. If everything you're going to record in 

here will go through just four or five mic 
pre's, some of them should be good!" 

Besides needing to go downstairs to Kam-

pos Studio A to record drums, DiIlett also 
must leave his room for 5.1 mixing. 'There's 

a surround room down the hall," he says. 

'They have a technical acoustic advantage, 

and I'm more than willing to pay for a great 

room to do a surround mix. It's also good for 
having a critical-listening environment." 

By getting creative with a solo working 
situation, Dillett found that he's been able to 
get more creative with his work. "I feel like 

I'm more willing to experiment and try new 
things now," reflects Dillett. "The ability to 
try something and not have to worry about 
wasting time and money has been pretty lib-
erating—there are a lot fewer restrictions." 

,• V.% 
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Then again, you can always head to 

Brooklyn, get a nice big space and start from 

scratch, like producer/engineer Bryce Gog-
gin (Phish, Pavement, Elliott Sharp). In addi-

tion to Pro Tools I HD, Goggin had a Neve 
8028 console and a large collection of gear 

that needed a home. "I enjoyed working in 
my own space more than working in other 

recoding studios and, economically, I wasn't 
getting the major-label work that I had been 

early on," Goggin says. "So here I could work 
with other artists, not be dependent on ma-
jor labels and I could float the rate, depend-

ing on the funds for the project." 
Goggin's space (www.troutrecording 

.com), a former metal/wood shop, may not 

be aesthetically pretty, but unlike Myers or 
Dillett, he doesn't have to go out-of-house 
for anything. "I do the whole nine here," he 
says. "I needed a minimum of about 1,200 
square feet to take a band in. This is Brook-
lyn, so everything is driven by the width of 
a building. You need space to fit the console 
and also for no standing waves. I felt like any 

other parameter, besides square footage and 

ceiling height, I could manipulate afterward." 
Goggin maximizes the room's value by 

having it double as an instrument storage 

space for his associates. "People have an 
understanding that if their gear is here, it 

will get used and respected. The B3, the 
Moog are part of this collective space so that 
when clients come here, it's this fluid, cre-
ative environment instead of bending over 

backward to get or rent instruments. It's a 

great savings, but it's also a great thing to 
come to a recording studio and have a 

palette to draw from." 
In New York City, having your own stu-

dio doesn't necessarily make you a studio 

owner. For a gearhead like Goggin, it's just 
a means to keep your fingers on the faders. 

"To me, this is just a logical extension of a 
home studio for someone who wants to 

work on a grander scale," he states. "I'm 39 
years old with a wife and kids, and I still want 

to make music. This scales back the eco-

nomics, so I can make as much P"ing noise 

as I need to and still move forward." • 

Send your Metro news to david@ 

dwords.com. 

CONGRATULATIONS! 
Congratulations are in order for a couple of 

New Yorker3 in the Mixfamily, each of whom 
welcomed a wee audiophile into the world 

recently. Former New York editor Paul Ver-

na and his family saw the birth of their sec-

ond child, Alex, in May. Not to be outdone 

were current New York editor David Weiss 
and his wee, Linda, whose son, Broderick, 

was born on May 30. Way to go, gentle-

men!—Eds. 
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-FROM PAGE 82, REMOTE SYSTEM CONTROL 

granuned it—by plugging it in and hitting 

one button—to continuously transmit. So if 
I go out of range, when I come back in, it 

handshakes and you start right back up." 

The Bluetooth link is now fully integrated 

into Crossroads' inventory, usually connecting 

Spoto's trusty Dell laptop to a dbx DriveRack 

480 and Behringer digital crossovers. 

But what about interference? If Bluetooth 
takes off in the U.S., as it already has in Eu-

rope, won't that put Bluetooth in the same 

bind as WiFi? Perhaps, but that's not likely 

for some time. Unlike WiFi, Bluetooth was 

designed flour the outset for multiple densely 
packed applications. It uses the same fre-
quency-hopping, spread-spectrum technol-

ogy as 2.4(3Hz wireless phones, which is 

highly immune to interference. As the inter-

laced signal randomly hops across 72 chan-

nels, spurious non-handshaking signals are 
basically dismissed as background noise. 

True, there are some limits to what 

Bluetooth can do. For one, you can't plug 
in directly to a TCP/IP network, which 

makes it less suitable for complex applica-
tions. And expanding the operating range 

significantly beyond 100 meters is highly 
dubious at this point. 

Still, Spoto does not report any problems 
working in and around the larger venues in 

Dallas, including tuning the lawn system at 
the Srnimoff Music Centre amphitheater and 
tweaking delays in the largest hall at the 

city's sprawling convention center. Even an 
intervening wall or two does not seem to 
cause any problems, he maintains. 

WHY WAIT? 

hcthcr using the Bluetooth or WiFi route, 
anybody can now get in the game for well un-

der $500. That means regional sound compa-
nies, corporate A/V providers and even some 

clubs and churches can start fine-tuning their 
systems from any seat in the house—one 

more excuse for bad sound biting the dust. 
"Now it's a tool everybody can use," says 

Spoto, who already has started spreading the 

word via the DriveRack Web forum. "It's 
ubiquitous, off-the-shelf tech- ---
nology, which is always the 

best technology in my book." 

Bruce Botgerson is principal of Wavelength 
Communications. His first stoty for Mix ap-

peared in the September 1979 issue. 

THE FAST LANE  

-FROM PAGE 26, I CAN SEE FOR MILES 

Yamaha's profoundly insulting and abusive 
"tech support") infuriating to say the least, 

and so I was forced to return it before I shot 
it. But even as I felt profound relief at its de-

parture from my life, I missed the sweet 
somethings that it had whispered in my ear 

during our insufferably long weeks together. 

Ah, hell. Let the next guy deal with it. 

ROLAND FANTOM X8 

Worst-sounding of the three. Not bad-

sounding at all, just not real at all. But it's a 

freakin' blast to use. It is intuitive, straight 
up, unbelievably versatile, has more fea-

tures than most large cities, and to top it off, 

it has more cool problem-solving tricks and 
friendly shortcuts than I would have thought 

possible. Every single thing I thought of try-
ing, every weird routing path or modulation 

twist I could think of, it did. Easily. And then 
it offered 20 new ones that I had never 
thought of. 

The color screen is blinding but very 

cool. You can even load your own pictures 
as backgrounds. This is of course totally crit-

ical for proper operation. I loaded inspiring 

underwater pix from a recent dive trip and 
my music got much better. 

The way instruments are categorized is 
excellent, and you have several different 
methods of surfing them, as well. The 16-
track sequencer, 16-track voice layer mixer 

and its other tricks make building voices, 
songs and final demos a breeze. It's all very 
good. 

Every button on the Fantom X makes 

sense and there are a lot of buttons. A Shift 
key modifies functions exactly as you hope 

it would. And speaking of buttons, this 
synth sports a unique and very usable back-

lit silicon-rubber velocity- and pressure-sen-
sitive keypad for drums, favorite function 

shortcuts and more. Also very well-designed 

and clever enough to make you smile. Ac-
tually, the Fantom X made me smile more 
than any instrument I have run across in a 
decade. 

Buttons flash and dance in ways that 

could be distracting to the less-disciplined 
keyboardists out there, but it assures that 

you know what is going on with a fast 
glance. The screen's use of color ranges 

from gratuitous to genuinely informative 

(record-armed tracks say so, in red). 

Digital I/O is 44.1k S/PDIF and storage 
is a PC card slot. (I use a little universal 

adapter that lets me save to CF, Memory 

Stick and SM.) A single USB port talks to 
your computer, and excellent editing soft-
ware is provided for both Mac and PC. 
Thank you! 

There are four expansion slots, and they 
have a boatload of cards for them. 

One of Fantom X's main limitations was 

raw power. I would often run out of effects 
before I had completed my planned voice. 

Voice realism was another area of rela-

tive weakness. Pianos had less dynamics 
and were a bit thin at the bottom and reedy 

and static in the midrange compared to the 
Yamaha. And strangely, there is a clearly au-

dible lack of finesse when velocity-switch-

ing between layers in both acoustic and 
electric pianos. Even weirder, the Wurlitzer 

exhibited the strange habit of never coming 
off a hard hit. By this, I mean if you ham-

mer a key to get that overdriven growl and 

then hold the note, it just keeps on growl-

ing instead of calming down after a half-sec-
ond or so as the real instrument does. Un-

fortunately, this produces a sound much 
like a Farfisa organ. This left me remem-
bering Italy, but baffled. 

Along the same lines, their new monster 

acoustic piano is, for some reason, half-

damped at best. Hit and release a note and 
it keeps on playing. So strange. It's as if 
there are many programming mistakes— 

things that are just incorrect. I can't figure 
it out. 

But then, the Fantom X makes the best 

blues harp through a guitar amp via a crys-
tal mic that I have ever heard from any 

synth. Go figure. I think the patch is called 
Blue Bullet. 

Oh, yes. There is a very nice multiband 
mastering compressor onboard. 

For me, this was the most intuitive synth 
of the lot, and certainly has the most (and 

the brightest) lights. It is a true joy to use 

and can expand beyond rational need, but 
is weak in raw power and voicing. It is the 
antithesis of the Yamaha. 

KORG TRITON EXTREME 88 

Well, now. Having listened to the older Mo-
tif, Fantom S and Triton to get a basic foun-

dation while waiting for the ES, X and Ex-
treme to come out, I had frankly dismissed 
the Triton and had no intention of audi-

tioning the Extreme. This just wasn't in the 

same league. It was behind the others in 
features, sample ROM and sound. In fact, I 

was getting ready to send this column in, 

comparing the three-month-old Motif ES 
with the three-day-old Fantom X, when I 
happened to be in a music store on the day 
the Triton Extremes came in. 

When I heard it, I did an auditory dou-
ble-take. I only had eight minutes before the 

store closed and I had trouble waiting until 
I could get one the next day. 

Now, this is not the ultimate keyboard. 
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THE FAST LANE i  

It was, however, surprising enough on 
many levels. 

To start with, it fell between the Yamaha 
and the Roland. Not in the middle, though. 

The acoustic and electric pianos sound 
very good and, just as important, behave 
properly, unlike Roland's. The acoustic gui-

tars are quite good, as well, even without 

all the pull-offs and velocity-controlled liar-
monks that the Roland offers. Just about 

every voice was considerably more accurate 

and much more correctly assembled. 

And the overall sound? The Triton Ex-

treme can be by far the grungiest, dirtiest, 
most organic of the lot. In case you are un-

clear as to my meaning, this is a good thing. 
It sounds physical. Even my sterile and cold 

friend agrees with me on this: It is warm. 

And warm brings up the Triton's weird-
est and perhaps best feature. This 2004 
touchscreen digital sampler keyboard has 

a tube. One lonely little 12AU7 over on the 

left end proudly, if not ostentatiously, pok-

ing out under a clear plastic bubble. At first 
I decided that this alone was reason 
enough to dismiss the machine as a joke 

without even listening to it. I did not need 

a fake tube circuit in my life. I gota me real 
tubes. 

I mean, the heater doesn't even glow or-
ange. They have a blue LED under it so that 
some light comes out when it is on—but it's 

blue light. 

But then I turned it on. Minrrun. Soft, 
round, fat. I use it on every organ voice and 
half of all the others. This tube is not just a 

gimmick like most of the other low-voltage 

tube effects out there; it actually does real 

nonlinear tube stuff at low voltages. (±24 

volts is the current theory.) It's good. 
This thing makes a credible B3/Leslie 

combo right up there with the Yamaha, 
though totally different. The Motif's Leslie 

has dirty contacts and a blown tweeter— 

just the way I remember them. The Tri-

ton's Leslie is in better physical shape, but 
the power tubes have a lot of hours on 

them and are getting a bit soft. Very nice. 
Both have most of the wood on the bot-

tom left side split and peeling. Too many 

spilled beers and dolly dings, I guess. 
So. as far as sound, the Triton Extreme 

does fall between the other two, but much 

closer to the venerable Yamaha. And it does 

all that cool tube-distortion stuff that noth-
ing else does. 

And the user interface falls between the 

Yamaha and Roland as well, but in this case, 
much closer to the Roland. 

Navigation is rational, and easy to learn 
and remember. It feels more American, if 
that means anything to you. Americans 

were involved on many levels, so I guess it 
thinks more like I do. 

Graphics are flat and business-like, as op-
posed to the Roland's Las Vegas-style blind-

ing (but fun) animated flash, or the Yamaha's 
1958 one-pixel on/off micioscreen. 

Everything is there, some in real controls 
and some on the touchscreen. Cool, but it 
takes getting used to. I wish it was color and 

tilted up like the Roland. Korg does have a 

color touchscreen in a different composer 

keyboard. Too bad it isn't in this, as well. 

Analog outputs abound, and digital I/O 

is optical (ground loop-free) but strangely 

48 kHz. But, 48 has been a Korg tradition 
for quite some time now. 

One caveat: Due to the core technology 

that the Triton Extreme evolved from, it 
can't do 128 notes of any single voice like 

the other two can; it only does 60 from one 

source and 60 from another. You decide if 
this is a problem. 

This is the loudest synthesizer in the his-

tory of man. I'm guessing that the line out-

puts deliver somewhere around 2,500 volts 
RMS. You hit a good Wurlitzer chord and 

sparks damn near fly out the jacks. The ear-

phone jack is on thefront, where it belongs. 

This may in fact be a safety feature, given 
the 2-kilovolt line outs on the rear. 

Lots of switch and pedal inputs, and 
two USB connectors: one for a drive and 

one for a computer. But no editor or li-

brarian software. Korg relies on several 
third-party sources for this, and I found no 
Mac stuff at all. 

It talks to a CF card, but Korg insists that 
you have to totally power-down the key-

board to insert or remove it. 

There are only two hot-rod mods you 
can do to this machine: more sample mem-

ory and their MOSS synth card. Doesn't 

seem like much, but this thing might not 
need much. 

So. Its sound is close to the Yamaha, its 

interface close to the Roland. While this is 

not the best of either, it is in fact the best 
combination, and for my money, this is the 
winner. 

FINALLY, THE END 

In closing, I want to thank Washington Mu-

sic Center for their decades of support and 

friendship. This is where most of the gear I 
review comes from—though it remains to 

be seen if they will let me in the door after 
this. 

Next month, Part 3, The Beginning of 
the End: soft synths and samplers. • 

&sr is happily snapping off guitar nails as 
he bangs on weighted Km?? keys. 
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We offer completely custom DAWs and the turnkey solutions. 

WAi 

Croatty First 

•••' 
Sruolo 

TECHNOLOGY 

11111 

M-AUDIO 

iifl*IVE INSTRUMENTS 

IN MONSTER CABLE cakewalk 

Shop Online or in our Stores 
for over 6,000 PC Products 

at LOW PRICES 

AMD Intel. 

premier 

www.centralcomputer.com 
3 Retail Stores in Silicon Valley 

3777 Stevens Creek Blvd., Santa Clara CA 95129 Tel:(408)248-5888 
837 Howard Street, San Francisco CA 94103 Tel:(415)495-5888 

5990 Mowry Ave., Newark CA 94560 Tel:(510)793-5555 

CDs FAST! 

telephone number 800- 964- DISC 

fax number 714-704-1733 + newsongmedta.com 
• Limited time offer. Please call for details 

THE SAN FRANCISCO CHAPTER OF THE RECORDING ACADEMY' PRESENTS 

Saturday, August 14, 2004 
San Francisco 

FOR MORE INFORMATION 

415.749.0779 

sanfrancisco@grammy.com 
www.grammy.com/sanfrancisco.aspx 

POST-VI NYL 
FROM THE STUDIO TO THE STAGE 

A GRAMMY' Professional Development Event 

FOR DANCE & ELECTRONIC MUSIC PROFESSIONALS 

Producers' Workshop 
10 a.m. — 5 p.m. Pyramind 

Keynote, Pane, Artist Demos, 
Hands-on Workshops. Top Manufacturers 

Networking Reception & After- Party 
8 p.m. — 2 a.m. Studio Z 

Live Performances, Listening Lounge 

142 MIX, August 2004 • tvww.mixonline.com 



IVIALIMIKETIPelL.ALICE 

FREE CATALOG or 
CUSTOM QUOTE 

all under one aeon 
deal direct & 

eMPLear-i Vic Kiziedicclicm 

&amides Putedicatiemn 

eamtryaititt each age 

Viitd iKastaccin9 

graisitic3 and Ptintin5 

Toll www_tandemusic.com 
irm uu OUTSIDE THE US CALL 631-r44-0800 

You'll Hear & Feel 000* Mig et 9155 
the Difference 

Anyone who has heard it knows... 

VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier 

D.W. FEARN 
iinivu.dtrifearn.com 

610-793-2526 

VVe,t Clu,ter PA • U S A 

Put Passion And Fun Back Into Your Mix 
Hands-On Control For Your Audio Software 

Be an industry leader with the first control surface to feature a 
complete equalizer, dynamics and auxiliary send control sections 
like a traditional console. The Mixed Logic M24 control surface 
includes extensive, intuitive, enhanced automation with bank swap 
and channel offset features to access all available channels. 

The M24 is the only control surface to feature high-end, in-depth 
control of multiple plug-in effects at once, on a sale channel cr 
across several channels with automatic control assignments that 
follow the selected channel 

The M24 features a large LCD display necessary to keep track 
of channel names, control values and plug-in parameters Static 
fader features enable assigned channel or master faders to remair 
in place during bank swaps or offsets. Fader flip modes enable 
faders to control pan, auxiliary send levels and even plug-in values 

Industry leading features for a large number of manufacturers 
all currently shipping. Heavy duty all steel consta.ction designed 
and manufactured in the USA. 

AIMED LOGIC 
STUDIO ELECTRONICS 

24 100mm 10-bit Motorized Faders, 
53 Rotary Controls 155 Switches, 
146 LEDs, Transport Controls, 
Joe / Shuttle Wheel, 3 Midi Ports, 
US3 Port, Internal Power Supplies 

www.mixedlogic.com 
440-826-1676 info@mixedIogic.com $288C.00 

STUDIO SALE, WON'T LAST LONG 
Studio seeking savvy buyer to benefit from o successful 7 room 
rehearsal complex with 24 Track Recording Studio. The rehearsal 

complex has top of the line equipment that is well maintained and varied 
for customer preference. We reach all price levels, making us highly 

competitive, with multiple room sizes and amides. Both the rehearsal 
and recording have attracted many famous artists, some of who are 
regulars. Fully equipped Digital-Tape Recording Suite has various 

Isolation Booths, Outboard, Mics, and EXCELLENT sound! Great location 
and area, close to NYC, accessible to all forms of transportation. Studio 

price includes build-out, business, estdblished clientele, and studio 
equipment. Seeking reasonable negotiation with seiously interested 

parties only. Call ( 5161 317-7341. 

THE INDUSTRY STANDARD GUIDE TO PROFESSIONAL AUDIO 

Mix 
0 MASTER 
N DIRECTORY - 

\ 1 i 
rUIRECiüilY 

-- ellrt7 

AVAILABLE WHEREVER MIX IS SOLD 
A PRIINEDIA pubItcation www.mixonline.com 

Can you hear what's 
really going on in your mix? 

"The DAC1 lets me hear what's really going on in my mix. " 
Michael Wagener 
Recording Engineer for Ozzy Osbourne, Metallica, Janet 

Jackson, etc. 

"I found the Benchmark DAC1 increábly transparent sounding. It 
made my mastered 16-bit CDs sound more like the original 24-bit 

master recordings full of rich detail, wide stable st:reo imaging and a 
clear high end" 
Barry Rudolph 
Recording engineer/mixer for Pat Benatar, lynyrd Skynyrd, Hall 
and Oates, BB Mali, The Corrs and Rod Stewart. 

The DAC1 is a 2-channel, 24- bit, 192kHz capable 
D-to-A converter that is unveiling digital audio all over 
the world! At $975, it's probably the studio's smartest 

investment. You too can produce better music by using 
a DAC1! 

Call or write Benchmark Media Systems today for 
your FREE catalog: 800-262-4675 
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nyc 212 691 5544 www.dreamhire,com 

ANCHOR Your Speakers 
With 

Sound Anchor Stands 

SOUND ANCHORS is your first choice when it 

comes to 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. 

STABLE RIGID DAMPED 

Sound Anchors Inc. 

Phone/Fax (321) 724-1237 

Shop online and take 

ads antage of frequent 
buyer benefits. 6 I 7 . 6q 6 . 9 3 6 0 

WWW.S0 niecireus.com 

ido,healel music 
Serving Musicians for Over 1 0 years 

LIMI TIME 
choose any or all of the 
• 4/4 (full color) 2 panel print $ 199,00 

• shipping anywhere in continetal USA $99.00 
• $99.00 off 9 hour mastering package 

Get a break with our. 
BIG BREAK CD package! 

1000 CDs for only 61199.00 
Package Includes: 4 Page/2 Panel Color Insert 
Traycard • 3 Color CO Label • ALL Film • 

Jewel Boxes • Oyerwrap FREE Barcode 

CALL NOW! TOLL FOE 1.800.835.1362 
wvvvv.healeymt ,n info@healeymusic.com 

MULTILOOPS 
The original " Naked Drums" multi-track drum loop sample libraries 

WHAT PEOPLE ARE SAYING   

"Naked Drums are an amazingly powerful songwriting tool...With the variety of 

beats and tempos, you can create infinite musical combinations in almost any 
genre." David Franz, author - Producing in the Home Studio with Pro Tools 

"Naked Drums are the drum tracks you would record if you had an expensive 

studio and a rock-solid drummer at your disposal every time you wanted to write 
a song." David Darlington, Home Recording Magazine - March 2002 

"Awesome loops! Since I am not a sequencing and MIDI guy, composing drum 

tracks has been a nightmare. Until now. Naked Drums have come to the rescue. 

How can something so simple to use sound so great? Even my musician friends 

can't tell I using loops and not live drums! Thanks so much!" B. D., Washington 

"I use Rock Vol. 1 just about every day. These loops have changed how I create 

music." C. B., TN 

"Great product! Love the Pro Tools integration which, for me, beats the 

competition hands down. Keep up the great work!" A.W., U.K. 

"I think I have all the acoustic rock drum loop CDs available (and then some!) 

... but today MultiLoops came in with a bullet! Also great ease of use; I already 

finished programming a complete drum track for a song of which the original 
demo was too sloppy to use. This is going to make all the difference!" 
M.S., Netherlands 

Visit our site for expedited delivery • www.multiloops.com 

groovin . since 2001 615-331-5148 
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NV A lEt-IlElve" UA t TE 

PL/AY- IT 
PRODUCTIONS 

GROWING TO SERVE YOU BETTER 

All-under-one-roof media solutions with expanded staff, 
services and the high quality products you deserve. 

• CD/DVD/Cassette/VHS/Printing/Packtging. 

• Newly designed and built state-of-the-art mastering room and you,' bipoth. 

• Multimedia facility offering video capture and compression, editing, zutboring. 

programming, and web site design. 

• Integrated graphic arts facility for print and multimedia. 

PRESS RELEASE 

PLAY IT PRODUCTIONS 

AQUIRES Die'. RiM 
-SEE VVEBSITE FOR DETAILS 

212-695-6530 TOLL FREE 1-800-815-3444 
www.play-Itproductions.net 

efil 1 11 iguza, 
There's a reason we've been here 27 YEARS! 

g( 
Progressive 

Mod.& % VC 

Avail, VISA & 
Master Card 

2116Southview Ave. 

Tampa, F1.33606 

progressivecds.com 
Toll Free: (800) 421-TAPE 

"Fastest Turn-Around in 
the Known Universe!" 

CD. DVD & Cassette 
Retail Ready Packages 

State of the Art A/V Facilities 

Mastering•Editing•Authoring 

Award Winning Art Dept. 

The Best Customer Service 

• ntroducing our third generation High Resolution Control Room Amplifiers... 1 the most transparent, lowest distortion, highest fidelity 
yet bullet-proof professional studio amphliers ever built. 

. m 4-Fully differential from input to output, our radical new design capi 
on extraordinary advancements in intelligent ollailevice technology, 
enabling us to lower distortion to 
near inuneasurability, yielding dramatic 
improvements in transient capability, 
clarity, definition and musicality. Due 

inte 
self-

More music.., delivered more accurately and reliably titan ever before. 

"I have used one of these 
mics on almost all of the 
tracks we've taken, and 

always on jazz acoustic 
guitar. 
Wow. Double wow. 
This thing has got high 
end like I don't remem-
ber ... Awesome - and I 
don't use that word 
often. Fantastic." 
— George Massenburg 

Electfooic tician 
12004 

EDITORS 
CHOICE 

R84 

Audio  Engineering 
Associates 

1029 N. Allen Ave. Pasadena, CA 91104 
Tel: 626-798-9128 Fax: 626-798-2378 

www.wesdooley.com 

it 2004 something wunderful 
is about to happen. 
d • 

I NE 
011 

Introducing the PEGI1 mic pre/EQ module that replaces 

the 1073. 512.338-6777 • wunderaudio.com 
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Hill Acoustic Design. Inc. 

Finally. Acoustic panels and absorbers with out 

the same old look. Now you can have 
any image digitally printed in 600 dpi 

color on acoustically transparent fabric. 
Imagine your company logo, 

slogan, or virtually anything 

you can dream of. 

Our bass absorbers ship flat. What a concept. 
No more shipping air. 

Hill Acoustic Design Inc. 
321 Market Place Suite 344 

San Ramon, CA 94583 

510.490.9200 
vvww.hillacousticdesIgn.com 

infoehillacousticdesign.corn 

CD • r, • no nor • ;1-1APFt 1"Tr • PACK.Afltt. in 

NEED CDs? 
the choice is 

CRYSTALCLEAR,e 
DISC & TAPE 

trusted experienr e for ovrr, 30 years. 

1000 CDs • $9991 (Complete! Retad Ready) 
1000 Promo CO Pack • $5991 

1000 DVDs • $ 1899! (Completer Retad Ready) 

11 - 1300-43830-11:1113 -73 
wvvvv. r'yst.E1lcleearcd . cam 

Electronic Musiciarfintroduces 
A quarterly publication dedicated to 

providing a better understanding of technology 
issues and solutions for today's music 

educators and their students K-12. 

MUSIC fOUCIIII011 
TECHNOLOGY 

A Manta RDIcatece 

Find out how you can place your classified ad 
in Moqir Education Technology. the definitive 

technology resource for music educators. 

Call our classified sales associates at: 

( 8 0 ) 5 4 4 - 5 5 3 0 

Lonely 
RECORDS 

CLEARSONIC PANEL 

SORBER 
Absorption Baffles 

NEW'. LID Liu YSTEM 

AX12 Height Extenders 

Cost Effective 

Free Standing 
Portable 

QUICK & EASY ISO! 

www.clearsonic.corn 
1.800.888.6360 

Get a FREE Catalog 
1.800.409.8513 

www.lonelyrecords.corn 
109,I, National Price Guarantee 

GRAPHIC DESIGN MASTERING, 
OVO AUTHORING, POSTERS. 
BARCODES AND MORE. 

'I lust got the CD's 
today They look great 

and sound great, 
thanks a lot goys' 

-Kevin H 

"l have dealt with many 

suppliers over the years 
and l find Jell Oravits 
(President of Lonely 

Records) to be one of 
the absolute best l have 

ever worked with.' 
-Tom 0 

Retail Ready CD Packages 990 

Full Package with no hidden costs! 
Includes: Full Color Slam. 3 Color Disk. Films. UPC 

Distributoon with CO Sew & some De/ Online Proofing. 

illiprk,‘ Call 1-889-891-9091 for a FREE catalog. 

• Ili' 4- 11069 1 St. Omaha, NE 68137 • vvww.mediaomaha.com 
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1V1I A R.-IK F.'1-711ei._Att 

888-567-2311 

'BIGGER this, 
Better that.. 

the BEST???' 

Hold the 

BULL! 

Just honest VALUE, great SELECTION 
and friendly,  professional SUPPORT. 

E 
o 

Shop online at MIDIWarehouse.com 

Ohmmmmmmm... 

CÏ) Equii=77treh 
Animme•••••••• 

wow» 

Equi=Tech 
"The Pioneer of Balanced Polve, 

http://www.equitech.com - Toll Free (877) EQUITECH- (877) 378-4832 

CIMINIPIAIX SUPPORTING CREATIVITY WITH INNOVATION AND STYLE! 

Synergy XL Series Professional console fiernitlere-

The Synergy XL series is designed to provide 
beautiful and functional console housings for all the 
popular mixers, providing you with optimum flexibili 
to accommodate these mixers and associated 
peripherals. 

The S6DXBXL pictured features: 

• One 6-space rack bay sloping up on the right 
side of the DXB, with a large writing surface 
between it and the wrist pad. 

• The left side has a small writing surface is 
next to the wristpad, followed by 2 rackspaces, 
with 6 more rackspaces angling up. These rack 
spaces have a usable depth varying from a little 
over 6" in the front section to 14" in the back. 

• Padded wrist rest across the front of each writing 
surface. The DXB has it's own built-in wrist rest. 

• Mounted on heavy duty powder-coated black 
steel legs. 

Other Synergy XL series mixer housings will vary 
based on the dimensions and profiles of the 
particular mixer. 

R O. Box 1792 Sausalito, CA 94966 
800.332.3393 415.332.3392 FAX 415.332.2607 

www.onmirax.com info@omnirax.com 

Synergy S6DXB XL 

Synergy SéDXBXL 
for Mackie DXB 

The Industry Leader in Studio Furniture 

pt.-farad with optional 
medley/any "check." 
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CLASSIFIEDS 
114]XClasstfied Ads are the easiest and most economical means to reach a buyer 
for your product or service. The classified pages of Mix supply our readers with a 

valuable shopping markeelace. We suggest you buy wisely. mail-order con-

sumers have 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. 

ACOUSTICAL 
SOLUTIONS 

INC. 
e 

(888) 529-9220 
www.acousticalsolutions. us 

SOund Absorbers Barret, Ddlusers and Isola... 

STEVEN KLEIN 
Acoustic products for less. 

SHOP MINE AT 
www.soundcontrolroom.com 

panul 
tevtdrru. 

Acoustical Panel 
Systems 

Mfg. of absorber and diffuser panels 

for all Sound reduction applications. 

1-800-277-7978 

www.acpansys.net 

WWW.SOUNDSUCK(RS,COM 
Be Professional, Buy the Best! 
Soundproofing Products 
Sound Isolation Booths 
Custom Projects 8( Free Advice 
TM ME 1-888433-1554 (010 541-947-2602 

(423)472-9410 I , ControlRoorn Studio Pock 

Bass Trope d0 gill, 

DMus., 0;0 1111%•14 $199.99 

Tiles 0 0 ti 11 Cr 'outttric:;''''' 1 / 

FukKIE 
RE TM DM4 T 

NUM 
err" 

.hsfacoustics.com 

STUDIO TRAPS 
INCREDIBLY 

VERSATILE 

SOUND SCULPTING 

TOOLS 

ASCUE!,L 
-900 95C-TUBE www.TubeTrap.com 

RPG DIFFUSOR SYSTEMS, INC. 

Absorption, 
Diffusion and 

Total Room 

Solutions. 
5,1 se 

, 

wrinv.rpginc.com 

ee S  II i nEN Ur 
5. Noma. St. Norlharnplon. MA01062 

INFO (413) 564-7944 • FAX (413) 634-2377 

ORDER (800) 583-7174 
infoOsilentsource.com • vAvw.silentsource.com  
Acousticore Fabric Panels • Sound F3arrier 

Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • VVhisperWedge 
Melaflex • S.D.G. Systems • Tecnifoam 
R.P.G. Diffusors • Sones • Sound Quilt 

Celebrating over 14 years of 

reducing sound to a Whisper! 

Recording. Broadcasting. Practicing 

(8 5>X10 5) 
IADL 1021265 

19 Sizes and 2 Levels of Isolation Available 

New! Sound Wave Deflection System 
(Change parallel walls to non-parallel) 

Immediate Shipping! 

www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831 

"Our control room at Le Crib Studios needed serious help. After installing MiniTraps 
the room sounds better than we believed possible, with clear, round bottom and 
vastly Improved imaging Fantastic product, great company." —Nile Rodgers 

Call us toll-free: 866-REALTRAPS (866-732-5872) WWW.rea I t ra ps.com  

Alpha-DST Roominators 
Complete Acoustical Control Kit 

www.auralex.com 

SILENCE CASES 
Record Edit 

eiinKPEACE. 
Attenuation cases keep your PC gear 

QUIET and COOL 
Multiple designs available 

starting at $429 

510-655-3440 

www.silencecases.com 
-Wes Dooley 

wunotowEs 

it" 

DIFFUSER PANELS 
WAVE-FORMS' ACOUSTIC PANELS 

800-449-0845 
www.vibrantech.com 

AEA is known for high 
performance ribbon 
mics. Readers are 
serious about audio 
performance. Mix 
Classifieds is where we 

meet these 
readers. 

Check out Studio Showcase. From www.mixonline.com, click on 

Studio Showcase beneath the "Connections" header. 
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VocalBooth.com 

aMMIE 

541-330-6045 
VVWW.VOCALBOOTH.COM 

AcousticsFirst' 
e. 888-765-2900 

Full product line for sound 
control and noise elimination. 
Web: http://www.acousticsfirst.com 

Control the Power of Sound 
• Improve Acoustics • Noise (alto! 

ECHONI 
BUSTE 
DECORATIVE ACONSTICAl TREATMENTS 

VV 

1-888121 6287  

Cables 

Jireh Su lies" 
Makefirch Your Provtekr -

phes corn 

he professional choice.... 

Call today for a custom quote 

1 -81:10-478-2 59 1 
sales@jirehsupplies.com 

rIEFE---asiness Opportunities 

FOR SALE: Beautifully designed and 

equipped 3 studio+ ProTools facility close 

in Washington DC. Great reputation and 

HUGE Potential. Operating & ready to go. 

Serious inquiries please. For tour 

contact MartinPeriMoreno@hotmail.com 

VI 1011 DIGITAL AUDIO WORKSTATIONS 
Professional Audio PC's 

PC's engineered for the professional studio 
Turnkey professional audio workstations 
Short 2U/3U rackmount chassis 
Whisper quiet operation 
> Custom system configurations 

... CREATING DIGITAL TOOLS FOR ARTISTS 

call 800.326.9994 or find us online at www.VisionDAW.com 

Cases & Cover 
IN BM 

ATA Protection 
Affordably Priced 

ATA KEYB OARD 
FLIGHT CASES 

MSRP STARTING C $ 199.99 

• RECESSED LOCKABLE LATCHES 
• E-Z ROLLING BUILT-IN W HEELS 

• ADJUSTABLE INTERIOR 

• INC GHT 

3.221. 
for all your eeds: www.gatorcases.com 

mixer cases 
shock racks 
console racks 
speaker bags 

...& more! 

UNDER COVER 
Custom Covers and Bags 

Speaker Cabinets / Consoles 
Anelhinp! 

WWW.undercovernyc.com 

917 237 1535 
Gel your pear finder Cower! 

CASE SPECIALISTS 
Custom and 
stock cases! 

Cal as. at 

111111-341-4638 

loyment 

Sr. Sales Representative 

Aggressive hi-technology leasing & rental company 

serving the recording industry seeking an assertive 

sales professional to call on well-established 

customer base in greater Los Angeles area and 

increase market base. Opportunity for advancement 

and increasing financial rewards. 

Send resume to salesrep@musicwire.net 

MIXI  
www.mixonline.com Sign up to receive the FREE 

Mix e-mail newsletter! 

call 1-- -50 SOUND L. 1E: 
Rack-Mount PC's for Live and Studio $1 499 

www.SonicBlade.cuL 
Also - NEW! the Soninube 7x8x12 small rfl!? çnr IfIteSt price! 
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Employment 
• 

11111111111•111, 111111111111111 

Wanted 
RETAIL WARRIOR 

• 
• 

Sweetwater, the nation's leading music technology 
retailer, is looking for a few good men and women to 

\ join our highly regarded sales team. 

Attention! We are seeking highly motivated gearheads who are 
willing to go over-the-top to provide world-class customer service 
to a demanding clientele. Your mission: work in a fast-paced 
environment that demands excellence at every station. Your 
responsibility: maintain the reputation of the most-respected ' brand" 
in the music retail world. The work is hard but the rewards are 
incredible. Beyond the most generous commissions in the industry, 
you'll have the opportunity to earn tens of thousands of bonus 
dollars. Our Sales Engineers earned hundreds of thousands of 

dollars in promotions in 
2003 — and 2004 looks 
to be even better! Want to 
consider enlisting? Take 
action now! 

Call, email or write to 
the address below. 

t.„5/031beiglier. 
.-7. music technology direct-

Kristine Haas Ext. 1050 
email: careers,sweetwater.com 

5335 Bass Road 
Fort Wayne, IN 46808 

(800) 222-4700 
www.sweetwater.com/careers 

Washington DC's most award winning studio 
AUDIOMASTER is looking for new talent to expand into 
new markets. Open to all possibilities for growth. Partner-
ship etc. Looking tor self starters: media related audio, 
video editor, DVD authoring etc. Do not respond, if you 
cannot cultivate and maintain your own clients. Its a new 

[ 

business world. you will have to work HARD, the rewards 
will be great for the right people. Divers ity welcomed. 
Send ideas to jeff@audiomaster.com, put "MIX" in subject 

line. Offer ends August 31. No phone ca lls please.  

ART E I UIPMENT FINANCING 
*$100000 Tax Write- Off M 2004 

*$99 Payments For The First 6 Months 
Specializing in Audio-Mao Visit Our WebSite 

For Application & QuelfIcatIons No Financials Required 

New & Used Equipment 

New Businesses 
fiffth aeon PLY5011.11 Credit' Call: 800 626 LFCI 

Check Out inixonline.com  

Plan on 

attending AES in 

San Francisco, 

October 28 - 31 

Any Questions? 

this is not a problem" 

TEL ( 508) 543-0069 

www.mercenary.com open 24 his 

Equipment 
1  For Sale  ) 

Don't just sit there... 
call Vintage King Audio 

(then call your Mom...she 
only nags because she cares.) 

Vintage King Audio carries the 
largest collection of vintage/used 
gear on the planet all serviced by 

our in house tech staff We now 
offer the finest new gear avaiiable 
Call for specials and best pricing 

vintageking,-3udio 
Tel (248) 591-9276 
vintageking.com 

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 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

NEVE" 1272 COMPONENTS 
www.vIntech-audio.com 

call toll free: 1-877-4-mic-pre 

THE MIC SHOP 
TUBE MICROPHONES 

BOUGHT/SOLD/SERVICED 
Mic Power Supplies & Cables 
Bill Bradley: (615) 595-1717 

Fax: (615) 595-1718 

WWW.Micshop.com 
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EL_ Equipment For Sale 

THE NEXT GENERATION IN POWER CONDTITIONING TECHNOLOGY 

SERIES II POWER CONDITIONERS 

AVAILABLE Now AT 

LEARN MORE AT 

INWW.FURMANSOUND.COM 

VOC 
Unlimited Free Backgrounds 
from Original Standard Recordings! 
Thompson Vocal Eliminator'' 
VE-4 Free Brochure 8. Germ 

1111 24Hour Demo Info Line - 
(770}482•2485 • Ext 8 
IX Sound Dept MX.! 7980 LT %tray Lithona GA 30058 
brwyge VocalElimoilator.ComIg..111/1)( 

Better Than Karaoke for Over 25 Years! 

CALISTRO MUSIC 

(7,) All The Best 

j Recording Gear e 
(203) 891-8918 

www.CalistroMusic.com 

Check Out mixonline.com 

FOR SALE 

SSL 9000J Series 

console 

646-831-0426 

usedj@optonline.net 

Serious inquiries 

only 

"I found the Stedman pop fitter to be far 
superior to the traditional variety 

Larry Crane - TapeOp • 

"There was e 

noticeable 
improvement in 

clarity on the 
tracks cut with 

the Proscreen" 
Stephen Murphy 

ProAudio Review 

This one works!" 
George Petersen 

Mix 

STEDMAN 
PROSCREEN P5101 

888-629-5960 

www.stedmancorp.com 

Made 
in 

U SA. 

5,weatwatee 

SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

CLASSIC MICS 
FROM RUSSIA 

VINTAGE TUBE & FET 
Telefunken, NEUMANN 

AKG, LOMO. OKTAVA, etc. 

TEL/FAX: 011-7-095-250-4200 
E-mail: aeg210268X2mtu-netm 

www.valvemics.webzone.ru/ 

mix well... 

A 717.852 .7700 
VAYW.atrse rvice.com 

EXTRAauclic) 
Aimost Ner.c,C;nie 

Consoles 

Recorders 

Vintage Outboard 

Vintage Microphones 

All items in stock 
Visit extraaudio.com 

effiel md5 

buzzaudio 
ein 

handorafteo sound, made in New Zealand 
wYAV.buzzaudio.com 

atlasproauclio_com 

Neumann - Mytek - Empirical labs 

Soundelux - Vintech - Millennia 

Crane Sorg - Benchmark- Great River 

Brystor PMC - Chandler - Daking 

ADK - Pendulum - DPA - Royer... 

Toll Free 1.866.235.0953 

VT-2 Vacuum Tube \ lie Preami, 

www.dwfearn.com 

gitiga 
D.W. FEARN é 

When you call a classified 

advertiser, let them know 

you saw their ad in MIX! 

ANTHONY DEMARIA LABS 

GET PHAT ON THE BEST ALL-TUBE 

845-255-4695 www.anthonydemarialabs.con 

AD I.. 
300-G 

4/2a.1 P4a 4(4.dio, 

o 
• 
o 

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 Sa. consoles. All 
serviced and warranted by 
our technical experts. Call, fax 
or stop by. And hear why our 
deals are better. 

Professional 
Audio 
Design 
Inc. 

ALWAYS A SOUND DECISION 

Tel: 781.982.2600 Fax 781.982.2610 
info@proaudiodeqn.com www.proaudiodesign.com 

Exclusive SSL Factory Authorized Reseller www.UsedSSL.com 
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Introducing the Vintech X731! 
VVe put this piece head to head with vintage 
Nave 1073s at this year's AES show. It is 100% 
guaranteed to meet your expectations and is an 
incredible value. List price $1595 Special $1375 

1:1 s E 14 
p r e Pro rl 1-1 

'imfamr-leauni* 
The outlet for the finest new 4Sr pre-owned 

recording equipment anywhere. 
• 

www.odysseyprosound.com 
1 - 8 0 0 - 2 4 9 - 1 8 2 1 

Phone: 978 744-2001 Fax: 978 744-7224 

EXCLUSIVE FACTORY AUTHORIZED RESELLER 

www.UsedSSLcom 

PROFESSIONAL AUDIO DESIGN, INC. 
(781)982-2600 

NIC_ 
CIRCUS 

A SOUND ALTERNATIVE 

617.696.9360 

soniccircus.com 

VINTAGE EQUIPMENT: SSL4100G+w/ULT$195k*SSL9056*NeveVR72 
*EuphonxCS2000M/104faderframe/80faders/2/F series towers $65k 
'AmekBig44NirtualDyn.$9 5k DDA DMR12 32/24/eq$13.5k • 
Neve 8108 48/FF • Neve8032(32)1081w/GML • Neve8048(32)1081 
Neve8068(44)31102/FF*Neve8058(32)31102*OtariConceptElitePlus• 
(2)Neve 1079 ,(8)Neve 31102 mic-pre/eq's racked* 
(12)Focusrite ISA116bluerem-otemicprerack* 
(10)ADM770*(2)Past1081*D.W.Feam VT-lmonotubemic-pre 
SummitTPA200atubemic-pre"DolbySRXP rack* Lexicon960 
L4801../224XL/PCM60 DBXrack(2)902deesser's*Studer a-827$13.5k 
/800MKII1* OtariMTR901&I1*Sony APR24/JH24 "Sony3348/StuderD827 

WE BUY: Neve 1073 / 1066 / 1081 / 1084 Pultec Telefunken • 
Neumann U47/M49/ U87/AKGC12* 

NEW EQUIPMENT: VINTECH*DEMETER*CRANESONG*UNIVERSAL 
AUDIO*DPA`TC*TUBE-TECH*EVENT1DE* QUESTED`LEXICON* 
SOUNDELUX•DRAWMER-DW FEARN*MILLENNIA* HH13•DYNAUDIO* 

LIST FOR SALE ITEMS FREE * MAJOR CREDIT CARDS ACCEPTED 

HARBORSOUND 
www.naroorsouna.com 

Phone: (781) 231-0095 Fax: (781) 231-0295 

BAE REPRO 1272 PREAMPS with D.I. 

•41. 
$989 Single w/p.s. $1659 Two channel 

BAE REPRO 1073 $2350 Single w/PS 

ge.44 A«.421 
twariEeer.nasts 

14300 Hortense Street • Sherman Oaks, CA 91423 
818 784•2046 FAX 818 784.0750 

WW .br entav e rill .cor n 

The Vintech X73 
Custom hand wired concentric style switches 

with gold plated pins. Swiss made military grade 

attenuator switch. List price $1995 Special $ 1795 

SOUTHERN CALIFORNIA 
PRO AUDIO 

Phone: (818) 222-4522 
Fax: (818) 222-2248 

www.socalproaudio.com 

NEW, USED AND VINTAGE 
THE LAST CALL YOU'LL 

HAVE TO MAKE! SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

"RENTALS AND SERVICE" 
Providing The Pro Audio Industry with: 

Des 14:31 * Rentals - Pro Audio Rentals 
* Systems - Pro-Tools Rentals 

" Remote Recording Services 

* Service Center - Pro Audio Repairs 
AUDIO • TransFer House - Mufti-Format Transfers 

818.843.6555 www.dfxaudio.com 800.441.4415 

_ 
Furniture 

SOUND ANCHOR 
SPECIALTY AUDIO STANDS 

(321) 724-1237 
DESIGNED FOR ULTIMATE 
PERFORMANCE BEHIND 
CONSOLE AND FREE SPACE 
APPLICATIONS. 

SwidARd & CUSTOM MOdEtS 

www.soundanchors com 

CININIPM« 
STUDIO FURNITURE 

on OMURA. X 900 332 3393 411 132 1392 

FAX 415 332 2801 

www.omnirax.com 

argosyconsole.com 

"NMI 

II When you call a 
classified advertiser, let 

them know you saw their 

ad in MIX! 
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Learn the Art of Recording 

www.mediatechhistituté.com 

/4,e44011e," 

1.866.498.1122 
"RECORDING ENGINEER 
>I 4 

*TRAIN AT PIC,IVIE 
Easy Homs-Study pr otoral horning in 

Rsocrán g cm our ouosoosti 
nnyt ing graduaten or bu Id your own rants, 
Caretegurdsnoer Orebro Regnmrsel School. 
• 

FREE INFORMATION. 

tedk IRANIAic el irerlea 
I, 4s", Art Solt AL SnFrnotso CA 041-1 

for Alai? 

"Mr Audio Recording 
Technology Institute 

ORLANDO, FLORIDA 

• Extensive Hands-On Training 

• Music, SPX Design, Audio Post 

• Low Student/Teacher Ratio 

• Placement Assistance 

• Financing to Qualified Applicants 

• Accredited by ACCSCT 

FEATURING. 

IHX 

Pm3 

MIX THEATER 

888-543.ARTI • audiocareencom 

Email your Mix classified 
ad to: mixclass@ 

primediabusiness.com 

LMG Mastering Lab 
Want world-class mastering? 

From slamrnin ., in-your-face 

rock and hip hop, to pristine 

jazz and classical. 315.492.6854 

www.lakewoodmusic.com 

MASTERING 
Guaranteed to give you 
that "Big Label" sound. 

$475 Complete 
wou &Album Deal! 

1-800-692-1210 _I" n Located r New York... Senong the USI.. Since 1989 
www.musichousemastering.com 

You will have the fat, slammin' 
TOW-label sound tflof sells discs. 

Or the work is free... 
Custom gear. 1st-class results. Free brxh 
800-884-2576 vAvw.Artmastering.com 

zanail4lestZeilritiZMZI  

Killer "Real" Drum Tracks from Chet McCracken 

Send or bring me your songs. 
All formats and affordable' 
For credits, rates, equipment 

and info call Chet: 
818-888-6687 

Email: ddrruumm@aol.com 
Web: www.chetmccracken.com 

Records Tapes CD Service. 

CD & DOD Manutaclutino 

254242 CD'S Only $ 1999 
1000 DVD's for $1799 

Includes: On Disc Printing • Bar Code 
Full Color Printed Booklets • Cello INraopino 

1 -877-633-7661 
www.OddsOnRecordlns.cam 

Visa Mester,:ard • Amex • 11:scorrer 

Boy 
-."....ists$ 

1000 Retail Ready CDs $ 1079 
Includes: Manufactured 3 Color CDs • Full Color Inserts • Jewel Case • ShrInkwrap 

100 Retail Ready CDs $ 199 
Includes: Duplicated CDs (I color on disc) • Full Color Bizerte • ewel Case 5h_rinkwrap 

nEAsT,;(-. M ULTI MEDIA  
SOI UT ION, 

www.eastcomultimedia.com 

Free Catalog • Worldwide 

1.888.655.2272 

cAL TOLL FREE 1-877-442-093 

tape 
+015C 
services 

, ye seep our overnead low - so you don't 

lave to pay tor it. Now get 1,000 bulk 

discs for only S490.001 

or Wore tapeandellsc-com 

íqit duplication ., iütions 

I CD Duplication I 

FREE DESIGN 
RETAIL READY CDs 

MANUFAC7UHING not COR 
SAME AS CAPITOL RECORDS 

PRINTED BOOKLET 
INSERT IN BACK TRAY 
2 COLORS ON DISC 

SHRINK WRAPPED with BAR CODE 
IN-HOUSE GRAPHIC DESIGN 
using yow hies / mews phot. 

ONE PRICE ALL INCLUDED 

1000@ $1099 
Call Free 888-565-8882 

dbsduplication.corn 

ylOITAL 
OMAN " Mastering 

CD Manufacturing 
Booklet Printing 
Graphic Design 

Unsurpassed mastering quality 
by Bob Katz 

CO Mastering is an art 
The Definitive, Award-Winning 

CD Mastering Website 
IMp.1/www.digido.com 
(800) 344-4361 in Orlando 

1000 Store Read CDs 899 
INCLUDES loo 

FULL COLOR POSTERS 

1000 Bulk CDs www.TrackmasterAV.com 
Toll Free: 888-374-8877 

Your 1-stop shop for CD. AUDIO & VIDEO cassette projects! 
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We take manufacturing your CD as 
seriously as you take your music. 

Complete retail ready CD pressing 
including all types of packaging, bar 
codes, graphic design and film services, 
enhanced CD creation, with super pricing 
and customer service reps specialized in 
all types of music. 

Also vinyl pressing, cassette duplication, 
mastering, short run CD, DVD pressing 
and authoring. 

We've been doing it for 16 years. 

This is what we call 

M USIC 
M ANUFACTURING 
SERVICES 

i
r
E
B
M
7
X
E
 

OF MANUFACTURING MUSIC 

1.800.MMS 4CDS • mmsdirect.com 

3EITE • PACKAa , ir 

STALCL EA Ri\A 
DISC & TAPE 

Trusted experience for over 30 years 

-900-essace-ceco-73 

For the best price in CD Replication .... 

there is only one number you'll need! 

1.888.891.9091 

Musicians-Bands-Studios 
HIGH BIAS BULK/BLANK 

AUDIO CASSETTES 
BASF maxell 

C-10  .18 / ea. 
C-20  .22 / ea. 
C-30  .28 / ea. 

TDK 
PERFECT 
DEMO 

LENGTHS 

CHROME Cr02 C-94  .50 / ea. 

Clear Norelco Box/Round Edge .12 / ea. 

AI Wes Available From 1 to 126 minutes 

Cluantegy, Maxon 
BASF ér Sony 

124 94 64 48 34 15 
55.40 54.75 54.20 54.00 53.60 53.10 

CDR'S Ci> 
gb-1-131( on MITSUI WANK FACE WITH JEWEL BOX 
10-99  .78 100-499  .73 500+  .68 

IlliillIIIBULK/ SPUOLES 1111111111 
Diconeed/Silver  .30/ ea. Mitsui 60/ ea. 
Generic  .25/ea. TDK  .40/ea. 
Tejo Yuden 30/ea. Volume Discounts 

CD Jewel Boxes With Trays .15 / ea. 

-A4à 
zL-sreLii-ide 

2" ANALOG 
QUANTEGY 499 5145 
QUANTEGY GP9 $148 
BASF SM-900 $145 

WE WILL MATCH ANY ADVERTISED 

CR CATALOG PMCE! 
All Formats and Brands Available. 
Please Contad our Sales Department For the Lowest Prices!!! 

rr, ri  QUANTEGY $8.96 
1 BASF $8.50 

Maill SONY    $8.50 
HHB $7.00 

764 5th Avenue, 
Brooklyn, New York 11232 

In NY: (718) 369-8273 
24 Hour Fax: (718) 369-8275 

SCONTACT US FOR A FREE 
FULL UNE RECORDING 

National Recording Supplies Inc. SUPPLIES CATALOG 

3: 
«I] 
rgi 

QUANTEGY 

maxell 
pomFErerft, 

DK 
El BASF 
SONY 
ireyoYuden  

MITSUI 

WI IIb 

MICHELEX 

e ELLEX 
4are 

SKC 
AMOMIXIARDS 

(-3? 

RIMAGE 

hltp://www.TAPES.com • e-mail: sales@NRSTAPES.com 

TOLL FREE 1-800-538-2336 (Outside NY Only) 
PRINCO 

TELEX  

E o u o N N E o 

For Mix Classified 
Rates Call 

MOM 544-5530 

Lowest Price 
Period! 

CD Audio I CD Rom / IND Replication 

Video Duplication / Graphic Design 

Printing I Packaging / Pre-Press 

• 

BALL 888.256.3472 
Www.ballmedia.com 

WE BEAT A RICE! 
_1 
( 

•Highest 
Quality 
•Reliable 
Service 
•CD's 
Cassettes 
Video' 
Poste, etc. 

NO Eil! 
TOTAL TAPE SERVICES 

(727) 4 6:,8+247/3 
www.totaltapeservices.com 

1.000 CDs 

_ 

in full-color 
jackets for just 

990! 
Call for a FREE catalog and 

jacket sample at 1-800-468-9353 
Or visit our website at 

wynv.discmakers.com/remix 

Th DISC MAKERS 

MliLonely 
RECORDS 
Get a FREE Catalog 

1.800.409.8513 
www.lonelyrecords.com 

Retail Ready CD Packages 99C 

Our CDs. DVDs & Cass's are 

BETTER & CHEAPER! 
(800) 421-8273 

www.progressivecds.com 

Progressive Media & Music 
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Records Tapes CD Services j 

EUROPADISK,LLC 
CO Replication • Vinyl Records • Mastering • Graphics Design Printing 

COMPLETE CD PACKAGES 
Molded, commercial quality CDs, with 
finest quality computer-to-plate printing 
- no film needed! Full-color silk screen 
CD label, no extra cost! 

VINYL RECORDS 
Complete Packages with Direct Metal 
Mastering, labels and jackets. BB 
charted hits produced in our DMM 
Mastering Studio every week! 

No middleman - all manufacturing in our plant. 

Free Color Catalog for One-Stop Audio Manufacturing: 

www.europadisk.com 
email: into@europadisk.com 800 455-8555 

Let our 26 years experience work for you ... 

ÜROPADISKU 
2:1-92 Oileens Plaza South. LIC NY in,11 • 719;197-M9 

AMERICA'S BEST CD PACKAGES HANDS DOWN 
1000 CD's Only 51,099.00 Includes: 

• Full color booklets • design • film • glass master 

• Shrinkwrap • 2 colors on disc • pnority proofs 

• Free barcode • fast turnaround! 

• Manufactured by SONY for the very best quality! 

WO code-

• Full color booklets • CO1Of on disc • design 

posten 
Fuld 

• Shnnkwrap • priohty proofs • free barcode 

• Ready in 5 days! 

100 CO's Only S299.00 Includes: 

800-3674084 
www.electrIcreterls.ten 

Strut your stuff and 
watch the projects 
come a knocking. 

Mix StudioShowcase 

found monthly in 
Coast-To-Coast 

(800) 544-5530 

tRetailers  

THE MOST COMPLETE 
MUSIC AND PRO 

AUDIO STORE IN THE 
WORLD, PERIOD. 

ANIIIMALTOMUSIC.00 
6922 

SoundBroker 
Linking buyers & sellers together 

for all your studio needs 

(702) 736-3003 
www.SoundBroker.com 

Mastering Studio For Sale! 
- Phoenix Metro Area - 

Established Over 7 Yrs 
Top Rate Equipment 

( Manley, Avalon, Apogee ) 
Established Clients 

Call Charles @ Premier 

480-905-9030 or 
azbizseller@cox.net 

BOSTON AREA WORLD CLASS RECORDING STUDIO 

Live and work in this unique 6 room, 3 bedroom, 2.5 bath home. 
Located next to Boston in Dedham, Massachusetts 02026. Over 
1,600 sq. ft. state of tile art production facility is included. Designed 
and constructed by Acoustech. Studio includes a large control room, 
4 isolation rooms, artist lounge, storage, bathroom and private 

entrance. Proudly offered by Djust Realty Inc. 

OeST 
RI ‘I l'Nx 

Please visit our website www.djustrealty.com for a unique 
virtual tcur. (781) 871-0712 MLS# 70051449 

Check Out mixonline.com 

AL STPES C 

sOUNDikOOMS 

25 YEARS 
EXPERiENCE 

House with MiniRec 
StudioRoom! 

Mixdown, solo, narr, 
listen, meditate, library. Low 
Sound Trans. Shell Floating 
Walls & Floor. House: 2 
BdRm Peaceful Madrone 

Ave Oakland, CA. 

Price: in Aug/(Sept?) 
see Realtor.com, or 

wellsandbennett.com. For 
more information contact 

garyrcamp@aol.com 
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motu studio premium processing 
the latest processing. the purest signal path. 

digital performer and your motu studio 

deliver world-class sound. 
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music technology direct' 

Apple 
17-inch PowerBook 
Display 36 Digital Performer faders 

on its stunning. megawide display 

Load plenty of virtual instruments 

with baldwidth to burn. Slide your 

eitire studio into your backpack. 

Apple 
Power Mac G5 
The utimate audio processing 

powerhouse. The dual-processor 

2 GHz 65 more than doubles the 

performante of Digital Performer 

on the fastest 64, Plays over 100 

tracks, with dozens of plug- ins. 

MOTU 
896HD FireWire I/O 
The ultimate FireWire audio 

interf3ce. 8 mic inputs. 192kHz 

recordiig. Ultra-clean preamps. 

18 channeIs expandable to 72. 

10-segment programable metering. 

Porfabie. pfug-&-play convenience. 

Grace Design 
m904 high-fidelity 
monitor system 
The ultim3te high fidelity monitor 

system for your MOTU studio. 

Includes mu tiple analog and 

digital inputs. a 24- bit 192kHz 

ref ereice DAC and multiple 

speaker set outputs. Delivers a 

new level of accuracy. flexibility 

and Grace Design sonic purity. 

call sweetwater today for your 
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Spectrasonics AtmosphereTM 
A breakthrough virtual ristrument for DP4 from renowned deveiorer 

Spectrasonics. Integras a massive 3.7GB arsenal of lush pads, 

ambient textures and powerhouse synths with a -powerfully simple" 

user intertace for shaping ano creating your )wn sounds. Features 

over 1.0110 cutting-edçe sounds by acclaimed producer Eric Persing. 

A Sweetwater exclusive: Novations 

ultra-compact 2-octave controller 

with semi-weighted action and 

aftertouch. bundled with Novations 

hot new virtual bass synth. 

IK Multimedia 
AmplitubeTM 
THE guitar amp plug-in to own for 

Digital Performer. Over 1200 classic 

award-winning guitar amps, stomp 

boxes and other FX. Make your 

tracks rock with the ama7ing tones 

only Amplitube delivers. 

Native Instruments KompleteTTM 2 LTO 
For DP4 users who want it all: the legendary sound of the B4 

Organ. the endless possibilities of REAKTOR 4, the incredibly 

unique ABSYNTH, the futuristic power of FM7 — KOMPLETE 2 

delivers an infinite universe of sound, uniting nearly every essential 

type of instrument and .synthesis in your DP4 desktop studio. 

Special Limited Time Offer! 
While supplies last: Komplete 2 is available 

m registered owners of ONE Native.Instrument for 

Call Sweetwater for details. 

motu studio consultation 800-222-4700 



motu studio premium processing 

AltiverbTM v4 
Since it debuted as a MAS plug-in exclusively for Digital Performer, 

Altiverb has reigned for over two years as the only convolution reverb 

plug-in available — in any plug-in tormat. Today, Altiverb Version 4 

continues to lead the way with superb impulse responses, tail lengths 

of 15 seconds and more, multi-channel surround processing, ultra-low 

latency and most importantly, an 3x increase ,n G5 processor efficiency. 

Choosing the right acoustic space for your project is critical. That's why 

Altiverb delivers the widest selection of acoustic spaces by far, plus 

more choices within each space. And new world-class Impulse Responses 

are available for free download every month. The quality of the concert 

halls, studios and churches we visit, together with our unmatched 

sampling experience, ensures the highest quality samples available. 

This quality shows in every detail, from the many choices for -nic 

placement to the OuickTime VR movies of each location, which help 

you feel the very presence of the space. 

Altiverb Version 4 has been heavily optimized for the 65 Power Mac. 

In a 48 kHz session on a single processor 65. you can instantiate 8 full 

stereo Altiverbs with 6-second reverb tails. Other convolution reverbs 

don't make it past two similar instances. 

Altiverb is still the only true, 4-channel surround convolution reverb, 

and it offers the longest tails by far. For example, St. Ouen Cathedral 

in Rouen, France requires 15 seconds to die out, so Altiverb gives you 

all 15 authentic seconds, with no artificial truncation or scaling. 

Additional advantages include: the lowest latency among convolution 

reverbs, parameter automation, snapshot automation, immediate 

audible feedback as you adjust parameters and easy instructions for 

flaking your own high quality Impulse Responses. Add it all up and the 

choice is easy: Altiverb. 
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d call sweetwater today for your 

"Best reverb ever." 
— Resolution Magazine Mardh 2003 



Focusrite ISA430mk11 Producer PackTM 
The most fully-teatured channel strip on the planet. Renown Focusrite transformer-based Class-A mic pre and enhanced ISA110 EQ. 

New tri-mode VCA Compressor/Opto-Compressor/Opto-Limiter section, Expander-Gate. De-esser, Soft-Limit and 1921(Hz A-D option. 

The ultimate premium front-end for trucking. Also the perfect swi-army-knife" tool for " fixing it in the mix" Always musical, always Facusrite! 

Tascam US-2400TM 
The first control surface for DP4 with enough faders to feel like a real mixing console. 25 touch-sensitive 10-bit 100mm automated faders. 

Separate dedicated master fader. Select, solo and mute switches for each channel. 24 rotary encoders with ring LEDs for channel pan, send levels 

or even plug-in parameters. Rock-solid transport buttons, shutte wheel and a joystick for surround panning. By far the most control for the money. 
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music technology direct 
Your personal Sweetwater sales engineer offers much, much more 

than just a great price. They do the research, day in and day out, to 

ensure that yroll fine-tune your MOTU system to fityour exact needs. 

www.sweetwater.com 
info@sweetwatencom 

BIAS SoundSoap Prow 
Unparalleled noise reduction and audio restoration for any 

problematic audio in DP4, from importeÉ vinyl to analog hiss lo 

troublesome five recirdings. Combines Broadband. Chck & Craclde, 

and Hum & Rumble — plus a sophisticated Noise Gate — in one 

plug-in. Great results with minimal tweaking. Nearll half the price 

of competingsolutions. Scrub your mdio until it's sparkling clean. 

motu studio consultation 800-222-4.700 



BY DAVID MORGAN 

Clair iO/Lake Technology Contour 

Controlling the Controller 

A
s FOH engineer for Simon & Gar-
funkel, Paul Simon, Steely Dan and 

Bette Midler, my days are spent in 

arenas, stadiums and amphitheaters—ac-

ceptable, but rarely great performance areas. 

Recently, two developments have trans-

formed large venues: curved line array sys-
tems, and 24-bit, WiFi-addressable multi-

processors used for crossovers, EQs, com-
pressors and line drivers. For the past two 

years, my choice has been the 2-in/6-out 
Clair iO/Lake Technology Contour frames 

and the proprietary Clair/Lake software. 
Connected to the iO/Contour units on a 

WiFi-enabled PC slate, I can control the au-

dio system from any point in the venue— 

something I once never dreamed possible. 

STARTING OUT 

When I first took out a system with the 

iO/Contour frames, I experienced a little 
"gear shock": It takes awhile to get used to 

using a WiFi-capable, slate-type PC as the in-

terface. Adjusting settings with a magnetic 
pencil requires timing and patience, and the 

computer response time is not immediate, so 
adapt your work rhythm to the system. For-

tunately, the software's graphics and icons 

for every function are easily comprehensible. 

Once you run the onscreen tutorial and use 
the system on a couple of shows, you should 

easily navigate from screen to screen, mov-

ing through venues and simultaneously ad-

justing EQs, crossovers and delays. 

A single-rackspace iO/Contour frame has 
two modules, A and B, each with a mono 

input and up to three outputs. Each side can 

be used as a single in/out or a two- or three-
way crossover; a four-way crossover re-
quires an entire frame. The setup screens on 

the slate PC let you choose what capabilities 
are present in each module, perhaps starting 
with a three-way crossover. Then, give a 

name to each module and assign it to a soft-
ware group. For example, attaching module 

A and module B of one frame to a stereo 

group would facilitate EQ'ing both sides of 

a system simultaneously. 

MORE FRAMES, MORE POWER 

Walking to any seat and hearing the part of 
the system I'm facing—or any other ad-

dressable speaker group in the 

array and its effect of any or all 

speaker groups—is powerful. 
But this requires quite a few 

iO/Contour frames. To gener-

ate a 270-degree coverage pat-
tern in an average arena, I pre-

fer two forward-facing line ar-

rays formed with 14 i4s and 

two side-facing arrays, each 
made up of eight i4s. I nor-
mally assign an iO/Contour 

frame to control speaker groups no large; 

than four i4 cabinets each, with seven 

frames dedicated to the four front and side 
line arrays. 

The signal path management screen offers gain/EQ/delay/ 
crossover/limiting/routing of the l/Os on each hardware frame. 

LF CONTROL: FROM THE TOP DOWN 

I like flying line arrays as high as possible, so 

separating the six top units into subgroups al-

so gives me better LF control up near the roof. 
In some arenas, little or no attention is given 

to bass trapping, and one must try to control 
the energy reflected from a huge, often flat 

roof surface. I may have the audio crew wire 
the RA. so only the top two i4s are on the 
first i0 frame instead of the top four. 

Two separate i0 units are dedicated to the 
column's next six i4s, and the cabinets are 

again divided into upper (four i4s) and low-

er (two i4s) subgroups. The boxes in this part 

of the curve usually have the same vertical 

splay angle. I like having individual control 

on the bottom pair, as those boxes are often 

aimed at the floor seating just in front of the 

mix position and the bounce off the concrete 
can create its own set of problems. This is al-

so the coverage area that includes the most 

variation in distance from the array and often 

requires the most massaging to sound even. 

The bottom two boxes in the front array 
have the most vertical splay and will exhib-
it the least LF coupling. The floor reflection 
of high frequencies near the stage can be a 

problem for the performers, so this coverage 

area also receives its own dedicated i0 unit. 

MAKING MODULES 

'File power of the software is applied 

through the creation of control modules. A 

module may be as large as the entire system 
or as small as the smallest number of speak-

ers each i0 unit addresses. For example, I 
set one global module to simply mute the 

entire audio system including subs and 
frontfills. The next largest module addresses 

all the i4s as a group. 

I set up smaller software groups to con-

trol all of the speaker subgroups—fronts and 

sides. The main action (crossovers/EQ/com-

pression/delay) takes place in these groups. 

These modules will control one or two com-
plete frames. I then create individual soft-

ware modules to control each speaker group 
in the columns. These are the true working 
modules, and each of these has full software 
power: parametric/graphic EQ, crossover 
function, full-range delay, band delays, pre-
emphasis EQ and band compression. To 

equalize the system, I start with graphic EQs 
on the speaker group level and then move 

to parametric on the subgroups within each 

larger division to make micro-adjustments. 
The subwoofers have their own frame, 

with a module providing a lowpass 

graphic and parametric EQ, delay, compres-

sion and level. The frontfills get a mono sig-
nal, but I use both sides of a frame to gen-

erate two two-way crossovers for inner and 
outer sends. The frontfills require different 

delay times relative to the main arrays and 
separate EQ relative to positioning. 

In certain problem venues, another 

frame supplies EQ and delay for my pow-

ered near-field monitors. Including a spare, 
there are 11 i0 frames in the drive rack, yet 

all of this inu edible processing power still 

takes up far less room than carrying tradi-

tional crossovers and graphics. 

David Morgan spent the past year mixing 
Simon & Garfunkel's Old Friends world tour. 
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"For me, film scoring is a combination of tradition 

and technology. I write my initial sketches with 

pencil and paper, but filmmaking today involves 

a digital world with frequent editing changes. 

Whether I need to tighten sync on a shot, 

or conform my original sketch to the latest version 

of picture, Digital Performer gets me there. At 

my desk and on the scoring stage, DP is there." 
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