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Master DVD today, 
HD media tomorrow. 

Dolby 'Media Producer 

fib 

Introducing comprehensive software 
mastering tools for DVD, HD DVD, 
Blu-ray Disc, and beyond. 

Dolby® Media Producer is the definitive suite of 
professional tools for mastering audio content 
for all of today's pac(aged media and future 
formats as wel.. This software suite comprises 

twee separate applications that also work 
seamlessly together. It is built for Mac OS'X, 

version 10.4 ard up. 

Do Inv Media Encoder 

Professional non- real-time software 

encoder that encodes Dolby Digital Plus, 
Dolby Digital, Dolby TrieHD, and MLP Lossless— 

formats. Includes three Media Encoder Clients, 
enabling operators to set up and submit jobs 

locally or over a network to a centralized 
server. Features an iituitive interface for job 
preparation and project level management, 

and also includes a preview playback decoder. 

Dolby Media Decoder 

Professional reference decoder provides 

decoding and nonitoring of Dolby Digital Plus, 
$ Dolby Digital, Dolby TrJeHD, and IVILP Lossless 

formats. Supports consumer listening modes 

including Dolby Pro Logic®, Dolby Pro Logic II, 

Dolby Digital Surround EX—, and 
Dolby Headphone formats. Optimized to run 

locally on a single computer. Transport control 
provides for audio-to-video synchronization. 

Dolby Media Tools 

I waluable utility program saves time and 
noney on audio file preparation by enabling the 

repair and update of previously en:oded disc 
files without reencoding. Features 'include meta-
cata edit ng, file trimming, timecode striping, 
and file concatenation. Dolby Media Tools 

is optimized to run lo:ally on a single computer. 

For additional information and a demo 
of the Dolby Media Producer products 
contact your Dolby deater or visit 
www.dolby.com. 

UD DOLBY  
Eralby, Poa Logn, and the dout le-D symbol are registered trademarks 
o;Dotin LaboratorIes. hILPLois,ess and SUrround EX are trademarks 
o Do:b1 Laborntor'es. Mac OS is a trademark & Apple C amputer, Inc. 

2006411eby _aboratcnies,IrcAll ights reserved. S05/16901 
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"The Aviom Monitoring System 
has revolutionized our band." 

Kenn Hughes - Denver & The Mile High Orchestra 

Aviom has solved monitor and cue mixing problems on stage 
and in the studio for more than 40,000 users worldwide. eolier 

Personal mix control for every performer. 

Digital power, analog simplicity. 

Start your own 

Revolution. 

le1A71•-lET1 frg 

www.Aviom.com 
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"We Switched" 

e • 
Grandmaster Flash Francis Buckley 

Producer / Di / Recording Artist 

44. 

Anthony Myers 

Engineer / Producer 
Sound Designer 

DJ Ron G 

Remixer / DJ 

Multi-Platinum Grammy-Winning 
Engineer / Producer 
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Gerhard Joost 

Multi- Platinum Engineer 
Mixer / Producer 

lehe.+ e' tteve Pageot 

Grammy-Winning Producer 

Musician / Composer / Engineer 

John Rodd 

Orchestral Scoring Recordist 
Music Scoring Mixer 

Andraé Crouch 

Multiple Grammy-Winning 
Gospel Singer / Producer / Pastor 

• NIL: 
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Ray Benson 
MI. RI 

Michael Jay 

-Prince Charles" Alexander 

Multi-Platinum Grammy-Winning 
Engineer / Producer 

Lionel Jarvis 

Multi- Platinum Music:an 
Musical Director 
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Multiple Grammy-Winning Emmy-Winning Composer / Engineer 

Singer / Songwriter / Producer Editor / Studio Consultant 

Studio Precision 
Audio Quality: 5.0 Features: 5.0 Ease of Use: 5.0 Value: 5.0 
Cons: None —Electronic Musician 

Isn't it time you switched? 
www.eventl.com • info@eventl.com • 805-566-7777 

Biamplified Direct 
Field Monitor 

Electronic Musician 
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Ordinary FireWire audio intertaces are tine tor capturing your 

musical ideas on the go. But if you're the type of musician 

or engineer who won't compromise quality, then you need 

to audition the Onyx 400F Studio Recording Preamp with 

192kHz FireWire I/O. 

This professional 10-channel premium mic preamp and 

audio interface features four boutique-quality Onyx mic 

preamps, with superior headroom, sonic detail and clarity 

vs. the competition ( 123dB dynamic range and .0007%THD, 

measured in the real world). The Onyx 400F also offers TRS 

inserts for plugging your favorite outboard gear into your 

FOR MOST FOLKS, 
ANY FIRE WIRE 
INTERFACE WILL DO. 

signal path betore sending it to your Mac or PC. And an 

internal 10 x 10 DSP Matrix Mixer with 64-bit floating point 

processing and full recall—a feature not found on any other 

FireWire interface, at any price. 

With mastering-grade 24-bit/192kHz AKW audio converters, 

true 192kHz operation at full channel count, a powerful 

standalone operation mode, and robust aluminum-and-steel 

construction, the Onyx 400F boasts fanatical attention to 

every last detail. l\ ot to mention exceptionally open, natural 

and revealing sound worthy of your finest projects. Visit 

www.mackie.com/onyx400f to feed your obsession. 

, , .tf .. ONYX' 4ouf 

.1 \. ,/ \, •.. 

`-_, \-/ 

MACKIE ONYX 400F: FOUR BOUTIQUE MIC PREAMPS W/192KHZ FIREWIRE I/O. 

- 

.P1 .19 ..91Y;S, 

www.mackie.com IT 425 487 4333 (Outside U.S.) Tr 800 898 3211 (Toll free within U.S.) 
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Revolutionary 
Introducing the LSR4300 Series Studio Monitors, 
revolutionary technology designed or your workspace 
with computer recording in mind. The next-generation 
automated version of JBL's RMC Room Mode Correction 
technology and built-in analyzer, automatically calibrate 
each speaker to ensure accurate response at the mix 
position, in any work environment. The 4300 series is the 
first studio monitor that incorporates the Harman HiOnet 
network protocol, enabling system-wide intelligence and 
synchronized control of all speakers in the system from 
the mix position. Control system level, individual speaker 
solo, input source selection, high and low frequency EQ 
settings, and adjustment of all parameters from the 
speaker's front panel, infrared remote control or your 
desktop with the 4300 Control Center Software. With 
automatic room compensation, centralized system 
control, and high- resolution digital inputs, the LSR4300 
Series is the most elegant advancement of technology on 
behalf of better mixes ever offered in a studio monitor. 

LSR 4.300 
www.jblpro.con 

Stunning sound and revolutionary intelligence 

to analyze and correct the problems in any room. 

H A Harman International Company 
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with a winning combination • • • 

Integrated - recording - editing - mixing - mastering - audio & video 

ual & quad processor workstations have 

taken digital audio and video to a new level, with 

powerful native solutions such as Steinberg's 

Nuendo, able to handle hundreds of audio tracks 

and plug- ins on a single PC. And with Nuendo 3 

there is finally an open architecture application 

with all the features needed to handle even the 

most demanding music and audio post projects 

with ease. 

The new Euphonix System 5- MC DAVV controller 

integrates fully with Nuendo 3.1 and other appli-

cations via the EuCon high-speed protocol to give 

audio post, music and video professionals a 

complete integrated professional production 

solution at an affordable price. 

System 5- MC 
Integrated DAVV Controller 

Nuendo 3.1 
Digital Audio Workstation 
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On the Coven The Studio 
at the Palms, the newest 

addition to George Maloof's 
entertainment empire, of-
fers full-scale production 
capabilities for those wish-
ing to combine work and 
pleasure at this renowned 

Las Vegas resort destina-
tion. Photo: Steve Spata-
fore. Inset Photo: Courtesy 

New Une Cinema. 
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PROFESSIONAL AUDIO AND MUSIC PRODUCTION 
February 2 006, VOLUME 30, NUMBER 2 

features 

34 Modern Mixing Dilemmas 
Things aren't they way they once were before in the mixing world. Previ-

ously, format compatability plagued mix engineers. Today, we're finding 

mislabeled (or not even labeled!) files, as Jimmy Douglass explains; or Joe 

Chiccarelli's work on home studio—based projects; or Jack Joseph Puig's 

"problem" with the seemingly unlimited bandwidth of digital media; or mul-

tiple formats, as in the case with Rafa Sardina's latest film score and Paul 

Klingberg's work on the Farm Aid 20th Anniversary concert. 

39 The Speaker Takes the Stand 
Taking the guesswork out of pairing the correct amp to a speaker, active 

monitors have been flooding the pro audio field, making it a challenge to 

find the right pair. Mix examines basic features and specs you should con-

sider before opening up your pocketbook, as well as current models that 

are ready for the picking. 

48 The Incredible Shrinking Rig 
Engineers are creatures of habit. They like to use certain consoles, certain 

effects, certain mics, certain techniques. Now, throw in the immediacy 

inherent in a live environment, and you can see why many sound reinforce-

ment mixers rely on their tried-and-true gear. They know it works. But in 

today's lean economy, the sound reinforcement world is also finding ways 

to maximize the efficiency of touring in a downscaled environment, with the 

help of digital consoles. 

52 Listening to The New World 
He doesn't make a lot of movies, but when he does, filmmakers take notice. 

Director Terrence Malick has enlisted supervising sound editor/re-record-

ing mixer Skip Lievsay and crew, working on the new Digidesign ICON at 

Warner Bros. Post-Production Facilities, to bring the period sounds and 

atmospheres of early 17th-century America to the big screen. 

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

(Volume 30, Number 2) is ©2006 by PRISM Business Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-year 112 issues) subscription is $35. Canada 
is $40. All other international is $50. POSTMASTER: Send address changes to Mix, P.O. Box 638, Mt. Morris, IL 61054. Periodicals Postage Paid at Shawnee Mission, KS and at additional mailing offices. 
This publication may rot 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 6.1S. 
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EXTRAORDINARY MICROPHONE 
UNPRECEDENTED PRICE 

While many microphones add a 'certain some-
thing' to the sound, DPA microphones are world 
renowned for capturing the performance - and 
the performance only - with breathtaking sonic 
accuracy. 

The new 4090 exhibits an open natural sound, 
with an imperceptible noise floor and an impres-
sive 134 dB of SPL handling capability, making 

it a perfect choice for a wide variety of both live 
and recording applications. From acoustic guitar 
to drum overheads, acoustic piano tc full sym-
phony, this mic excels. 

Find out more about the 4090 at 
www.dpamicrophones.com. 

Also available: the acoustically identical 4091 with 
an additional 10 dB of SRL handling. 

DPA 4090 

The microphonRs for sound 

engineers with uncompromising 

demands for musical accuracy. 

MICROPHONES 

DPA Microphones, .nc. 2432 North Main Street, 

Suite 200, bcngmont, CO 80501 

Ph.: 303 495 1025, Email: info-u5aadpainicrophones.corn 

www.dpamicrophones.com 
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DIGIDESIGN VENUE .IVE SOUND ENVIRONMENT 
Studio-grace sound qualdy koad-tested reliability. Branded TDM plug-ins 

Direct bussing to Pro Tools. Expandable I/O . Artist-driven PC) monitoring 

- 

«84 

.10111  res 
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"VENUE has given me the very best balance 
of both cigital AND analog sound quality. 
The effortless workflow as well as being able to augment the transparency and pristine 

nature of digital audio with studio-grade analog emulations via the TDM plug-in 

architecture makes for a very powerful weapon. For the first time in live performance 

audio, the sonic possibilities seem truly endless. VENUE is the most creative live 

platform I have ever mixed on." 

Robert Scovill 
(Six- time TEC Award winner and engineer 
for Tom Petty & the Heartbreakers. 
Matchbox Twenty. Rush. Def Leopard) 

Visit digidesign.com to get 

your free copy of Digidesign 

VENUE On the Road DVD. 

2006 Avid Technology. Inc. All rights eeeee ved. Avid, Digidesign, Personal 0, and Pro Tools are elther trademarks of registered trademarks 

of Avid Technology, Inc, in the United States and/or other countries. All other trademarks are the property of then respective holders. 



Ear School 

san industry, we work with pretty complex stuff. And once we think we know 
it all, some breakthrough arrives and the learning process starts all over again. 

So we read; we study; we attend tradeshows, seminars and clinics; and we surf 
though Web pages, newsgroups and blogs seeking some insight that will give our 

creations that extra edge. It's gear, gear, gear. Unfortunately, our ears form the one 
essential link in the audio chain that doesn't come with an owner's manual. 

Every engineer learns basic session etiquette—i.e., don't overload digital inputs, 
don't unplug a phantom-powered condenser mic—but basic listening caveats are 
often ignored. Besides listening for audio anomalies such as ticks, pops, hiss, rumble, 
oscillations, cancellations, comb filtering and all forms of distortion, the well-eared 

engineer should be able to identify instrument aberrations ranging from rattling 
hardware and snare buzz to noise from valves, frets and drum/guitar/piano pedals. 
Once the latter has been WD-40'd or duct-taped into submission, the engineer's 
attention can then turn to listening for performance glitches: intonation, tuning, 
tempo, poor mic technique or whatever. 

The glamour disappears once " take 54" is uttered through the talkback mic, but 
before you get to that point, take a breather: Let your performer chill out and give 
your ears a break from the very real problem of ear fatigue. One sure sign of ear 

fatigue is when you begin losing the ability to concentrate or when you can't hear 
subtle changes, such as a minor equalization tweak on a soloed track. 

Before deciding on mic choice or placement, take a moment in the recording 
room and actually listen to the source. Even something as predictable as the Fender 
Twin Reverb/Shure SM57 combo sounds completely different at floor level (where 
the mic is) than to a listener standing next to the amp. The same goes for players: 
Guitarists often pump too much treble into amp feeds simply because they're 
listening five or six feet off-axis. 

The listening situation is more complex in the control room, where decisions are 
based on accuracy of the monitoring environment. Bad monitors will sound bad 
anywhere, but even the best monitors can (and will be) affected by room placement 
and poor acoustics—even in the near-field. 

There are plenty of good monitors available (the newest are profiled in this issue). 
However, when auditioning monitors, the key is to find those that are accurate 
and appropriate to your listening space. As an extension of your hearing system, 
monitors must provide a true sonic reflection of the input signal, rather than hype 
and flattery. Sorting out the difference between the two is no easy task, but the 
quest for great monitors is worthwhile. 

A fresh, rested set of trained ears, combined with an accurate listening system, 

is the first—and perhaps most important step—in creating audio magic. But along 
the way, try keeping playback levels in check and give your ears a break once in a 
while. Hearing is priceless. 

George Petersen 
Editorial Director 

Mix 
EDITORIAL DIRECTOR • • 
EDITOR loin K,lo, tn. rr, 

SENIOR EDITOR ,• , • 

SENIOR EDITOR/FEATURES 

TECHNICAL EDITOR 

MANAGING EDITOR • 

ASSISTANT EDITOR 

COPY EDITOR Barbara Schultz bschultn3osnib2b.colo 

NEW YORK EDITOR flood /Nees rinvidOkiwords.wm 

NASHVILLE EDITOR I, •, • •••,),: rnaccon, 

SOUND REINFORCEMENT EDITOR ',tut, / ruilt 

FILM SOUND EDITOR . 

TECHNICAL PROVOCATEUR .•• ,,r., •. , 

CONSULTING EDITOR Paul D. Lehrman lehmine.vpon.rom 

DIRECTOR OF NEW MEDIA ¡arm Needhem tneedhurnepftsmb2b.rern 

NEW-TECHNOLOGIES EDITOR Philip De Canoe 

CONTRIBUTING EDITORS Michael Cooper Bob McCarthy 

Eddie Cileth Oliver Mosciamne Gory [ slum Barry Rudolph 

SENIOR ART DIRECTOR Ornery Pend dpankhepnsmb2b.rom 

ART DIRECTOR Kay Marshall kmarsholl@mismb2b.rom 

ASSOCIATE ART DIRECTOR Lizabeth Fleavern IheavernOpnunb2b.rom 

PHOTOGRAPHY Steve Jennings 

INFORMATIONAL GRAPHICS Chuck Dahmer 

SENIOR VKE PRESIDENT Pete May pmeeposinexom 

PUBLISHER Dove Reik dreik@prismb2b.mm 

ASSOCIATE PUBLISHER Fake Lopez elopezOprismb2b.com 

EASTERN ADVERTISING DIRECTOR Michele Kanntous mkonatous«. 

prismh2b. will 

NORTHWEST/MIDWEST ADVERTISING MANAGER Greg Sutton 

gsurton@plism192b.com 

SOUTHWEST ADVERTISING MANAGER .',I/.tert Margolis (117V.: 

pismb2b.com 

CLASSIFIEDS/MARKETPLACE ADVERTISING DIRECTOR 

Robin Boye-Tiubitt rboge.. .. • : . 

WEST COAST aASSIFIEDS SALES ASSOCIATE BUM Blucklord 

kblockford@prismb2b.mm 

EAST COAST CLASSIFIEDS SALES ASSOCIATE Jason Smith Kemidtee 

piisinb2b.com 

MARKETING DIRECTOR • , ten Pocock rptuakCprismb2b.com 

MARKETING COORDINATOR Una Raydmonov 

« 

MARKETING TRADESHOW P. EVENTS COORDINATOR /mile' Smith 

ONLINE SALES AND MARKETING DIRECTOR mottiu Kuhn skohn«,) 

DIRECTOR, SPECIAL PROJECTS 4 Reuter hresner@pasmb2b.com 

VICE PRESIDENT, PRODUCTION ro Perks Iporks@plismb2b.com 

GROUP PRODUCTION MANAGER MkIDS0 Longsluff miongstoff© 
prnmh7h (OM 

SENIOR ADVERTISING PRODUCTION COORDINATOR III Tumor 

CLASSIFIED PRODUCTION COORDINATOR Jennifer Kneehoneteune 

1koeeb,nrrr' •r"20 COP 

VICE PRESIDENT, AUDIENCE MARKETING Jerry Okobe jokabe0 

piismb2b.com 

DIRECTOR AUDIENCE OF MARKETING John Rockwell frockwee 

Drismb2b.com 

HUMAN RESOURCES DIRECTOR Julie Nave-IWor pueroylor@ 

prismb2b.(0111 

RECEPTIONIST/OFFICE COORDINATOR rot Dixhnick Iduchnick0 

peismb2b.com 

COPYRIGHT 2006 

ALL Prism Business Ale& 
RJGHTS RESERVED. 

FOUNDED IN 1977 BY DAVID SCHWARTZ AND PENNY RIDER 

MAGAZINE IS AFFILIATED WITH -SPAR' 
— *AMNIA= *VA. 

10 MIX, February 2006 • www.mixonline.com 



AKG ACOUSTICS 
_ rt. 

. - 
-f 

am.; eitai 
4 tee 

Grooves. Solos. 

Sometimes the music 

goes to magical places. 

When that happens, make 

sure the fans feel dt. 

• • 

ultimo], 

AKG WMS4000 Galactic is known for-being musically adventurous with its funk/fusion style. 

That's why AKG offers products like the WMS 4000. A wireless mic system for vocals or instruments 

that's simply unrivaled for audio quality and reliability. It captures those unexpected moments with very 

expected clarity. When the music is going places, make sure your equipment is worthy of the journey. 

Visit wmi.akg.com to find your nearest AKG distributor or dealer. 

US: ( 615) 620-3800 / Austria: (+43 1) 86 654-0 / Germany: (+49 89) 8716-0 

H A Harman International Company 14)(G it. registered trademark of AKG ko.sucs GrnbH. a Hannan Internatonal Indosrne., Increporeed 



REDDING AUDIO. Inc. 97 S Main St * 10 

Newtown CT 06470 phone 203. 270.1 808 
vwwv reddingaudio corn wowv.schoeps de 

Here's something new to get 

EVENSTAR 

Introducing our new PSBR, a biamplified, 

stand alone, nearfield monitor that's sure to 

turn the audio industry on its ear. Quincy 

Jones, Sting, Santana and Neil Young have 

already discovered how our patent pending 

ribbon technology delivers unequalled 

clarity and definition. Hear what they hear. 

The pure sound of SLS. 

www.sisloudspeakers.corn 
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Virtual Voices, Real Results 
HARMONY 

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

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

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

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

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

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

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

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

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

Features: 

▪ Creates convincing virtual harmony tracks from a single vocal 

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

▪ Produces rich vocal harmony and memorable special effects 

▪ Individual voice control of humanization features and more 

• Harmony voices can sound like clones of the lead singer or 4 different singers 
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Letters to Mix 

THE "HERE AND NOW" 

I was delighted to see the mini-feature on 

Luther Vandross hit " Here and Now" [Novem-

ber 2005 " Classic Tracks"]. However, having 

recorded the original song demo, have a cor-

rection to submit. 

Terry Steele brought his song " Here and 

Now" to Theta Sound Studio in 1985 (then in 

Los Feliz/Los Angeles, now in Burbank, Calif.) 

to record. Terry had done other projects with us 

and he was certainly a gifted writer, singer and 

pianist. At that time, there was no other writer 

on this song except for Terry. 

I had him track the piano on our Yamaha C5 

Conservatory Grand (equipped with the Forte 

MIDI mod) and layered the MIDI stream to one 

of our DX7s for the Rhodes sound. The combi-

nation of acoustic/Rhodes sound was popular at 

the time with top producers and was the only 

backing track on this recording. Terry then sang 

the lead vocals and arranged the backing vocals. 

I mixed the song, and when it was finished, we 

knew it was great! It only took about four years 

for it to find its way to Luther! 

When I saw the writer's credit for Luther's 

version, I was surprised. With the exception 

of the newly added bridge, Terry had penned 

the entire tune! As [Nat Adderley Jr.; says in 

your article, it's true, regarding that demo, 

[that], " None of us could believe how good it 

sounded! And I'm not talking about the song 

itself; the arrangement was nearly all there." 

I just thought I'd set the record straight. 

Randy Tobin 

Owner/engineer/producer 

Theta Sound Studio 

REMEMBERING AN OLD FRIEND 

I know Denny [Purcell, 1951-2002] left us 

awhile back, but I have been reminiscing lately 

about some times with him and I thought it 

was worth sharing. 

I was a keyboard sideman tn Nashville 

working any gig I could get back in 1979. I 

landed a tour with Gail Davies. Denny was 

road-managing fin addition to his mastering 

gig at Woodland Studios) and picked me up 

at the airport one day. I had been reading The 

New Yorker on the flight and clipped one of 

those insane captioned single-frame comics 

called " Some buncha ducks." I have always 

had a pretty twisted since of humor, and I 

didn't know what to expect by sharing it with 

Denny—mainly because we had only met a 

couple times up until then. 

Denny surprised me by laughing harder 

at it thin I did. Later, he proceeded to start a 

duck collection, which, as I understand it, grew 

to pretty lavish proportions during the years. 

People would find ducks from everywhere and 

give them to him as gifts. I am truly honored to 

be at the root of this tradition. 

John E Salem 

Senior account executive, KAKE TV 

Wichita, Kan. 

AN OPEN LETTER TO 

MUSIC SOFTWARE COMPANIES 

After having made the transition to a com-

pletely " virtual" studio within the last year, I 

find myself spending a ridiculous amount of 

time dealing with software updates, upgrades, 

registrations, etc., and as a result, it feels like 

I spend more time getting ready to make 

music than actually making music. There are 

two major areas in which software companies 

could make all of our lives a little easier: reg-

istration/copy protection and staying current 

(version updates). 

Here's a real- life example. Among dozens 

of other products, I own Native Instruments' 

Komplete bundle and most of East West's line, 

all of which use Native Instruments' playback 

engines. For every one of those plug-ins. I've 

had to go to their Website before I could even 

install anything to make sure I have the most 

recent version. (Install discs are rarely up-to-

date.) However, just try finding an obvious 

Updates link on their homepage—it's a small 

text link halfway down the page. Then, of 

course, you have to log in and then you get 

something about protected updates vs. unpro-

tected updates, and so on. Why all the hassle? 

If you don't own the software, what good is a 

"protected" update going to do? 

Here's an easy approach: A plug-in win-

dow should have its version number plainly 

visible somewhere, maybe in a corner. You 

shouldn't have to click on some " magic spot" 

or go digging for it. There should be a button 

(or at least a menu item) that says, " Check for 

updates." Clicking on this should connect to 

the company's Website and look for a more 

recent version and download it automatically 

if available. I own several computers in my 

studio, and I also administer several comput-

ers for some of my clients. Now multiply the 

headache of staying up-to-date with each 

computer I have to deal with, and it becomes 

a full-time job. 

As for copy protection, it's been addressed 

before, yet companies still punish legitimate 

users by using time-consuming, inconvenient 

or just plain bizarre methods while pirates still 

find ways to use the software for free. I know 

that companies need to protect their products, 

but for the sake of our time and sanity, try to 

find a balance between the need to protect 

and the need to be transparent. 

Jim Daneker 

Music production and programming 

Thompson Station, Tenn. 

ANCIENT, BUT mu TICKING 
In Eddie Ciletti's " Avoiding a Blue Holiday 

Anytime" ["Tech's Files," December 2005], 

he claims that " the PC is a legacy system 

while Apple's periodic upgrades make older 

systems obsolete..." and revels in the fact 

that he is a " legacy dude, hanging on to 

hardware of all kinds and laughing at the 

ability to run 20-year-old DOS programs 

under Win2K and XP." 

I'm as tired of the Apple vs. PC debate as 

the next guy, but I feel a need to get the facts 

straight. I've been using the Mac Rolodex 

program Quickfile several times a day since 

1986. It runs perfectly on both my ancient 

Mac Plus and my dual-boot system OS X 

computer that I use to process .WAV files. My 

primary database program, Record Holder, 

which I purchased in 1989, does the same. 

Apple's Apple Talk allows me to transfer files 

back and forth easily from my oldest 1980s 

Macs to my newest Macs. 

However, I still enjoyed Eddie's article and 

fully agree with his advice about the impor-

tance of backup and " defensive computing." 

Ryan Thomson 

Captain Fiddle Music 

Newmarket, N.H. 

Send Feedback to Mix 

mixeditorial@primediabusiness.com 
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Genelec, the benchmark in active reference monitoring, offers the 

most complete line of active reference monitors for professional 

audio, no matter what type of audio you are producing. 

The new 8000 MDETm Series monitors deliver powerful, extended 

resolution and realism - from electrical signal to acoustic event. 

With extended frequency response and lower distortion across 

their entire bandwidth, the 8000 Series offers consistently precise 

monitoring with no tolerance for error. 

Combined with Genelec's 7000 LSETM Series suowoofers, 

accurate reference systems can be easily integrated into nearly 

any environment, whether you are working in stereo or surround. 

Contact us for system specification and a demonstration using 

the complete range of Genelec 7000 and 8000 Senes monitoring 

solutions in your room. 

www.genelecusa.com 

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi. Finland 
T +358-17-83881, F +358-17-812267 Email genelec@genelec.com 
In the USA: T 508.652.0900, F 508.652.0909 Email genelec.usa@genelec.com 
In China: T +86 10 8580 2180. F +86 10 8580 2181 Email genelec.china@genelec.com 

8000 Series 
Matched in thousands 

eLl'i/VNE F 

Genelec 
8050A 

GENELEC® 
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RIGHTTRACK/SOUND ON SOUND RENOVATE AND REBUILD  

PI I 
Dave Amlen, Sound on Sound Right Trades Simon Andrews 

The new union of Right Track/Sound on Sound (New York City) has been marked by the 

renovation of Studio C at the 168 West 48th St. Location and the total rebuilding of one 

of the production rooms, now renamed D1, at 509 West 38th St. 

Studio C has undergone a cosmetic facelift and has been outfitted with Sound on 

Sound's 72-input SSL 9000 J Series console. The main monitor system now includes an 

Augspurger array, with additional outboard equipment from Sound on Sound's collection. 

"The goal is to offer an environment similar to what our clients had at Sound on 

Sound so they can seamlessly segue to the 48th Street location," said Sound on Sound 

general manager Chris Bubacz. "Studio C gives us more space than we had at Sound on 

Sound, and the revamped room sounds spectacular. We've improved on a good thing, and 

the proof is in the bookings: Two of our largest clients, Ray Bardani and David Bendeth, 

have block-booked Studio C since it opened on October 27." 

The transformation of the production room at the 38th Street location, designed by 

Larry Swist, required the complete gutting and rebuilding of the space. It was modeled 

after Sound on Sound's Studio D, a Digidesign Pro Tools room for recording and overdubs, also designed by Swist. 

The redesign will better isolate D1 from the second production room, which is scheduled for a similar 

build-out in 2006. Equipment in the production rooms will be expanded to include a Pro ToolsIHD4 Accel 

system with a 24-channel D-Command control surface, and an array of keyboards and outboard gear. 

CONCORD BUYS TELARC 
NEIN ENTITY FOCUSES ON INDIE, ADULT MUSIC 
Cleveland-based Telarc and its subsidiaries (including Heads Up Intl., which was bought by Telarc in 

2000) have been purchased by Concord Records, which includes Peak, Playboy Jazz, Stretch, Concord 

Picante and Fantasy Records (which was acquired late in 2004). The merged companies will be called 

Concord Music Group (www.concordmusicgroup.com). 

Team became the first label to commercially use digital recording in 1978 and, in 1983, was one 

of the first to launch CDs in a joint effort with Sony Corp. Both Telarc and Heads Up have a number of 

recordings in high-definition and SACD formats. According to Telarc president Bob Woods, "Glen Barros 

[president/CEO of the Concord Music Group] and I have known each other for some time and I respect the 

creative indie mentality our companies share, which allows us to respond quickly to the constant change 

and abundant opportunities in our industry. We'll be a larger entity, but we won't move slowly." 

TEEARC VISITS AVATAR 
Avatar's (New York 

City, www.avatar 

studios.net) Studio 

C recently hosted 

Telarc recording artist 

Hiromi Llehara (left) 

recording a piano 

duet with Akiko 

Yano. Sushi Kosugi 

produced and James 

Farber engineered, 

assisted by Brian 

Montgomery. 

TERRY DIANE BECKER BOYLE 
1950-2005 

Terry Diane Becker Boyle, a recording 

engineer who worked with artists such as 

Bonnie Raitt, Jackson Browne, Paul Kelly, 

Kansas and Taj Mahal (for which she won a 

Grammy in 2000), died at her home in Marina 

Del Rey, Calif., on December 19, 2005. 

Boyle was an associate professor of 

music production and engineering at Berklee 

College of Music (Boston) and became the 

assistant director of special programs for 

Berklee upon her relocation to Los Angeles 

in 2003. 

In lieu of flowers, donations may be 

made to Sound Art (11110 Ohio Ave., Ste. 

#109, Los Angeles, CA 90025; 310/479-2676; 

www.soundartla.org) or the Ted Mann Family 

Resource Center, 200 UCLA Medical Plaza, 

Ste. 502, Los Angeles, CA 90095. 
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Tao many monitors for Creative Group's Troy Kreuger? 

MUSIC AT YOUR FINGERTIPS 
Audio has taken on a huge role at New York 

City's Creative Group (www.creativegroup. 

tv)— not bad for a studio originally founded 

purely as a video post facility. For example, 

the company has introduced its new Instant 

Access Music Database, designed by mixer/ 

sound designer Troy Kreuger. 

"The impetus for Instant Access Music 

Database was the desire to provide clients with 

the ability to instantly search music at their 

convenience," said Kreuger. "Today's post-

production environment is demanding greater 

productivity from producers and the creative 

personnel. Audio suites that used to be booked 

for eight- hour sessions are now being booked 

for two-hour sessions, which means that the 

productivity has to go through the roof, which 

this database allows us to do. Producers can 

log on, audition and download any of the 500,000 CD-quality tracks that are currently available in the 

library and then have them incorporated in their mix. 

"Creative Group is somewhat known for having this music database," Krueger continued. "Some 

clients come here in part to be able to use the database while they're in video rooms; they're 

multitasking. Again, productivity is the key term here, and to our clients, it provides a huge service. 

You can't get this anywhere else. Why? Because I built it here and it's one of a kind." 

—David Weiss 

TEC AWARDS UPDATE 
2006 SITE ANNOUNCED, CALL FOR ENTRIES 
The Mix Foundation for Excellence in Audio has announced that the 22nd 

Annual Technical Excellence & Creativity Awards will be held Saturday. 

October 7, 2006, at the Hilton San Francisco. For ticket 

or sponsorship information, contact Karen Dunn at 

925/939-6149 or Karen@tecawards.org. 

The TEC Awards nominating panel is now 

accepting product nominations for the 22nd Annual 

TEC Awards. To be eligible, products must have been 

released and in commercial use during the period 

from April 1, 2005, to March 31, 2006. 

Categories are Ancillary Equipment, Digital 

Converters, Mic Preamplifier Technology, 

Microphone Technology/Sound Reinforcement 

Microphone Technology/Studio, Wireless Technology, 

Sound Reinforcement Loudspeaker Technology, Studio 

Monitor Technology, Musical Instrument Technology, 

Signal Processing Technology (Hardware), Signal Processing 

Technology (Software), Recording Devices, Workstation Technology, 

Sound Reinforcement Console Technology, Small Format Console Technology 

COMPILED BY SARAH BENZULY 

Who: Stefan Gubi, 

president of AKG 

Acoustics 

Main responsibilities: 

expanding AKG's 

position as a leading 

manufacturer of 

premium mics and 

headphones by 

building on our 

technical leadership. 

Previous Lives: I spent more than 15 years in 

the telecommunication industry, mainly with 

various divisions of Ericsson in positions of 

leadership. I was recruited to AKG from a CEO 

position with an Austrian publishing house. 

My favorite thing about this industry is...it 

is full of so many diverse people from exciting 

backgrounds, yet we all share a fascination 

with the language of music. I have found that 

it's vitally important in the pro audio industry 

to be a good listener and to seriously take the 

advice and feedback I get from our customers. 

The one thing in my office most like 

my personality is...a picture of my little 

daughter. In many ways, we share very similar 

strengths, and I really like the way she 

manages to get what she wants. 

Currently in my CD changer: Billy Joel's 

Greatest Hits. 

When I'm not in the office, you can find 

me...during the winter, skiing with my family 

in the Austrian Alps. In the summer, cycling or 

hiking with friends or family. 

and Large Format Console Technology. 

Companies that wish to nominate products should send complete 

product name and qualifying category, date first commercially 

available (proof of shipment may be required; beta test 

sites do not qualify), and a contact name and telephone 

number. 

For Outstanding Studio Design Project, entries 

must be new studios or rooms, or major renovations 

completed and in use during the eligibility year of 

April 1, 2005, to March 31, 2006. Those wishing 

to nominate studios should send the studio name 

and location, date completed and name/phone 

number of the architect(s) or studio designer(s), 

the acoustician(s) and the studio owner(s). 

All entries must be returned by Saturday, February 

26, 2005. Send all information to TEC Awards, 1547 Palos 

Verdes Mall #294, Walnut Creek, CA 94597; fax 925/939-4022; 

Karen@tecawards.org. Forms can also be downloaded from www. 

mixfoundation.org. 
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TONIC GOES FULL CIRCLE  
Tonic (www.tonic.tv) has opened Tonic Downtown, 

located within Full Circle Post (www.fullcirclepost.com) 

in New York City. The new Location will introduce Full 

Circle Post clients to Tonic's capabilities in original 

scoring, sound design and mixing. 

Tonic Downtown features a stereo and 5.1 Pro 

Toolsi HD mix room, as well as a stellar staff that includes 

Emmy Award-winning composers Peter Fish (pictured) and A.J. "Andy" Gundell, sound designer Jun 

Mizumachi and mixers Bill Cavanaugh, Doug Johnson, Anthony Erice and Juan Aceves. 

"Having Tonic onsite is an important addition to Full Circle Post," said Scott Doniger, president of 

Full Circle Post. "Now, our clients have a complete solution for top-tier mixing, music and sound design 

available to them, all under one roof." 

111111111111 •  

ABOUTTHATTIME FORAN UPDATE 
In celebration of its tenth 

anniversary, Cotton Hill Studios 

(Albany, N.Y.) completed an 

overall system i,pgrade with 

the help of Professional Audio 

Design, which provided a Pro 

ToolsiHD3 Accel system, a 

Trident 80C analog console 

and an Aviom Pro16 Monitor 

Mixing System. The console 

features numerous custom PAD 

modifications 

"We decided that the best 

scenario for us was to have 

some type of a large-format analog console, along with a digital recording system," said Ray Rettig, 

president and owner of Cotton Hill Studios. "Among other modifications, PAD created a card that is 

inserted into the back of the console to take the audio signal from the Trident 80C and output it to the 

Aviom gear and the other digital equipment." 

The card, created by PAD senior technician Coleman Rogers, turns four channels of unbalanced 

audio into balanced audio, and four channels of balanced audio into unbalanced. Six of these level-

adjustable cards were installed as fully balanced pre-fader inserts in the monitor section. The first 16 

channels of these tape monitor insert sends are normaled directly into the Aviom headphone system. 

One of these conversion cards is also installed in the master section, balancing the mix and control 

room outputs, and unbalancing the stereo tape returns. In addition, PAD director of technical services, 

Brandon McHale, designed and installed a 4-output, silent-switching speaker selector. 

NEVE SPEAKS TO CRAS STUDENTS 
Rupert Neve recently visited the Conservatory of Recording Arts & Sciences (Tempe, Ariz.) to give a 

lecture on audio to roughly 400 students and faculty. Neve and Kevin Burgin (from Rupert Neve Designs) 

talked about the history of audio design and how the role of the large-format console is changing with 

respect to more DAW-based productions. 

Neve brought his Portico 5012 Duo Mic Preamp for students and instructors to sample in the audio 

classroom environment. It is part of a growing group of products that allow the user to create a 

completely modular console. 

Most recently Euphonix's 

(Palo Alto, CA) CTO, 

Martin Kloiber is now 

the company's new CEO. 

Euphonix also promoted 

Mike Franklin to VP of 

broadcast sales for the 

Americas...Taking on the 

Marlin Kloiber same CEO title at Prism 

Sound (Cambridge, UK) 

is Ian Crighton. The company also appointed 

Juke Box Ltd. (St. Denis, France) as its exclusive 

French distributor... Handling consultation on 

and installation of MW Audio's (Marina Del 

Rey, CA) studio systems is general manager 

Jimmy Church...Solid State Logic (Oxford, 

UK) announcements: George Horton has been 

promoted to sales manager for the U.S. Western 

region, Mexico and South America, and will be 

based out of the company's L.A. offices; Phill 

Scholes moves from the company's New York 

office to the L.A. office to replace Horton has 

Los Angeles service manager; Jim Motley has 

been appointed partnership manager for the 

XLogic range of products; Filip Saeten expands 

the product marketing department as software 

product manager; and Jon Jannaway is the 

company's new marketing manager...New 

regional sales manager at Shure (Niles, IL) is 

Jim Schanz, covering the Mid-Atlantic, Ohio 

Valley, upstate New York and upper Midwest 

regions...Biamp's (Beaverton, OR) new 

regional sates managers are Todd Bergum and 

Michael DeFreece...New distribution deals: 

Inter-M Americas (Chester, PA) named Metro 

Tek (Highland Park, NJ) for the New York City 

metro areas and Northern New Jersey; Audio-

Technica (Stow, OH) selected MI7 (Malmo, 

Sweden) as its distribution partner for Belgium; 

and Symetrix (Mountlake Terrace, WA) named 

Pacific Coast Visions (Denver) for the Rocky 

Mountain region. 



hAurora from Lynx. Converting the 
way you think about Converters. 
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A year ago, Lynx Studio Techndogy introduced the Aurora 16 and Aurora 8 mastering 
quality AD/DA converters. Now we're changing how the industry thinks about high-end 
converters, receiving a TEC award nomination along the way. 

Aurora's innovations are many: Sixteen channels of 24-bit, 192 kHz analog to digital and 
digital to analog conversion ir a single rack space; Seamless remote control using the 
industry-standard Lynx AES16 interface, MIDI, IR equipped laptop or Pocket PC; and an 
LSIot expansion port that offers many I/O options, including ADAT, LynxTWO, LynxL22 
(available now) along with other popular and ground-breaking formats on the way. 

All of these features are intended to support just one thing — the sound. 

The question we hear most often is "So how does Aurora sound compared to A, B, C, D...?" 
The best ears in the music industry have made the comparison, putting Aurora through its 
paces alongside converters cosing two to three times Aurora's price. Aurora has even been 
compared to reference converters in the $ 10,000+ price range — converters costing fifty 
times more per channel than Aurora. The results? Let's just say many of these golden ears 
now own and use Aurora. You can read their comments in the chatrooms. 

Our customers describe Aurora using terms like "open", "transparent", "clear", "excellent 
imaging" to name a few. But these opin ons don't tell you how Aurora sounds. The only way 
to find out is to listen to an Aurora 16 cr Aurora 8 converter for yourself. Contact an Aurora 
retailer for a demo and your Dwn ears will tell you just how Aurora converts what you think 
about converters. 

For more information about Aurora and a list of stocking 
retailers, visit the Aurora website at www.lynxaurora.com. 

Aurora LSIot Interfaces 
Now available for: adat LyTWD Ly..,? L22 

STUDIO 
TECHNOLOGY 
www.lynxstudio.com 
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Go beyond the printed page and log on to 

www.mixorline.com to get extra photos, text 

and sounds on these select articles: 

The New World 

Take a visua. tour through Terrence Malick's latest 

release, The .New World, with tnese extra pics. 

• \ .11‘1164 

7T1111. 111111TITI r17117111, 

"The Incredible Shrinking Rig" 

Want to know more about tte engineers Mix 

spoke to and digital boards they are using? Get 

more infcrmation about the tours these FOH 

engineers have worked, and check out the latest 

boards released in 2005. 

"AO Access": Brian Setzer Orchestra 

Scroll througn the gallery taken at Brian Setzer 

Orchestra's gig at the Luther Burbank Center 

(Santa Rosa, Calif.). Also, read additional 

information cn the toues audio gear. 

"Producer's Desk": Narada Michael Walden 

Read more ir formation—straight from the Mix 

archives and available at mixombne.com for the 

fast time—about super- producer Merada Michael 

Walden, including his first " Produmes Desk" back 

in January 1983. 

I I 
FEEL THE URGE? 

MTV Networks and Microsoft have teamed up to offer the music channel's first foray into the ont' ne 

digital music service—URGE—which will launch sometime this year. URGE will be integrated into 

the upcoming version of Microsoft Windows Media player, and will offer more than 2 million songs 

from major labels and thousands from indies, as well as exclusive MTV Networks programming'. 

"We live to connect artists and fans in the most imaginative ways possible," said Van Toffler„ 

M'fV Networks' music group president. "With our new service, we will be abLe to satisfy music lovers' 

urges for all things music. In many ways, URGE wril serve as a 'psychic ccncierge: introducing fans 

to new artists and helping them to develop a deeper connection to old favorites." 

In other "if you like this, then you like this" news, Google has added a music search feature 

that will provide its users with music information, including artists, albums, song tittles, links. 

to music reviews and places to purchase music. According to a company representative, "In 

analyzing our traffic, we found that a huge number of users conduct music-related searches. 

To better meet this need, we developed this feature to put users in totcn with the information 

they're looking for faster with a user interface specifically designed for music." 

GRANT LIVING LIVE ON THE TOP FLOOR 
New York City-based The Penthouse, a newly formed sound design, 

recording and mixing facility, occupies the entire top floor at 

240 Madison Ave., which is already home to madhouse, a post-

production facility. Sound engineer John Grant ( pictured), who 

has taken residence at The Penthouse, is working on a Pro ToolsIHD 

system with Control124 console, monitoring via KRK V4 and Genelec 

1032, Audio-Technica mics, a Sony DAT and much more. 

"The Penthouse ,s by far the most unique mix -oom that I have 

ever had the privilege of mixing in," enthused Grant. "From the 

working marble fireplace to the double doors that open up onto the 

private roof deck, The Penthouse provides a welcome break from 

the usual 'studio' feel that most mix rooms have." 

BOOKSHELF 
Music Supervision: The Complete Guide to Selecting Music for Movies, TV, Games & New Media, written 

by Ramsay Adams, David Hnatiuk and Mix's New York editor, David Weiss, explores sound design, 

and features project-form templates and interviews with leading industry figures, including Adam 

Schlesinger (singerMngwriter for Fountains of Wayne), 

Jason Bentley ( music supervisor for The Matni), Budd Carr 

(music supervisor for Oliver Stone's films), Chuck Doud (music 

supervisor for Sony's videogames division), Doug Wood 

(president of Omni Music) and many others. Schirmer Trade 

Books, $ 17.95. 

Cart Fischer Music has released Playing With Drum Loops: 

How to Work With Drum Loops, Samples and Backing Tracks, 

which is not only geared for drummers, but also helps DJs and 

electronica creators add intricate layers to their sound and 

technique. Instruction is provided by Donny Greundler (Chris 

Murphy, Shuffle Kings, etc.), with additional examples and 

ideas provided on two accompanying CDs. $29.95, at www. 

carlfischer.com. 

le 

PLAYING WITH 
DRUM LOOPS 
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ON THE COVER LAS E1ItS 

Studio at The Palms 

By Sarah Jones 

V
egas does entertainment, and it 
does it big: It has Celine. It has 
Elton. Hell, it has three Cirque du 

Soleil shows. It has Picassos and poolside 
drinks at noon, dinner and dancing at 
4 a.m. But it never had a world-class 
recording studio—until now. 

The Studio at the Palms is the lat-
est extension of entertainment mogul 
George Maloof's resort empire, which 
has risen to renown as home to Real 
World Las Vegas, Celebrity Poker Show-
down and the hippest party scene in town. 
And although Maloof is famous for building 
big business around amusement (he is also 
part owner of the Sacramento Kings), make 
no mistake—this studio is the real deal. 
Maloof and partner Larry Rudolph tapped the 
talents of noted designer Francis Manzella to 
plan and build an 8,000-square-foot, state-
of-the-art facility, and hired 24-year studio 
veteran (and former Avatar and Hit Factory 
manager) Zoe Thrall to run the studio, 

The facility features a 1,000-square-
foot tracking room, SSL and Neve con-
soles, remote rigs for recording anywhere 
in the hotel and tielines to luxury suites, 
including a nearby 10,000-square-foot 
basketball-themed suite—complete with 
court and locker room. Because Vegas 
attracts more leading entertainers today 
than before—for both work and fun— 
Maloof's timing couldn't be better. 

THE STORY BEHIND THE STUDIO 
The idea for the studio came together 
three years ago, when Larry Rudolph 
(Britney Spears' manager at the time) 
proposed the idea to Maloof's brother. 
George Maloof went for the idea im-
mediately. "I just thought it would be 
perfect for the identity for the property 
and what was happening in Las Vegas, 
in terms of music and entertainment," 
he says. Rudolph connected with Man-
zella, and a week later, Manzella was 
on a plane to Las Vegas to meet with 
Maloof, who was in the early stages of 
constructing a 40-story luxury tower. 

Because the studio was integrated 
into the tower plans, the project time-
line was on a grand scale. " Normally we 

would be in, designed and built 
somewhere around 12 months 
on a project of this size," says 
Manzella. " So to be coming up 
on three years, that's a long 
involvement for my company. 
And the reason is it was a very 
small part of a much larger 
project. When you're building 
a 40-story tower, the fact that 
you're building two recording 
studios on the third floor is 
relatively insignificant in the 
big picture." 

"We were given a certain 
amount of space to do the 
whole thing, and two rooms 
made sense," says Rudolph, who wanted 
a big tracking space to record live mu-
sic—a request that ended up falling 
serendipitously into place with another 
top-secret tower project. "We've got 
20-something clear feet from slab to 
slab; it's a pretty big tall, clear space," 
says Manzella. " Of course, what I didn't 
know at the time is that they were plan-
ning a basketball suite down at the other 
end [of the third floor] and they would 
need that height down there. I thought 
I was asking for the moon." 

The huge suite presented more un-
expected opportunities for the studio. 
"They had told me about the Hardwood 
suite, but I thought it was on the 35th 
floor with the other luxury suites," says 
Thrall. " It wasn't until I actually came 
here and saw it was on the same floor 
as the studio. I flipped out! I said, 'You 
have got to be kidding. We are running 
lines over there." 

The elegant studio reflects the fresh 
design and soothing materials appearing 
throughout the modern hotel. " I tried to 
use the architecture and the vibe of The 
Palms as the inspiration for the studio," 
says Manzella. " The curved, tiered ceil-
ing elements, the metal and the material 
choices—a lot of that comes from our 
interpretation of what we saw down-
stairs, making that work in a contempo-
rary, cool kind of design way." 

Engineer Tony Maserati, a longtime 

Palms owner George Maloof with studio director Zoe Thrall 

associate and good friend of both Thrall 
and Manzella, came out from New 
York for the studio's iraugural session 
with Paris Hilton. " I've been working 
with Fran Manzella since he was chief 
engineer at Skyline in Manhattan," says 
Maserati " Because Fran's an engineer, 
he thinks like an engineer all the time— 
that's one of his greatest attributes as 
a designer. He's always thinking about 
where in the room people could move, 
which is something I do as an engineer 
all the time." Manzela adds: " That 
affects everything: where you put the 
doors, where you put the window, 
where you put the microphone panel." 

Two control rooms and three iso 
booths surround the tracking room. 

Functionally and acoustically, the con-
trol rooms aie nearly identical. " The-e's 
a lot to be said for using a common 
design for the primary rooms," says 
Manzella. " I tried to make the mix 
room a oit more classic with the wood 
floor and slightly warmer materials, 
and the tracking room be a bit more 
modern and a bit more edgy." Rudolph 
wanted to base both control rooms 
around large-format analog consoles: 
Studio Y features an SSL XL 9080 K 
Series and Studio X offers a 72-input 
Neve VRP. Main monitors in both rooms 
are custom Griffin surround packages 
(supplied by Manzella and Griffin Audio 
partner Lars —ofastrud); various near-
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field options are available. 
Thrall spec'd the rest of the gear: 

The two rooms offer similar collections 
of classic and modern outboard gear, 
from racks of Neve and API preamp/EQ 
modules to effects from Universal Audio, 
GML, Avalon, Manley, dbx and Lexicon. 
As Rudolph notes, Harman is a major stu-
dio partner: "We have a deal with them 
where we get the newest equipment that 
they have—in some cases prototypes—to 
try out; we have amazing access to all of 
their equipment." (In turn, the facility 
offers unique capabilities for corporate 
situations, such as the ability to transport 
tricked-out cars into the tracking room 
for audio demonstrations.) 

Thrall points out that while the studio 
offers mutiple DAW options such as Pro 
ToolsIHD3 and Apple Logic rigs, they've 
made a commitment to analog record-
ing, offering Studer A 827s and Ampex 
ATR-102s. Concerning the analog/digital 

debate, Thrall says, " It's not a state-
ment that one's better or worse than 
the other. It's simply about choices." A 
full complement of top-shelf mics and 
instruments round out the gear list. 

THINK BIG, GO GLOBAL 
Maloof didn't become a billionaire by 
thinking small. This studio exists to at-
tract talent from all over the world: the 
Australian rock band on a U.S. tour stop, 
the New York pop star landing in town 
for a few shows and a working vaca-
tion. And the city's proximity to L.A.—a 
40-minute flight or a five-hour cruise 
through the desert—makes it an enticing 
option. Engineer Kevin Shirley, who re-
located from New York to Malibu, Calif., 
and is looking forward to a long-term 
relationship with the Studio at the Palms, 
notes that it's as easy for him to fly to 
Vegas as it is to drive across town. "I can 
drive for an hour or I can fly for an hour," 
he explains. " And when you've got a 
band and they're all staying in the hotel, 
and you can get some amazing rates, it 
doesn't pay me to put them up in a hotel 
in L.A. or to fly them somewhere. It's not 
brain surgery at the end of the day." 

Shirley, whose working relationship 

with Thrall dates back to 1998, when 
he recorded Aerosmith at Avatar, has 
months of sessions blocked out at the 
studio and is even toying with the idea 
of offering master classes there. He adds 
that with any studio, quality staff makes 
all the difference. " All these guys are 
great; I've worked with all of them," 
he says, " and they've got Zoe, who is 

Studio Y is based around an SSL 9080 console and a custom surround monitor package from Griffin. 

just unbelievable. If you have to make a 
record and you need someone on your 
side, she's the one to have." When Thrall 
came onboard as director, she recruited 
some former Hit Factory employees—in-
cuding chief tech Brent Spear and man-
ager Samara Goldhecht—as well as local 
talent. " If you're going to build a facility 
like this—and being as service-oriented 
as George is—it has to extend to the 
studio, as well. And the only way that's 
going to happen is with experienced as-
sistants," she emphasizes, dashing the 
hopes of any would-be interns. 

EXTENDING THE PALMS 
Although the studio operates indepen-
dently as an element of The Palms empire, 
it benefits from everything from shared 
facilities to the wildly successful Palms 

marketing machine. " George trusts us to 
do what we know," says Thrall. " It's still 
treated like its own business." 

"At the same time, there are periph-
eral benefits to other businesses—the 
hotel, the [Maloof Music] record label, 
et cetera," adds Rudolph. A big part of 
Maloof's winning formula is his commit-
ment to the community. " It's very impor-
tant to George, and it makes me happy 
that it's important to George, because I 
felt the same way in New York, working 

with the unknowns," says Thrall. 
This move is not entirely altruistic; in 

today's recording climate, the " next big 
thing" might come out of anywhere, 
and Vegas is ripe with musical talent 
and potential (The Killers are notable 
exports), so supporting the local commu-
nity makes sense in a lot of ways. 

This combination of local talent and 
international headliners, along with the 
evolving image of Las Vegas as a grown-
up vacation destination, has elevated the 

city's entertainment value. " This isn't 
your mom and dad's Las Vegas," says 
Manzella. " This isn't Eydie Gorme. This 
is Celine Dion, Elton John, the Rolling 
Stones. These are the people who are 
rolling through town. It's very mature 
and cool rock and pop entertainers— 
some of which are choosing to spend 

extended amounts of time there." 
With such an incredible talent pool 

and more entertainment facilities in 
the works, is a " Live From the Palms" 
empire in the future? " We've master-
planned our whole property to create 
an entertainment destination, which 
will obviously include the recording stu-
dio and a new concert venue that I truly 
believe will be the most spectacular in 
the country for that size," says Maloof 
of the 2,400-seat hall under construc-
tion. " There'll be opportunities from a 
usage perspective for the concert venue 
to connect with the recording studio. So 
there are a lot of synergies, and were 
just real excited about the whole idea of 
creating this one-stop shop." 

Las Vegas appears to be on the 
threshold of becoming a major produc-
er—not just consumer—of world-class 
entertainment, and The Palms is poised 
to be a big part of that " First of an, I 
think there's demand here for a new 

studio—and a first-class studio," says 
Maloof. " Secondly, I think the major 

labels will look at this as an opportu-
nity, other than New York or Atlanta 
or Miami or L.A., as a true alternative 
for their artists. I really believe that Las 
Vegas is just right on the explosion of 
more venues, more music, more op-
portunities for bands to actually be 
exposed. I think it's important to have 
a facility like ours that will be part of 
that whole kind of experience." la 
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THE FAST LANE 
BY STEPHEN ST.CROIX 

Life, Love 
And the Pursuit of More of It 

This is a test. Life is like... 

1. A box of chocolate laxatives 

2. A box of chocolate-colored C4 

3. A box of chocolate-covered Neumann U47 diaphragms 

4. A bowl of cherries 

5. A bowl of cherry bombs 

6. A bowl-a-thon 

7. Forty-two 

8. Bits to the bar 

The correct answer is all of the above. And, well, none of 

the above. Life is never, ever what you expect. It may be 

what you want, it may be what you feared most, it may 

be a giant playground to you. But whatever it is, soon it 

will change. A lot. 

The one thing that life isn't is fair. The concept of fair 

has caused so many so much pain since sentient life began. 

Now I'm not saying that life is bad, I'm just saying that if 

one actually attempts to rely on the fairness of it, they will 

be severely disappointed and hurt. 

And by life I don't mean just us. I mean Emperor pen-

guins, cows, stray cats and any anything else that wants 

to be alive. 

But let's get back to us. Each of us, in going through life, 

leaves a giant swath across the face of this planet. Every 

single thing you do adds a color or texture to that swath. 

The bones of all you have killed, as well as the broken 

hearts of those you have crushed are in there. As are your 

lies and truths. 

And though this swath has a beginning, it has no real 

side boundaries. People who know you tell stories to oth-

ers, who in turn re-tell the more interesting ones again and 

again. With each telling, your swath, your literal mark on 

this planet, grows wider. Those stories then become part 

of another's swath, and so on. And even as this is hap-

pening, each person's life, each swath, is being woven into 

the fabric of what we call life. Many swaths will loop back 

and reconnect. Many will become so changed that they are 

unrecognizable by you even if they run by your side for a 

year at a time. Some end. Suddenly and unfairly, leaving 

a tear in the fabric where one can look down and see the 

very depths of reality itself—rarely a pleasant experience. 

If, perchance, what you have done with your life has 

brought happiness or relief to others, their swaths will 

close the gap, healing the tear with images and celebra-

tions of who you were. You will live on in the words and 

deeds of others. 

But, were you a flaming asshole, you would live on 

in the memories of others, as well—as a flaming asshole. 

The more harsh may rejoice at your demise, the more 

enlightened merely bathe in relief. 

SO WHAT DOES THIS HAVE TO DO WITH YOU? 

Well, if you are dead and reading this, not really so much. 

But if you are alive, perhaps a good bit more than you 

think. 

Absolutely any analogy can be used for gauging what 

you are, who you are and how you have impacted the 

Earth. Let's use recording studios. 

If you happen to own a commercial studio, big or 

small, find an hour or two of downtime and go through 

the place. 

Go back to your "museum." Find that first microphone, 

reverb or effects box. Listen to some of your very first 

recordings. If you have remodeled, look at pictures of the 

place before. What did it take to get your place started? 

What does it take to keep it alive now? Do you enjoy it, or 

do you feel too trapped to start over as a genetic scientist 

or solo folk singer? 

What have you maintained well, what have you let 

slide? What floods, riots, lightning strikes, break-ins or 

gunfire have you survived? 

What do your clients think of you? What do you think 

of them? Are you sued a lot, do you sue a lot? What would 

the big studio across town say about you? Why? 

Who have you cheated, who has cheated you? Who 

have you stepped on, and would you do it again if the 

reward were large enough? Who has trashed you? Did you 

kill them for it? 

What manically important activity of your youth has 

been reduced to a few pictures in a drawer somewhere? 

Surfing, motorcycles, drugs, addictive sex, skiing, $400,000 

cars? What skills have been unused for decades? 

ALL YOU WILL EVER BE 

In the end, all you will ever be are the memories of those 

who have been touched by your actions, by your swath. 

If you are curious about who you are and want to find 

out before you die, a deep, deep reach into your past re-

veals it to all but the most hopelessly self-centered. 

Though material possessions are by far the most 

valueless things we hold on to, they do tell you who 

you are—and perhaps even more importantly, who you 

were. 

Who you are now compared to who you were five, 10 

or 20 years ago is the real game. 

Life is never what you expect. It is more fragile than 

anything you could imagine until you watch a few end. 

But we, as recording engineers, musicians and produc-

ers, have the chance to bring a small chunk of happiness 

to literally millions of lives. What an amazing opportunity. 

I mean, what would your life or that of anybody you know 

be like without music? 

Ah, but then it comes back to fairness. Where is the fair-
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THE FAST LANE ¡ 

ness for the deaf? Or in looking like Sandra 

Bernhardt? See? No fairness in life. 
Some of you may be content in simply 

using life and not contributing. But my bet is 

that the vast majority of Mix readers actually 
care about the quality of their work, their 

lives and the lives of others. (Those of you 
serving three consecutive life sentences for 

murder and are tracking in their cells on little 

Pro Tools systems, the joke's on me.) 
So, given the spectrum of vocations on 

this planet, it is amazing that you, being a 

part of our industry, are directly contributing 
to the happiness of others. 

Garbage men don't. We are only relieved 

when they come. Garage mechanics don't 
make anyone happy; in fact, the usual re-

sult of exposure to one of these is anger, a 

feeling of violation and all meals thereafter 

financially restricted to Taco Bell. And the 

car starts doing it again after 31 days. 

Factory workers. They may or may not be 

contributing to the general public's happiness 
in some small way, but that is swamped by 

the Corporation. I loved the Ford commer-

cials where the workers were interviewed 
on the assembly line and bragged about im-

proving quality by 40 percent. Damn! How 
freakin' bad does a car have to be so that 

there is room to improve it by 40 percent? 

Part Art. 
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And how pissed were all the Ford owners 

who had just bought the year before? 

And though I leave the third world un-

mentioned as each of us must find our own 

peace with that, virtually everyone in the first 
world has access to music. And you make 

that music. 

It's fair to say that one would bring more 

joy to humanity as the genetic engineer who 

beat cancer, diabetes, AIDS or Alzheimer's 

disease. Or some hyper-geek in Austin who 

comes up with an unlimited energy source 
that is so cheap that the raping of the Earth 

and the pollution that go with it end due 

to lack of profitability. We could go on for 
pages, and each of us has our own loss that 
puts one of these dreams at the top of our 

personal lists. But we are not quite there 

yet, it seems. 

Given the state of civilization, paramed-

ics, firemen, doctors, nurses and cops bring 

the most relief to the most acute. And at the 
other end, millions and millions of faceless 

people work endlessly to keep the first world 

running and go, almost without exception, 
unrecognized. 

When you drive down the old clogged 

freeway at 5:30, what gives you a tiny spark 
of pleasure? Knowing what it took to build 
that once mammoth but now pitiful strip 

of parking lot, or when your favorite tune 

comes on the radio or iPod? 
Yes, music is mandatory and you make 

it. You are making a difference, making oth-
ers happy. You are very, very freakin' lucky. 
The swath of your life is broad and powerful. 

Yet it is tightly woven with the swath of the 

man that shoveled the asphalt that you will 

drive on today. Hell, he might have been 

listening to some of your work while he 

was doing it. 
We are all the same. We have our fears, 

our battles, our pride. We have our music. 

Each of us will die, and in turn be re-
membered by others. 

We in our industry are lucky. Even if we 

are broke, we are doing what we love. Most 
only work and come home to fall into bed. 

I know a lot of you personally, others by 

working with you and still others by reputa-

tion. And we as a group certainly cover the 

whole range, from angel to asshole. 

As a regular guy who just took stock of 

his entire life, I offer you the same experi-

ence. Find out who you are and decide if 

that's who you really want to be. 

Ten years ago I first did this, and decided 

that what I was not in fact what I wanted to 

be. I worked hard since then, and now I am 
pretty close. Just in time. 

ssc e obviously feeling a little retrospective 
this month. It happens. 
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INSIDER AUDIO  
BY PAUL D. LEHRMAN 

Marketing to Myself 
The Promise of the Web, the Reality of the Business 

LISTRATION: DAVE EMB. 

W
hatever happened to the democratization 
of music production? Wasn't that sup-
posed to be here by now? And wasn't it 

supposed to be a good thing? Wasn't every musician 

going to be able to make records in his or her home, 
and weren't all of the giant record companies going 
to come crashing down in the wake of the home studio 

revolution and the Internet explosion? 

In fact, some of it did happen the way we thought it 

would, but some of it didn't. I have a home studio, and I 
couldn't live without it. But the iewrd companies are still 

out there, strong as ever. And you know something? I'm 

glad they are. We need them. But we need them to do a 

much better job than they're doing because the alternative 

could actually turn out to be worse. 
Back in the 1980s, we all knew this would happen. We 

were going to be able to frolic in the musical playrooms 

of our dreams, with minimal financial investment and no 
restrictions on what we could do or how long we wanted 

to take to do it. 
Then in the '90s, thanks to the World Wide Web, we 

would be able to funnel our creations directly to a waiting 

audience, who would enthusiastically embrace the new 

models for seeking out and buying music, thus eliminating 
the greedy chain of middlemen consuming every crumb 

of the economic pie. There was to be a renaissance of 
creativity, in which millions of artistic flowers would 
bloom and all of us cultivating those flowers would be 

justly compensated. 
Well, here we are in the mid-Aughts, and it's awards 

season. The Grammys, the Oscars and all of the others are 
going to the same movie studios, the same record compa-

nies and even the same old artists. Has downloading, the 

technology that was going to change everything, actually 
done so? Well, it made the record labels paranoid beyond 

belief, but this year's blockbuster acts aren't much different 

from last year's: The first million-downloaded song was 
by the not-exactly-underground Gwen Stefani. Flow about 

the other new media opening up paths for new talent? 

For example, Cingular signed an agreement with an art-
ist that lets the company's cell phone customers hear her 

next relea.ses (in all the hi-fi glory that medium delivers) 
before they hit the stores—pretty cool, if you like that sort 
of thing, and with definite revolutionary potential. Whom 
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INSIDER AUDIO  

did they sign? Gwen Stefani. Meet the new 

boss, same as the old boss. 

The music-making part has worked out 

pretty much the way it was supposed to. 
Any kid with a laptop has access to tools 

that would have cost as much as a house 

20 years ago. The studio business has 
tilted sharply toward the low end. Remote 

trucks have been replaced by PowerBoolcs 

and MOTU Travelers strapped onto the 

monitor board's direct outs. High-end stu-

dios are being used less to make records 

and more to score films and videogames. 

Mid-level commercial studios have all but 

disappeared as their customers squirrel 

themselves away in personal and project 

rooms. 

It's the other part that we're still waiting 

for. And we may be waiting a long time. 

True, there are people who are making 
some money selling music on the Internet or 

through genuinely independent distribution 

channels such as Broadjam and CD Baby. 

But mass-marketing is still in the hands of, 

well, the mass-marketers. And they don't 

show any signs of letting go. 

At the same time, the record industry 

was supposed to be eaten up by small-fries, 

and experts were predicting that traditional 

mass media, like The New York nines and 
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the major TV networks, were going to die 

and be replaced by personalized sources of 

entertainment and information that would 

organically grow out of audience needs and 

desires, using the Web as the medium. 

To some extent, this has happened. 

There are some terrific new ways to get 

information. I subscribe to several online 

news services that give me important politi-

cal stories that my local paper ignores and 

business news that's too specialized even 

for The Wall Street Journal, to say nothing 

of USA Today. When it comes to things like 

books, movies and music, recommendation 

lists on Amazon, user reviews on the Internet 

Movie Database and playlists like those on 
musicstrands.com and the Mines store are 

helping people decide what to buy or see 

or listen to. 

But it takes a lot more than a few recom-
mendations on a Website to sway a significant 

number of people and bring a book, movie 

or CD into mass consciousness. It's still up to 

the old media to do that. They haven't gone 

away. I still read The Boston Globe. The Times 

(which not long ago bought The Globe) is still 

very powerful, even if readership, especially 

among young people, is down, and ABC is 
still responsible for getting the news to mil-

lions of Americans (even if they once tried to 

get David Letterman to replace Ted Koppel). 

Rolling Stone is doing better than ever, and 
even Time and Newsweek are gaining influ-
ence in the entertainment world. 

Much of what we think of as new voices 
are merely extensions of the old: Comedy 

Central, for all its attitude and appeal to the 
younger generation, is owned by the people 
who own CBS. Spike TV, the Cartoon Net-

work and almost all of your favorite "alterna-

tive" cable channels are owned by Viacom, 

Time Warner or NBC/Universal. Even the 

Sundance Channel is only partly owned by 
the Sundance Institute; the rest of it is in the 

hands of two media giants. Wired magazine, 

where a lot of these predictions were first ut-
tered, didn't take long to morph into a techie 
version of Vanity Fair— not surprising, as 

both magazines are now part of the same 

publishing empire, Condé Nast, whose other 
properties include The New Yorker 

And for the record industry, as we can 

see on the awards shows and the Billboard 
charts (whose Dutch parent company also 

owns Hollywood Reporter and AC Nielsen) 

and hear on the radio, music that's really 

popular (and thus makes real money) comes 

from only a few sources. And the number 

of those sources continues to shrink. Who 
could have predicted even 10 years ago that 

RCA and Columbia—once bitter arch-rivals 

in everything from which opera singers sang 
—CON77NUED ON PAGE 138 
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CHANGING TIMES CALL FOR 
By Blair Jackson 

I
t's a given that nearly every aspect 
of the world of audio production is 

constantly in flux, shaped by the lat-

est formats and equipment in vogue at 

any particular moment. If you revisit our 

articles on "current issues in mixing" from 

seven or eight years ago, you would read a 

lot about format compatibility. At the time, 

many mixers were dealing with projects 

that combined 2-inch multitrack (analog 

or digital, and in many cases both), either 

ADAT or DA-88 MDM tapes and perhaps 

some sort of hard disk source, as well; 

had to love the editing capabilities of those 

systems, even if they didn't always sound 

so good. The outboard gear that was used 

to "warm up" the digital tapes was differ-

ent from what might be needed for tracks 

recorded to analog tape, precisely because 

that medium was already warm. And the 

MDM tracks often sounded thin next to 

the 2-inch ones. 

But that way of working is so last cen-

tury. When I reach hot New York-based 

R&B mixer Jimmy Douglass (Aaliyah, 

Missy Elliot, Jay Z, The Game, Jamie Foxx) 

on his cell phone as he's cruising around 

Manhattan, I mention the format compat-

ibility issue and he just laughs. "Not even 

an issue. Get over it, man!" and he laughs 

again. "Earlier on, a few years ago, it was 

a nightmare; it was like the Wild West 

because everybody had different formats, 

nobody thought about what was going to 

happen later fin the mix] and everyone was 

doing all kinds of wild shit. Now, the con-

formity level has gotten to the point where, 

for instance, you can take something from 

Logic and put it into Pro Tools because 

they know how to save it as .WAV files so 

you can import it easily—all that kind of 

stuff. Most of the compatibility issues have 

disappeared." 

Okay, so what is a mixing issue for 

you these days? Douglass doesn't hesitate: 

"One thing that's really bad and also really 

common is getting all these [hard disk] 

files that are not labeled in any way. I had 

the biggest nightmare awhile ago with 

this guy who was doing his album over 

the course of about a year-and-a-half and 

I didn't realize he was doing it at home. 

When I told him, 'Give me all the NAV 

files,' he did, but he didn't label anything, 

and he must've had around 60 tracks of 

stuff. I don't know if he didn't have an as-

sistant or just hadn't bothered, but it was 

bad. These songs were like eight minutes 

long each and they were all in real time, 

so it's not Ifire I could find a chorus and 

say, 'Oh, that's going to happen every time.' 

Instead, every time it would come around, 

something different would happen, so I 

had to actually listen to every single one, 

and I didn't know what was on every track 

because they weren't labeled. It's not like 

putting a tape up in a studio and knowing 

roughly how things are going to be orga-

nized, track-wise. 

"On the first song I worked on," he 

continues, "I had to go through all these 

unlabeled background parts, too—and he 

didn't double or triple the backgrounds; he 

had different parts. So he'd have about 15 

parts and I didn't know what any of them 

were, and I had to listen to every single 

one to get a blend and so forth. So I called 

him back, and said, 'Listen, on all the rest 

of these songs, send me a 2-track blend. 

Same thing with the horns.' He must've 

had about 30 tracks—bones, trumpets, the 

whole gamut—and they weren't doubling 

their parts; they were all playing differ-

ent parts, different notes every time. As 

.WAVs, they weren't blended at all; it was 

all just raw data, so to blend them was a 

nightmare. I said, 'I can't actually do the 
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NEW WAYS OF WORKING 

stuff unless you blend them and send me 
your 2-track blend.' So once that was to-

gether and everything got sorted out, then 

it became a regular mixing project." What's 
the moral of the story, Jimmy? "Help your 

mixer out, man!" and he laughs again. 

A few days later, I mention that anec-

dote to L.A. producer/engineer Joe Chic-

carelli (Frank Zappa, Elton John, Beck, U2, 

All Americas Rejects, Pink Martini) as he 

drives from the San Francisco airport to a 
session at Soundworks studio downtown. 

"Oh," he says gravely. "Unlabeled. That 
happens to me every other week. That's 

the new world order. The days of a well-
labeled track sheet are long gone. Now, 

you take two or three hours out of a mix 
just to find out what's in there. 

"One of my other pet peeves," he adds, 
"is that people treat digital like it's this 

incredible, indestructible medium because 

'digital files don't change!' People fly files 

all around the world and convert them to 

MP3 and then convert them back. They 

copy things from drive to drive to drive 

assuming there's no degradation whatso-
ever, but there is. I can't even generalize 

about the kinds of things that can turn up, 
whether it's drop-outs or clock issues. But 
little things are happening. So I always 

ILLUSTRATION: LAURA WIWAMS 

make a point to go back to the original 

drive and work off the original file if pos-
sible. It can't hurt." 

But the main issue Chiccarelli wants to 

discuss is a different aspect of the home 
studio revolution and how it affects his job 

as a mixer: "I think the art of recording 
vocals is at an all-time low," he says. "It's 

wonderful that everybody gets to do it at 

home and gets to take their time and make 

sure the performance is great. Unfortu-

nately, what you get from being in a great-

sounding studio with really good gear and 

being able to fine-tune your compression 
settings, et cetera, is often lacking in these 

projects. People recording at home often 
don't have access to good microphones or 

good preamps, or they're inexperienced 
with using a compressor, so they either use 

it improperly or maybe they're frightened 
and wont use it at all. Or they record the 

vocals in a bedroom that has some sonic 

issues. When you're in an environment 

where you have all the proper tools and 

you can trust the monitoring, you defi-

nitely make better decisions. Often, when 

I get tracks to mix that were recorded in 
someone's home, I end up spending a lot 

of time repairing things that weren't done 
right or making up for inaccuracies in the 

home monitoring environment. People get 

fooled when they buy these cheap studio 
monitors that are on the hype-y side. They 

can't hear that what they've done is thin." 
So what can you do about that, Joe? 

"One thing I do a lot is put the vocal on 

multiple channels of the console, whether 

it's on a regular console or in the box 

MAW). I'll mult the vocals to a number 

of channels and I might compress it dif-

ferently for the chorus of the song than I 

would for the verse. I might add a short 
kind of modulated delay to give a double-

track effect in the choruses to help the 

vocal in the chorus, and maybe I'll put a 
long delay in the bridge. It depends on the 

music, of course, but sometimes I'll add 
distortion to the vocal. I'll find the vocal 

is a little bland and lacks personality, so 
I might overload a mic preamp to add a 
little excitement. A lot of times, I'll use the 

Thermionic Culture Vulture, which is the 
most beautiful-sounding distortion box 

I've ever heard. I use it on vocals a lot 

to make a vocal cut through a mix; poke 

through the track." 

And how about those tracks that come 

in already overloaded with distortion? "The 
odd fix for a vocal that's over-compressed," 

he offers, "is if you compress it some more 
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with the proper kind of distortion, you can 

get back some of the dynamics. I know 
that sounds bizarre, but if you fiddle with 
the attack and release, you can make it 
have a bit more shape. Almost any issue 

can be addressed, but the more repair 

work you have to do on a mix, the less 

time you maybe have to be creative." 
Over in the depths of L.A.'s Ocean Way 

Recording, under the soft glow of colored 
lights, producer/engineer/mixer extraor-

dinaire Jack Joseph Puig (Black Crowes, 

Hole, No Doubt, Verve Pipe, Goo Goo 

Dolls, John Mayer) sits in his exotic tricked-

out studio room, racking his brain to think 

of some mixing issue he's had to deal with. 
Confident, maybe even a little brash, Puig 

rarely runs into problems—he's a master 
of his recording and mixing environment. 

But he calls back a couple of days later and 
relates this tale, which goes to the heart of 

the modern "problem" of the seemingly 
unlimited bandwidth of digital media. 

"I mixed a record where they had 

processed a lot of the guitars with synthe-

sizer modules," he says. "The record had 
originally been sent to a prestigious mixer 

and he spent four days trying to mix some 
of the songs, but after that time, he wasn't 

happy with how it sounded; nobody was 
happy. No matter what they did, they 

couldn't get the record to feel right. A&R 

flew down to work on it with the mixer 
and they had the same problem: 'We don't 
know what it is, but something's not right. 

No matter what we do, the core is always 
collapsing.' The sounds got weird and the 

meters would do strange things, like they'd 

stick as if they were broken. 
"So at that point, the mixer and A&R 

person quit trying to make it work and the 

parties involved decided to solicit my ser-
vices. So I put it up in my room and I start-

ed working on it, and I was like, 'Damn, 

'7 msa1.d ls 
subsonic energy - 

was freaking out the it , 
dcompressors." 

o 
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this thing is weird! Something's 
not right here.' So I flipped it 

from the [Yamaha] NS-10s to the 
Tannoys, and the Tannoys started 

fibrillating as if the whole track 
had tremolo on it. On any other 

speaker you couldn't hear it. So 
I realized, 'Oh my gosh, there's 
some subsonic shit somewhere 

on this, and what these people 
are experiencing with their sys-

tems that might not be as great 

as the resolute system that I'm 
on is their systems are collapsing, 

but mine's trying to play it.' Mine 
can play 1 Hz, where some sys-

tems can't go down that low. The 

producer's a low-end freak and likes to use 
synthesizers—manipulating square waves 

and sine waves—for extra low end, but 
you end up with a lot of subsonic energy, 

and if you have that over a multiple num-

ber of tracks and you're not careful, what 
ends up happening is you get this buildup 

and it starts to sound really weird. 

"The band told me they blew up 
something like 25 pairs of NS-10s during 

the project, and I'm thinking, 'Guys, the 

NS-10s are trying to tell you something!' 

So I realized that this subsonic energy 
was freaking out all the compressors, and 

I became very creative in my choice of 
filtering to not destroy the sonic quality 
of what they had recorded but to correct 
the sonic energy that was freaking out the 
compressors. So I was filtering at 20 Hz, 5 
Hz, 10 Hz, 1 Hz on different channels, try-
ing to get to where the issues were. So I did 

that and—boom—the whole thing began 
to clean up. It took awhile, but I figured it 

out and basically fixed it." 

Grammy-winning engineer/producer 
Rafa Sardina, Spanish by birth but a 

longtime L.A. transplant, has a sturdy 

track record with many 

Latin and Anglo proj-
ects (Macy Gray, Luis 
Miguel, Angie Stone, 
Alejandro Sanz), as 

well as, from time to 

time, music-for-film 
projects. Working with 

files from different film 

composers, "You get 

all sorts of formats, es-

pecially Logic Audio; 
there seems to be a 

migration to that in this 

community of compos-
ers," he says. "A lot still 

use Digital Performer, 

Jimmy Douglass: 

"One thing that's 
really bad is getting 
all these [hard diskl 

files that are not 

labeled in any way." 

and a couple of times I've had people 
sending me stuff from Cubase. It can be 
time-consuming importing into Pro Tools, 

but it isn't hard." 
Sardina says that on a recent film score 

for Madea's Family Reunion, "We had to 

work on a few different locations simulta-

neously and the one technical advance that 

made it possible was the use of the Internet 
to send and receive files among all the 

people involved in the project. Regardless 

of the advances, the one thing that really 
shocks me is the fact of being at my own 

studio, After Hours in Los Angeles, mixing 

all of the music and not seeing anyone else 
involved during the process: Every deci-

sion, comment or change was transmitted 
over the Internet. I recorded the score in 
New Orleans, and two days later, I was 

already mixing at my studio. The orchestral 

work was self-explanatory, but the other 
half of the cues in the movie were so di-

verse that I had to use my gut and sense of 

the atmosphere the scenes were going for. 

There were full-band pieces, percussion 

cues and anything else imaginable. I nailed 

most of them, and the ones I didn't, I got 

an e-mail with the revision notes! I was 

missing that human interaction." 

Paul Klingberg, another L.A. engineer 
and mixer (Earth, Wind & Fire; Jonathan 

Butler; Don Grusin; Loreena McKennitt) 
was faced with a similar issue when it 

came time for him to mix the Farm Aid 
20th Anniversary concert for the In-De-

mand network last Thanksgiving. "It was 

a huge project," he says. "It was an all-day 

event, and I think there were 15 artists,. 

including Willie Nelson, who was kind of 
the mayor of that whole thing; there were 

also Dave Matthews, John Mellencamp, 
Neil Young, Kenny Chesney, John Mayer, 

Los Lonely Boys and some lesser-known 

artists. Each did a set, and we ended up 
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with 12 hours of recorded material. We had 

two trucks doing the recording: Biff Dawes 
from Westwood One and Timothy Powell 

from Metro Mobile in Chicago. 

"It's one thing to mix a concert and deal 
with one artist: You talk to them, maybe 
swap CDs. But this was 15 artists, and all 

the major artists wanted to hear the mixes. 
There weren't any fixes because there was 

live video, too, of course, but there were 
some edits and they wanted to hear those. 

So what I ended up doing is something 
I've been doing for a while. I created 10 or 

12 individual Websites where I could take 

Paul Klingberg: "I 

created W or 12 
Websites where I 

could take whatever 
the final video was 

and marry it with the 

stereo mix." 

whatever the final video was 

and marry it with the stereo 

mix. Then the artists or who-
ever could go onto the Website, 
hear what I was doing and 

give me immediate feedback. I'd 
make some fixes and immedi-
ately update the Website with the 

changes. That wouldn't work for 

the surround mixes, however; 

for those I created DVDs." 
Klingberg says that he con-

structed the Websites through 
a very simple feature available 

through Macintosh called DotMac. "It 
allows you to have a standard e-mail ac-
count," he notes, "but you also can get up 

to a Gig of Website space. It's worked out 
so well for me. I do this with every artist 
I work with now—I immediately create a 
Website, not just to listen or view some-

thing, but also for file transfers. I think 

I've had up to 20 Websites going at a time. 
The audio assets are MP4, which sounds 

really, really good to me. The only draw-
back is that Windows users have to have 

the XP version of QuickTime installed, 
but I'm finding most people have that." 

Rafo Sordina: 

"One technical 
advance that 
made it possible 

was the use of the 
Internet to send 

and receive files." 

The engineer came away from this lat-
est experience thinking a lot about "the 

expanding role of the tools we use and 
the knowledge that audio people need 

to know now," Klingberg says. "It's much 
more than SMPTE sync issues between au-
dio and video; now it's knowing software 

like Final Cut Pro and QuickTime Pro and 

Photoshop and DVD Studio Pro. I gave all 

of those a full workout on this project and 
that definitely seems to be the way things 

are headed." 

BlairJackson is senior editor of Mix. 
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THE MIX GUIDE TO NEW ACTIVE STUDIO MONITORS 

By Michael Cooper 

Several years ago, active monitors were new in 

town, raising eyebrows at trade shows where 

passive designs still ruled. How things have 

changed! Today, there are far more active models 

than passive ones on the market, and most pro 

audio speaker manufacturers make at least one 

active monitor. 

There is good reason for this turn of events. 

Active monitors take the guesswork out of pairing 

the correct amplifiers to speakers. An amplifier's 

power capabilities and impedances can have a 

profound impact on a monitor's performance— 

including frequency response, maximum SPL, 

efficiency and distortion—so a well-designed, 

all-in-one package can often deliver superior 

results. Monitors that are bi- or tri-amplified take 

this benefit to the next level by dedicating a 

separate amplifier to each driver or amplifier(s) 

to each band (high, mid and low) separated by 

crossovers. 

If there's a downside to active monitors, it's 

that the tidal wave of current models makes 

it difficult to find the one most appropriate 

for your needs. And while the incorporation of 

DSP, networking capabilities and/or traditional 

equalization facilities advances the performance 

of many current models, these extra features also 

further complicate the task of choosing the best 

setup for your studio. The following primer and 

accompanying chart (on pages 40 and 41) should 

help you narrow your search. To keep the size of 

the chart manageable, we've limited our coverage 

to active near- and mid-field models that were 

first announced at or since the October 2004 AES 

convention. 

Recent exciting developments are advancing 

the state of the art for active monitors. But before 

we explore these pioneering efforts, let's examine 

some of the basic features and specs that one 

should consider when shopping for new monitors. 

You might want to bear in mind that much of the 

following discussion applies equally to passive 

monitors. 

NHTPro M-60Xd 

Gendac 8020A 

Dynaudio 8M5A 
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The Speakers, at a Glance 
PRODUCT (WEBSITE) PRICE PER 

PAIR 
DIMENSIONS ( HxWxD, 

INCHES) 
WEIGHT EACH 
(POUNDS) 

MAGNETIC 

ING? 

PORTED 
OR 

SEALED? 

DRIVERS (HF/SHEILD- 
MF/LF) 
(INCHES) 

AMPLIFIERS ( WATTS; HI, MID & 
LO DRIVERS) 

ADAM Audio S4VA MK II (www.adam-audio.com) $8,250 25.6x13.8x15 75 optional ported ribbon/5/12 250/250/500 

Alesis M1 Active 520 (www.alesis.com) $499 11x6.5x8 13 yes ported 1/na/5 n/a 

Alto M3A (www.altoproaudio.com) $318 8.53x5.65x6 7.94 yes sealed 1/na/2x3 15/na/30 

Behringer MS40 (www.behringer.com) $160 11x6.8x9.625 10.78 ( R), 7.04 ( L) yes ported 2.5/na/4.75 20 

Behringer MS20 $130 9.4x6x7.375 8.14 ( R), 4.51 ( L) yes ported 2.5/na/3.63 10 

Dynaudio Acoustics BM5A (www.dynaudio 
acoustics.com) 

$1,250 12.5x7.3x12.5 19.2 yes ported 1.1/na/6.9 50/na/50 

EMES Kobalt (www.emes.de) $799 10.75x6.75x10 12.5 yes ported 1/na/5 70/na/70 

E-mu Systems PM5 Precision Monitor (www.emu 
.com) 

$500 11.5x6.9x9.7 14.3 yes ported 1/na/5 40/na/40 

Energy Pro E-7A ( dist. by Bryston, www.bryston.ca) $1,295 14x9x10 24 yes ported 1/na/6.5 50/na/75 

Energy Pro E-9A $1,895 16x10x11 29 yes ported 1/na/8 50/na(100 

Event Electronics ALPS (www.event1.com) $430 10.5x7.5x9 11.95 yes ported 1/na/5.25 30/na/50 

Event Electronics ASP6 $1,299 13.625x10.75x10 25 yes ported 1/na/6.5 80/na/200 

Fostex NX-6A (www.fostexinternational.com) $1,598 13.8x9.1x13.2 28.66 yes ported 0.79/na/6.5 40/na/60 

Genelec 8020A (www.genelecusa.com) $860 9.5x6x5.75 8.1 yes ported 0.75/na/4 20/na/20 

JBL Professional LSR4326P (www.jblpro.com) $1,399 15.25x9.3x10.3 28.5 yes ported 1/na/6 70/na/150 

JBL Professional LSR4328P $1,699 17.25x10.5x10.6 32.5 yes ported 1/na/8 70/na/150 

Klein + Hummel M 51 (www.klein-hummel.com) $1,654 6.8x4.7x4.6 5.7 yes sealed 3 25 

Klein + Hummel M 51 D $2,300 6.8x4.7x4.6 6.2 yes sealed 3 25 

Lipinski Sound L-707 (www.lipinskisound.com) $4,590 23.6x9.4x12.4 41 yes sealed 1/na/2x7 300/naJ300 

M-Audio Studiophile BX8a (www.m-audio.com) $600 12x10x15 26.4 yes ported 1/na/8 60/na/7 

M-Audio EX 66 $1,399 19x8.25x9.5 24.65 yes ported 1/na/2x6 100/na/100 

Miller & Kreisel MPS-1611P (www.mkprofessional. 
com) $2,398 12.625x8.375x12.125 20 yes ported 1/na/6.5 50/na/100 

Nady Systems SM-250A (www.nady.com) $290 13.4x8.3x10.4 18.5 yes ported 1/na/6.5 50/na/50 

Nady Systems SM-300A $400 n/a n/a Na n/a n/a 100/na/140 

NHTPro M-20 (www.nhtpro.com) $2,000 14x8x9.4 20 yes n/a 1/na/6.5 250/channel 

NHTPro M-60Xd $5,000 15x13x10 18.2 n/a n/a n/a 150/na/150 

NHTPro M-80Xd TBA 10x22.5x14 38 n/a n/a 1/2x2/2x8 4x 150W/channel 

Quested S6 (www.quested.com) $1,390 11.23x6.7x9.46 16.09 yes sealed 1.125/na/5 >45/na/>65 

Quested S7 $1,990 13.67x9.61x11.9 25.84 yes ported 1.125/na/6.5 >70/na/>120 

Quested S8 $2,990 11.82x16.94x14.58 42 no ported 1.125/na/8 >150/na/>220 

Rolandus.comd DM-10 Digital Studio Micro Monitor W NW. 
rolan) 

$160 6x7x9 7 yes ported n/a 20 

Roland DM-20 Digital Studio Micro Mondor $290 6x10x11 9 yes ported n/a 40 

Roland CM-30 Cube Monitor $249 8x9x10 12.38 yes ported 1.5/na/6.5 30 

Samson Rubicon R5a (www.samsontech.com) $329 13.22x7.9x8.54 15.9 yes ported ribbon/ 
2na/5.25 

25/na/50 

Samson Rubicon R6a $429 13.23x9.25x9.8 20.4 yes ported 2 nrai/6bbon/.5 25/na/75 

SLS Audio PS8R (www.sIsloudspeakers.com) $3,140 19x10.5x12.37 46.5 Na yes ribbon/na/8 50/na/270 

Tascam VL-X5 (www.tascam.com) $399 11.45x7.79x11.41 15.43 yes ported 1/na/5.25 30/na/60 

Tascam VL-S21 $129 8.9x5.5x2.4 1.3 n/a sealed NXT (flat)p lanartype 5 

Tannoy Precision 6D (www.tannoy.tc) $1,718 14x8.625x17.875 28.6 yes ported 1/na/6 35/na/75 

Tannoy Precision 80 $2,058 17.375x10.75x14.625 39.6 yes ported 1/na/8 60/na/120 

Tannoy Reveal 5A $798 11.75x7.25x12 17.15 yes ported 1/na/5 20/na/40 

Tannoy Reveal 660 $1,598 9.063x20.75x13.063 38 yes ported 1/na/6 50/na/100 

Tannoy Reveal 6D $1,258 13.375x8.25x15 17.15 yes ported 1/na/6 35/na/75 

Tannoy Reveal 8D $1,598 16.75x10.313x14.313 35.2 yes ported 1/na/8 60/na/120 

Yamaha HS5OM (www.yamaha.com) $500 10.56x6.5x8.75 12.8 yes ported 0.75/na/5 25/na/45 

Yamaha HS8OM $900 15.37x9.85x13.1 24.9 yes ported 1/na/8 45/na/75 

Yorkville Sound YSM2P (www.yorkville.com) $318 11.5x7.6x10.5 12 yes ported 1/na/5.25 14/na/32 
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MAX SPL FREOUENCY RESPONSE 
(DB) (HZ) 

HF 
FITERS? 

LF 
FILTERS? 

ANALOG INS 
SUBWOOFER 

DIGITAL INS ADDITIONAL NOTES INCLUDED? 

115 28-35k, «3 dB yes yes Bal. XLR none no Tweeter uses A.R.T. (Accelerated Ribbon Technology) ribbon. 

90 56-20k yes yes V. TRS none no Hi, mid and low-frequency switches tailor response. 

104 50-13k. - 10dB yes yes XLR/TRS combo none optional Switch optimizes for near- or far-field setup. 

n/a 50-25k yes yes 1/8" TRS, (2) RCA 
Toslink, RCA(both 

S/PDIF) 
no Features 1/4 TRS headphone output with auto-mute loudspeaker function. 

n/a 65-25k yes yes 1/8" TRS, (2) RCA 
, RCA Toslink/ 

SPDIF)(both no Features 1/4 TRS headphone output with auto-mute loudspeaker function. 

>115 50-21k, x3 dB yes yes XLR none optional Large-diam., ultra-light aluminum voice coils enhance dynamic range. 

112 64-20k. «3 dB yes yes XLR none optional Silicon rails on bottom decouple monitor from mounting surface. 

103 67-20k, ±2/5 dB yes yes XLR//4 TRRCSAcombo, none optional Discrete Class-A input, MOSFET output, active cross. and overload prot. 

101 42-25k, «1.5 dB yes yes XLR/TRS combo jack AES/EBU. S/PDIF optional Tracking alerts about compromising subsonic material. 

106 36-25k, :1.5 dB yes yes XLR/TRS combo jack AES./EBLI, S/PDIF optional Tracking alerts about compromising subsonic material. 

>105 53-19k. «3 dB no no XLR, balR./uCnAbal. TRS, none optional Crossover @ 2.6 kHz incorporates time/phase alignment circuitry. 

>109 40-20k, «3 dB yes yes XLR, balJunbal. TRS none optional Dual-port design. Switchable 80Hz HPF aids in surround setup. 

104 55-38k yes yes XLR, V. IS phone none no Low-frequency unit features unique Hyper Radial diaphragm. 

95 68-20k, «2.5 dB yes yes XLR In/Thru none optional Minimum Diffraction Enclosure for high performance/small footprint. 

118 55-20k. ±1.5 dB yes yes Bal. XLR and 1/4 AES/EBU, S/PDIF optional Includes calibration mic, wireless remote, software and USB cable. 

118 50-20k, s1.5 dB yes yes Bal. XLR and 1/4 AES/EBU, S/PDIF optional Includes calibration mic, wireless remote, software and USB cable. 

100 100-20k, -±5 dB no no XLR none no Can be powered by 12V battery, facilitating mobile use. 

100 100-20k, «5 dB no no XLR 
XLR (AES/EBU), 
BNC (S/PDIF) 

no Can be powered by 12-14V battery. Switchable analog or digital XLR in. 

93 31-40k. «3 dB yes no binding posts none optional Optional stands ($2.395/each) reduce 2nd/3rd-harmonic distortion. 

n/a 40-22k, s3 dB no no XLR, bal./unbal. Y4 none no Protection: RFI, output current limiting, over-temp., subsonic content. 

115 37-22k yes yes XLR, bal./unbal. TRS AES/EBU, S/PDIF no Both analog inputs can be used simultaneously. 

n/a 35-22k, «3 dB no yes RS ,combo. XLR/'Á RCAcombo, none optional Converted to sealed-cabinet design with removable bass port plJg. 

n/a 35-20k no no 
b XLR, 1/4 aTl.R/uSnbal. none no Vertically aligned. 1.5-inch-thick, radiused front baffle. 

90 35-20k no no 
XLR, baVunbal 1/4" 

TRS 
none no Monitor not yet in production at the time of this writing; details IBA. 

117 45-20k, ±2 dB n/a n/a XLR, TRS none optional Outboard amp adjusts for boundary/distance proximity, input sensitivity. 

n/a 55-20k, ±0.5 dB n/a n/a XLR n/a included in Outboard 
price 

amp. DSP improves dispersion and off-axis response. 

>120 35-25k n/a n/a XLR n/a optional 4 amps/channel in 1 outboard unit. Same proprietary DSP as above. 

116 75-22k, ±2 dB yes yes XLR//4 TRS combo none optional Optional SB10 subwoofer extends bass response to 20 Hz. 

119 65-22k, «2 dB yes yes XLR/1/4 TRS combo none optional See notes on SB10 sub above. 

122 50-20k, ±2 dB yes yes XLR/'/i TRS combo none optional See notes on SB10 sub above. 

Na 45-35k yes yes stereo " mini," RCA Optical, co-ax no Front panel stereo headphone jack enables silent monitoring. 

n/a 50-22k yes yes 1/4, RCA Optical, co-ax no Front panel stereo headphone jack enables silent monitoring. 

n/a n/a yes yes 
XLR, (2) ,RCA, stereo 

min-phone 
none no Five inputs per monitor sum multiple mic, line and instrument sources. 

n/a 58-27k, «3 dB yes yes 'Xi TRS, RCA none optional Price cited is MAP. 4-position high-frequency level control. 

n/a 57-27k, ±3 dB yes yes XLR. IA TRS, RCA none optional Price cited is MAP. 4-position high-frequency level control. 

117 44-30k no yes Bal. XLR none no HF waveguide can rotate 90 degrees for horiz. or vertical orientation. 

103 45-22k, ±3 dB yes yes XLR/1/4 TRS combo none no Acoustic Space Control allows placement against a wall or in a corner. 

n/a 50-20k no no RCA none included in 
price 

Entry-level system includes flat-panel satellites and 15W sub. 

110 59-51k, «3 dB yes yes XLR/1/4 TRS combo RCA (S/PDIF) optional DIPs optimize for far-field/close-field/placement against walls/in corners 

113 44-51k, :3 dB yes yes XLF1P/4 TRS combo RCA (S/PDIF) optional DIPs optimize for far-field/close-field/placement against walls/in corners 

103 65-30k, ±3 dB no no XLR/1/4 TRS combo none optional Cabinet face features On/Mute/Energy-Saver switch. 

111 55-51k, «3 dB yes yes XLR/'% TRS combo RCA (S/PDIF) optional DIPs optimize for far-field/close-field/placement against walls/in corners 

109 60-51k, «3 dB yes yes XLR/1/4 TRS combo RCA (S/PDIF) optional DIPs optimize for far-field/close-field/placement against walls/in corners 

112 45-51k, «3 dB yes yes XLR/'Á TRS combo RCA (S/PDIF) optional DIPs optimize for far-field/close-field/placement against walls/in corners 

n/a 55-20k, - 10 dB yes yes XLR, bal, phone none optional Filters (Mid ED, Room Control, low- and high-freq.) tailor response. 

n/a 42-20k, -10 dB yes yes XLR, bal, phone none optional Filters (Mid EQ. Room Control, low- and high-freq.) tailor response. 

113 70-19k, «3 dB no no XLR, IA TRS none optional Uses electronically active crossover network tuned for each driver. 
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The Speaker Takes the Stand 

A SENSE OF PLACE 

Consider any ergonomic limitations that 

your studio imposes on your monitoring 
setup before you buy. For example, 

if you plan to mount your monitors 

on top of your console meter bridge 

or on existing stands, then make sure 
that the monitor's tweeter will be at 

ear level once the cabinet is in place. 
Some monitors are only meant for use 

in vertical orientation (to better align 
all drivers), and such a unit with a large 

height measurement could result in high 

frequencies beaming far above your 

head, which is not desirable. Note the 

cabinet's dimensions listed in the chart, 

break out the tape measure and plan 

accordingly. Also, some models with 

beefy amplifiers can be quite heavy, so 
make sure your mounting surface can 

handle the weight before you buy. 
Most of the newer monitor models 

feature magnetically shielded drivers. If 

you won't be placing the monitors near a 
CRT video monitor, magnetic media (e.g., 

hard drives) or sensitive equipment (such 

em n an umme 1st e newest 
ember of the family of brands 
stributed by Sennheiser. High 
uality monitoring for recorded 
nd live sound is what K+H is all 
bout. Check them out today and 

11 II lear what they have to say. 

free 
PAS 400 

H 
Klein + Hummel 

Distributed by Sennheiser Electronic Corporation 
One Enterprise Drive, Old Lyme, CT 06371 USA • Tel: 860-434-9190 • Fax: 860-434-1759 • www.klein-hummel.com 

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

Energy Pro E-9A 

as tape recorders), then magnetic shielding 
is not necessary (but can't hurt). 

All other things being equal, ported 

(aka bass-reflex) monitors produce 

more prominent and deeper bass-band 
reproduction compared to sealed-cabinet 
designs. However, the bass produced by 

a ported design usually sounds at least 
a little flabbier than that produced by a 

Klein & Hummel M 51 D 

monitor using a sealed cabinet. The Miller 

& Kreisel MPS-1611P monitor (reviewed in 

the December 2005 issue of Mix) features 

a removable port plug that allows you to 

switch between ported and sealed cabinet 

responses. 
Waveguides used to be found only 

on high-end models, but even entry-
level monitors are sprouting these. A 
properly designed waveguide controls the 

dispersion characteristics of high and/ 

or midrange frequencies and minimizes 
diffractive effects. The result is tighter 
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BBE MaxCom 
imaging and better phase coherency 
around crossover frequencies. Radiused 

cabinet edges also tighten up imaging 
and minimize comb filtering at the mix 

position. 

M-Audio EX 66 

I'M REALLY AMPED! 

lf you've got to fill a large control room 

with sound or need to impress rocker 
clients with thundering monitors while 

tracking, then the maximum SPL spec is 

an important consideration. But even if 

you don't want to ruin your hearing, a 
high-SPL capability is desirable; it's good 

to briefly check how your mixes sound at 

a fairly loud level. 

A monitor's stated frequency response 

is usually a good indicator of whether 

or not a subwoofer (or additional large-
format far-field monitors) will be needed 

to attain full-bandwidth monitoring. But 

a frequency response spec without stated 
plus-and-minus tolerances is of dubious 
use. In the absence of tolerances, how 

many decibels above or below the stated 
range does the response vary-3 or 

300 dB? 
If you'll be using your new active 

monitors with an existing sub, then make 

sure that the top end of the sub's frequency 

response doesn't overlap with the bottom 

limit of the satellites' bass response or 

you'll hear overly pronounced bass in 
that overlapping band. To eliminate the 

guesswork here, many manufacturers 

offer subwoofers that are closely matched 
with their near-field offerings; see the 

chart for more information. The inclusion 
of a switchable 80Hz highpass filter on a 
monitor can also help integrate it with a 
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-ere World's First and Only! 

Stereo Compressor AND 
Sonic Maximizer, One Great Unit. 

www.bbesound.com 

c,09‘e 

• On-board BBE Sonic Maximizer 

• THAT Corp state-of-the-art VCA 

• Linkable for true stereo operation 

• Precision LED input and gain reduction metering 

• Side-Chan insert 

• XLR balanced i/o 

BBE MaxCom...Get a true 'first', see your dealer today. 

• 

WALL- WARTS ARE 

DEAD! 
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ALTO MUSIC MASTER SOLUTIONS • SESSION 1: MIXER IN A BOX 

FLE,ceneOfies 
, 
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fif 

DR. KOSS 
• EMINENT AUDIOLOGIST 

• WINNER OF 47 NOBEL PRIeS 
• FATHER OF FATTY M 

• INVENTOR OF THE I 

Sick of pulling those faders back? Tired of squeezing your tracks through a strainer? Come out big, strong, and extra 
wide with 16 channels of premium D/A conversion into 16 channels of arms-out-wide-you-know-you- love- it analog. 

Need 32 channels? Chain them together. Need a sidecar for your analog console? Plug and mix. 

HELLO HEADROOM. HELLO PUNCH. HELLO STEREO IMAGE. GOODBYE SUCK. 

MIDDLETOWN WAPPINGERS FALB - MONSEY 

WWW.ALTOMUSIC.COM 

Contact Dr. Koss personally for in-depth info about your 
Mixer-in-a-Box bundle and all things pro audio. 

Call 646-862-3999 drkoss@altomusic.com 

ALTO MUSIC • MIDDLETOWN, NY • More gear than you can shake a stick at. 

'Dr. Koss did not actually invent the Internet or win any Nobel prizes, and we're not too sure about that doctor status either. 
But he talks a good game and we like to keep him happy, so if you happen to run into him, lust play along... 

')2005 Alto Music. All Rights Reserved. Creative by Dante Ferrarin, www.danteterrarini.com 



The Speaker Takes the Stand 

separate subwoofer, which is especially 

useful for surround work. 
The specified high-frequency limit 

to a monitor's response doesn't always 
indicate how detailed a monitor will 

sound. Superior impulse response can 

often trump a more modestly stated 

frequency response, yet the former is 
rarely shown in product literature. This 

is just one example of why specs should 
be used as a starting point and not a 

deciding factor in your purchase. Also, 

specs provided by various manufacturers 
are often derived using different means, so 

not all specs are comparable. 
Your room's volume, dimensions and 

acoustic damping also bear consideration. 

E-mu PM5 

Small rooms that have carpeting or are 
heavily damped with foam or Fiberglas 

wall panels may need a little boost in the 

monitors' top-octave output. Check the 

HF Filters column on the chart to see if 

a monitor you are interested in features 
high-frequency filters for tailoring the top 

end to your room's needs. 
Similarly, low-frequency filters can help 

correct weak or boomy bass due to room 

tone and speaker-boundary effects (the 
latter exacerbated by placing monitors near 

walls and/or corners). Several new models 
offer equalization facilities that specifically 

adjust for speaker-boundary effects, which 
are sometimes unavoidable in cramped 

quarters. If you work in an asymmetrical 
room, then look for models that allow you 

to independently (i.e., not just globally) 
adjust filter controls on each monitor 

to adjust for speaker-boundary effects. 

Independent sensitivity controls are also 

a big plus in such situations, as well as 
for surround setups. JBL's LSR4300 Series 

BBE Max X3 
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Two processors, one great unit. 

www.bbesound.com 

BBE® Max-X3.. 

• On-board BBE Sonic Maximizer 

• 2-way stereo/3-way mono crossover 

• State-variable 4th-order Linkwitz-Riley filters 

• 115dB of dynamic range (More headroom 
than any other crossover in its class) 

• Phase reversal and mute switching 

.cross over to your dealer today. 
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The Speaker Takes the Stand 

Toscam VL-521 

Aspirational sound, 
inspirational price 

Make a sound ¡udgement with the new 
58 monitor speaker from Quested 
Contact us now t +44 (0)1404 41500 f + 44 (0)1404 44660 
e sales@quested.com w www.quested.com 

monitors include a wireless remote for 

controlling various parameters—including 

volume, EQ settings, solo and mute status, 

and input source switching—from the mix 

position. 

BRAVE NEW WORLDS 

For several years, KS Digital has been 

fitting its high-end far-field monitors with 

embedded DSP that corrects room modes 

and speaker-boundary effects, but this has 

required the user to send the company a 

recording of swept tones—taken at the 

mix position—and later to download 

customized, corrective software to the 

monitor's non-volatile memory—a time-

consuming process. JBL has essentially 

made this corrective procedure a real-

time, automatic process with its cutting-

edge LSR4300 Series monitors. 

JBL's new LSR4326P and LSR4328P 

111E NM SM... 
So you've done your research and you're 

ready to audition monitors. Check out the 

following timeless Listening tips, excerpted 

from George Petersen's "Choosing Studio 

Monitors," Mix, February 1995: 

• Don't try to compare more than two pairs 

of monitors at once. A simple A/B test is 

hard enough to handle without having to 

attempt an A/B/C/D...test. 

• Be aware that your hearing can become 

fatigued over time, especially if you're 

listening at a high volume. If you're having 

trouble focusing on what you're doing, it 

may be a hint that you need a break. 

• Make sure that your listening tests 

include playing material at low and high 

volumes. A good monitor will sound 

consistent at all levels. 

• With studio monitors, the listening 

environment is everything. If you're 

looking for speakers that are meant to 

be heard from one meter away, then you 

should listen to them in the near-field 

and preferably seated, with the speakers 

at ear level. This will remove most of the 

acoustic effects of the room so you can 

focus on hearing the speakers. 

For more listening tips, read the entire 

article at www.mixonline.com. 
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monitors incorporate the company's RMC" 

Room Mode Correction system, which 

uses a calibration signal and included 

microphone to analyze low-frequency 

room anomalies automatically and adjust 

the monitors' response to compensate 

accordingly. The company's Control Center 

Software uses a USB-equipped computer 

and Harman's HiQnet" Network protocol 

to synchronously adjust LSR4300 Series 

monitors' parameters—including distance 

JBL LSR4328P 

compensation for surround applications, 

saving and loading custom EQ presets, and 

switching among three input sources—in 

a networked environment. 

Not all active monitors have built-in 

amplifiers. New offerings from NHTPro 

and Lipinski use outboard amplifiers. 

Lipinski maintains that amps built into 

the back of speaker cabinets produce 

up to 15% second- and third-harmonic 

distortion. Lipinski's solution is the L-

3601 Powered Stand, which contains 

a built-in L-301 power amplifier for 

the company's L-707 near/mid-field 

monitors 

ONLY THE BEGINNING 

As you look loi your dream monitors, 

remember that specs and feature sets 

aren't everything. Most monitors sound 

different when placed in different rooms. 

If at all possible, audition monitors in the 

room where you plan to use them before 

you buy. Happy shopping! 

Michael Cooper is a Mix contributing editor 

and owner of Michael Cooper Recording 

located in beautiful Sisters, Oregon. 

SONIC 
All 11E 

5 

What's in a name? 
Depth. Detail. Definition. Clarity. 

Get more with the push of a button. 

Call 800-233-8346 x114 today for a dealer near you a get a FREE t-shirt: 
'While supplies last 

Sound Inc. 

¡SUE 
MAXIM 

i) 

EdUIPPEI 

bbesound.com 
5381 Production Drive Huntington Beach, CA 92649 • 714-897-6766 

Look for BBE High Definition Sound in TV and audio products from Sony, 
Panasonic, DC, Aiwa, Hitachi, Pioneer, Alpine and other fine manufacturers. 
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Tgicred Me 

Shrinking 
Rig 
By Sarah Benzuly Pi 

ENGINEERS ARE CREATURES OF HABIT. 

They like to use certain consoles, certain 

effects, certain mics, certain techniques. 

Now throw in the urgency inherent in a 

live environment, and you can see why 

many sound reinforcement mixers rely 

on their tried-and-true gear. They know 

it works. 
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But in today's lean recording business economy, the sound rein-

forcement world is also finding ways to maximize the efficiency of 

touring in a downscaled environment. When management says cut 

back, engineers must make do with smaller rigs, easing equipment-

rental costs, decreasing the trucking/gas budget and, perhaps most 

importantly, allowing more tickets to be sold. Think about it: If you 

can free up even 40 seats at one gig, with profits of, say, $20 per 

ticket, that's $800 a night. Multiply that by five to six shows a week, 

touring for almost a full year, and you've got quite a bit of change. 

Luckily, slimming down the rig is not all sacrifice. There are plenty 

of benefits to working with compact digital consoles, which offer a 

smaller footprint, onboard functionality that's equivalent to racks of 

gear and a streamlined user interface. Mix chats with a handful of 

front-of-house engineers who recently took the digital challenge. 

THE PLAYERS AND THEIR RIGS 

Mark Newman has been an audio engineer for the past 20 years, hav-

ing toured with Lucinda Williams, Neil Finn and The Wallflowers, to 

name a few artists. He is currently on tour with Blondie after mixing 

FOH with the Black Crowes for eight months last year. During the 

Crowes' tour, Newman, who had previously mixed on a Midas XL4, 

scaled down his setup by switching to a Yamaha PM5D with little 

outboard gear (TC Electronic D2, BSS 901 Mark II, Empirical Labs 

Disnessor). "The timing was right for me to spend a day at Delicate 

Productions [Camarillo, Calif.], getting an orientation on the digital 

console," Newman says. "I wanted to try a digital desk." 

The last time Mix caught up with Brian Boyt ["Soundcheck," 

July 2004], he was mixing FOH for Maroon 5. When we spoke with 

him a few months ago, Maroon 5 was in the middle of record-

ing their next release and were planning a world tour, carrying 

consoles almost 100 percent of the time; previously, they had only 

carried a mic package. Boyt hasn't made the decision to go digital 

yet, "but I will probably have an A/B shootout with the analog stuff 

before we head out again," he says. 

The Cure's FOH engineer, Craig Overbay, first used a digital 

console (a Yamaha PM1D) during the band's 2004 tour. The deci-

sion to go digital resulted from a conversation that Overbay had 

with Cure monitor engineer Ian Beveridge, who was already taking 

out a PM1D. Overbay says he opted to "take a jump into the deep 

end of the pool." He is also carrying one rack of outboard gear. 

Brian Boyt: "I had the option to go digital, and it was a huge benefit because you 

could put the support acts on there." 

Craig Overbay: "I can just save my show and move it from one place to the next 

and it should come up thE some. At least that's the way it says in the manual!" 

Evanescence FOH engineer Edche Mapp is now touring with 

P.O.D., who are out in support of Staind. He is carrying a Yamaha 

PM5D. (He had a Midas XL4 with Evanescence.) He is using pretty 

much everything onboard except for two Crane Song pieces. STC8 

on bass and Trakker on lead vocal. "Other than that," he says, "I'm 

trying to not go through any more conversion than I have to." 

Brad Madix spent the last year touring with Queensryche and is 

now working with Fort Minor, a rap side project of Mike Shinoda 

(Linkin Park); they'll be out on tour at the end of this month. All he 

is using is a Yamaha PM5D. "I'm finding the more I get into ¡digital 

consoles]," he says, -the more I can wring out of them. I had kind 

of weaned myself off of one little piece of gear after another." 

Robert Scovill was most recently out with Tom Petty, carrying 

quite a formidable rig: a 56-input Paragon PE console, five 22-space 

effects racks (system crossovers, computers, dynamics, EQ, effects 

and instrument processors) and two 14-space racks housing a 64-

input Pro Tools IMIXPlus recording system. However, he has moved 

over to a Digidesign VENUE; he served as a development consultant 

for Digidesign. Regarding this switch, "I have not only replaced all of 

the gear with a mixing platform," Scavill says, "but I have more than 

doubled my inputs potential and effects processing capabilities." 

TAKING THE DIGITAL LEAP 

Many engineers are finding that digital boards offer a number of 

cost-cutting solutions on tour. As Mapp points out, taking out a 

digital board reduces shipping space. 'One thing that I'm seeing a 

lot of on mid-sized tours is management pushing for digital con-

soles," he says. "They're trying to sell more seats and save costs on 

shipping and trucks. When you can put four acts on one console 

[in a festival-type situation], as opposed to a minimum of two 

consoles, it is more cost-effective. Its less processing to carry and 

allows more flexibility for opening acts." 

Because Maroon 5 will be carrying boards for their upcoming 

tour, Boyt had to come up with a smaller package that could be 

easily shipped around the world. "What I normally use is a Heritage 

3000 and bunch of outboard gear, and it turns out to be three or 

four racks and a desk," he says. 'Now, I am a huge fan of what I've 

got going on right erawmer gates, BSS and dbx comps, Manley 

VoxBox, Yamaha SPX-990s, Eventide H3000, TC Electronic delays], 

so changing it doesn't really make much sense to me. But for eco-

nomical reasons and for sake of consistency, I think that the best bet 

is to use a digital console and I can carry that and one rack:" 
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The Incredible Shrinking Rig 

Overbay's decision to go digital was 

mainly due to the technology: "I thought, 
'Well, [The Cure] is going to be doing a tour 
in Europe and then a tour in the U.S. and, 

in theory, I don't have to take out the same 

console [a Yamaha PM1D1.' I can just save 
my show and move it from one place to the 

next and it should come up the same. At least 

that's the way it says in the manual! 
"When Weezer did a club tour run," 

Overbay continues, "I specifically took out 

a Yamaha PM5D, and that worked out great, 
both for myself and the monitor engineer." 
Right after Weezer finished their club tour, 
they hooked up with the Foo Fighters on 

a double-billed tour, in which both bands 
and the opening act were sharing one con-

sole—a DiGiCo D5—a decision made by 
the engineers and not management. "And 
that was great," Overbay remembers. "I 

mean, it is a digital console; isn't that kind 

of the purpose of it? Everybody could just 
go up, load your show and away you go. 

And we still had a couple of racks of out-
board, but not much. And if you think of a 
tour like that—it was an arena tour—where 

there would normally be two XL4s and 

then maybe a PM3000 for the opening act, 
you really start to see the benefits." 

UPS AND DOWNS OF ALL-IN-ONE 
For engineers making the jump to digital, 
how has the new technology affected their 
mixing approach? The biggest issue in 

switching to a digital console seems sim-

ply to be a matter of wrapping their heads 
around using a computer screen rather 

than having a rack of blinking lights and 
knobs. However, for engineers used to the 

immediate access of analog, a few logistical 

compromises are necessary. 
"I lay out the inputs differently than 

how I normally would on an analog desk," 

says Overbay, "just so they make sense to 
me. The PM5D is 24 in, and then you hit a 

button and it flips to the next 24, so a lot of 
times, you'll put the 24 faders that you will 
use the most on the first layer and then the 

secondary stuff on the second layer." 
There is also an intuitive change to how 

they approach their setup. The compactness 

of these digital honnis places all functions 

within an arm's reach, offering an inca edible 
amount of flexibility in setting up a mix. Ac-

cording to Madix, "One thing I really like is 
that everything is right in front of me [on a 

digital board]. I realized I never had to turn 
or lean over and reach down and fuss with 

the knobs. I can always be sitting in the same 
position, more or less, and still have my head 

in the mix, as opposed to stooping down and 

Robert &ay& "[With a digital console], I never had to 

leave the listening field to operate the equipment." 

looking at a whole other panel and getting a 

handle on where all the knobs are and find 

out what I need to adjust. Just being able to 
sit there and bring up whatever dynamic or 
EQ or effect or whatever as opposed to tak-

ing your head out of that space." 
Scovill agrees: "The most noticeable 

difference for me was having all the effects 

processing and dynamics processing liter-

Brad Madix: "I think we can assume at this point 

that digital audio will continue to improve." 

ally at my fingertips. It made for some really 

great workflow. I never had to turn around 
or leave the listening field to operate a piece 

of equipment. It could always reside in my 

line of vision, so I rarely had to take my eyes 
off the stage. Also, the reliability factor was a 

big one. There was no chance of any knob 

getting accidentally tweaked and laying as a 

landmine for you once the show began." 
However, some engineers cite the lack 

of effect options as a downside to replacing 

their racks of outboard. 

"I'm trying to get the same dynamics, 

effects, compression out of what is resident 

in the console," Madix says. "There isn't 
anything on that desk that is like a Distressor 

simulator. But you start thinking, 'When I use 

a Distressor, what is it that I'm doing to the 

sound exactly?' as opposed to wanging the 
knobs out until it sounds right. I'm thinking 

about what I'm doing in a more quantitative 
way. I find it's easier to not get bogged down 

in all these workings of the equipment be-

cause it's right there in front of you; it's really 
easy to get in and out of editing something 
on the fly, as opposed to running around 
and trying to get three pieces of gear chained 

together to sound a certain way." 

But as technology advances, digital boards 
are sounding better and better (improved al-

gorithms, expanded effects options). Mapp 
sees this as a motivator for engineers to take 

the digital route. "Processing is getting so 

good that you don't want to go through any 
extra converters. The Digidesign VENUE I 
think is amazing because you have access 

to any outboard gear you wish through 
plug-ins. Why would you want to go some-
where else outside the console? I don't think 

analog consoles are ever going to go away. 

[But] once digital gets to the point where it 
becomes pretty seamless, I think we'll see a 

greater move toward all-digital consoles." 

At the end of the day, Newman's main 
concern hasn't changed. "A lot of the 'pluses' 

to downsizing gear by going digital don't 
concern me," he says. "I'm not worried about 

how many seat kills are needed to accom-

modate my equipment or how much space 

in the truck is needed The size of the equip-
ment doesn't affect my mixing, but the way 
the console operates and sounds does. My 
head seemed to be buried in the computer 
screen too much on a digital board. If it 
doesn't sound good or suit my needs as an 

engineer, I don't want to use it." 

Eddie Mapp: "When you can put four acts on one 

console, it is more cost-effective." 

LOOKING AT A DIGITAL FUTURE 

Digital consoles are becoming a fact of life 

in the SR world, whether it's an effect of 

"downsizing" a FOH rig, a result of the sound 

company stocking up on the latest version of 

each digital board or it's just a matter of en-

gineers becoming more comfortable behind 
a computer screen. If you're not comfortable 

going digital, you may be out of a job. 

"As an example," Boyt says, "I went out 
and worked for Rat Sound when they did 

the Inland Invasion tour, and they were 
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completely out of gear. So what they did 

was they got four PMSDs and that was a 

lot cheaper than going out and getting out-

board effects and consoles and patches. And 

it worked out great. I had the option to go 

digital, and it was a huge benefit because 

you could put the support acts on there." 

Overbay agrees: "I would say without 

question [moving to a digital console] is 

a trend. Obviously, if a person wanted to, 

they could bring in a boutique analog side-

car and bus it into a digital desk. All of the 

audio is converted to digital eventually be-

cause it's going through digital crossovers. 

The idea is to convert it to digital only once. 

I still want a Manley VoxBox for my lead 

vocal and a Drawmer 1960 for my acoustic 

guitars. I wil then use all the onboard signal 

processing for the rest of my inputs. In the 

case of the analog outboard gear, it is a 

comfort issue as much as anything." 

"I think that we can assume at this point 

that digital audio will continue to improve," 

says Madix. "It has for the past 20 years. And 

I would say the same thing about reliability: 

It's fairly reliable now. There are a handful 

of stories floating out there about it all going 

wrong, hut really, it can all go wrong on an 

analog desk, too. I think that somehow in 

your head when something goes wrong on 

an analog console, it's a little easier to grasp 

than on a digital console; it seems that there 

is a ghost in the machine as opposed to, 

'Well, the switch is broken.'" 

You can almost see the day when engi-

neers will no longer be carrying much equip-

ment at all, except perhaps a favorite mic or 

EQ; instead, they will save their presets on a 

card, as digital consoles can be ordered from 

a local sound company or the board will be 

installed at the venue. 

"It is very possible," Overbay concurs, 

"as the music industry retools itself from 

artists that used to sell multiple millions of 

records to that same artist selling a million 

or half-million records to promoters trying to 

pay the high guarantees and to management 

companies trying to trim the fat, some day, 

we will see installed in all the sheds that 

we tour in every summer a generic house 

sound and lighting rig. You do a few days of 

rehearsal at the first venue with your back-

line and 'set' and off you go. Package tours 

will be put together just like they are now. 

This may be the way of the future, mainly in 

purpose-built venues like sheds. Of course, 

GT PROFILE 

there are many issues technically and artisti-

cally to overcome, not the least of which will 

be consistent sound quality." 

"Of course, the problem with that right 

now," says Madix, "is that there are five 

different versions and I don't have a card 

for each of them. I wouldn't bet that one 

version is going to win out over the oth-

ers at this point. It's important to keep in 

mind that even though the desk is digital, 

it still has to change the audio into a digital 

format. And they do it in different ways; 

some of them are more pleasing to certain 

people than others. 

"Now, we've done it lately where 60 or 

70 percent of the shows that we do, we can 

have somebody bring [a digital console] in 

from somewhere and we walk in and pop 

in a card. On that note, I learned the other 

night that there are older versions of the 

system software floating around that don't 

like my card and I learned the new world 

of on-the-fly firmware upgrade. But it can 

be done, and we did it and it worked. And 

wouldn't it be nice to not have to set up 

your desk every day?" 

Sarah Benzuly is Mix's managing editor. 

Greg Ladanyi and his GT microphones, ViPRE and Glor 
WHAT HE'S DONE: Produced and/or 

engineered some of the biggest records in 
rock and pop history, by artists including 

Toto, Jackson Browne, Fleetwood Mac, 
Don Henley, Jeff Healey and many more. 

WHAT HE'S DOING: Working with a great 

band out of Baton Rouge called The Terms. 

WHAT HE USES: Groove Tubes' ViPRETM tube 

mic preamp, Glory CompTM tube compressor, 
and all of GT's studio mics. 

WHAT HE SAYS: "Nothing comes close to 
capturing my passion for sound than all 
the GT tools I use. For all the most important 
vocal and instrument sources, my GT mics, 

ViPRE mic pre, and Glory Comp tube 

compressor are what I turn to every day 
in the studio." 

More info on Greg Ladanyi and GT's other Friends & Relations at www.groovetubes.com 
GROOVE 
TUBES 
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The Natural Sound of 
By Tom Kenny 

Terrence Malick sees and hears the world differently from most 

people. Perhaps it's a result of his many years walking and explor-
ing in the natural world, from his home on the plains of Texas. 

Perhaps it's a result of his long silent hours indulging his passion, 

ornithology, where the payoff for hours of solitude is the focused, 

singular chirp or note, along with a fleeting glimpse, of a rare spe-
cies. And maybe it's just that his is a unique approach to filmmaking 

in today's exaggerated media landscape. 
He's made only four movies in a 30-plus-year career, and while 

he doesn't bring in big box office, he receives almost universal 
praise from critics. He's not afraid to hold the camera on a single im-

age way longer than an audience would expect, and he's not averse 

to long passages without dialog or music. His approach challenges 
his audience, and it definitely challenges his collaborators, including 

the sound crew, many of whom come out of a project saying it was 

TO THE BIG SCREEN 
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a rare experience and a highlight of their working life, all the while 

shaking their heads wondering what just went on. 
"The number one issue on this film was to have natural sound," 

says Skip Lievsay, supervising sound editor and lead re-recording 

mixer. "[Maki() was really keen on having the sound be a physical 

part of what coming to a new country, a totally virgin landscape, 
would be like. He adored the scenery and shot it with no trickery, 

no plate shots, no CGI. And he wanted the same from sound. It's 
such an interesting concept, because the sounds are quite obvious 

and literal in most rases—the sounds of wind, birds, water, crickets, 

all grounded in nature, about as fundamental as they could be. 
But we used them in these very weird and complex constructions, 
which led to a much more dramatic outcome. For the majority of 

the movie, we were not allowed to use abstract sounds, and the 

only reverb we were allowed was to make elements sound authen-



'The New World' 
tic to a place. There was no reverb for effect—ever." 

The New World is the Captain John Smith-Pocahon-

tas story, set in Virginia in 1607 and rolling through 

the first year of settlement in America, and then sail-

ing back to England. Most of the film takes place 

essentially in two locations, both of which were shot 

very, very near the original location, which is now a 

national historic preserve. The authenticity that oozed 

out of production was carried over into post sound, 

from backgrounds recorded through the seasons on 

location to the sounds of the actual arrnor and weap-
ons crafted for and used in the film. Backgrounds, 

in fact, became the main element of the soundtrack, 

functioning as score in many scenes and creating the 

movement and depth necessary for a two-hour 15-

minute movie that is short on dialog. 

"[Mahal wanted us to treat backgrounds like they 
were the music of nature," says sound effects editor 

Erik Aadahl. "He used the metaphor of Japanese cal-

ligraphy and painting, 'Just a few strokes, simple hut 

bold. He wanted us to make wind through the trees 

into a character. He played us some CD tracks he loved 

of nature environments, which he described as 'more 

sublime than Beethoven.'" 

SETTING SAIL 

But before going into the backgrounds, it was important for Lie% - 

say and crew to establish a foundation, a tone for the movie. After 

recording a bit of voice-over in January 2005, and a few locations 

and effects in March, Lievsay called in sound designer/re-recording 
mixer Craig Berkey, whom he had first worked with back on Wild, 

Wild West in 1999. Basic sounds and atmospheres were shipped 

to the picture editors in Texas, and in return, Lievsay and Berkey 

received a few edited scenes. Berkey went to work on the battle 

sequence for reel 5. 

"I thought the mix would be fairly simple at that point," Berkey 

says. "We had a spotting seçsion, and we found that he wanted to 

keep it really simple and have depth. We had the movie there ready 

to watch, and we didn't look at any of it. We just talked for hours 

about the concept of the sound: to be oceanic, to be simple, to have 

depth in the screen." 

"Craig spent a huge amount of time on the battle," Lievsay says. 

"We started working on Version 2, which was probably around four 
hours long, with a much longer battle sequence. We experimented 

with all types of material and created sort of a baseline, which we 

brought down to show to Terry, essentially as an audition to try to 

help him understand how the sound would impact the movie. At the 

same time, it helped us figure out if we were on the right track." 

After returning with an initial positive response, and anticipating 

at that point an August final, on Berkey's recommendation Lievsay 

brought Aadahl aboard in June. The term "oceanic" was one they 

were familiar with, from Malidc's work with Paul Huntsman on The 

Thin Red Line. Japanese calligraphy was another example, then "I 

want it to sound like a marble on a rolling surface." Aadahl 'walls 

early terms like "mystery," -heart opening,' "sense of the infinite," 

"sloping" and "on an incline plane." 

"That sounds beautiful," Berkey says with a laugh. "But then 

you're sitting in front of a scene asking, What does that really mean 

to me?' You have to interpret it, become a sonic interpreter. Tlreii 
you learn to trust that when he says something, you can interpret 

in a way that people respond to positively." 

Berkey went back to Marin County, Aadahl back to LA., and the 

two started cutting like mad, with Berkey on the battle scenes and 

middle reels, Aadahl on the beginning and end reels. Berkey be-

gan predubbing, nearly simultaneously, in his small room with Pro 

Tools and a Blue Sky 5.1 monitoring system. As he finished a reel, 

he would ship the Pro Tools session down to Aadahl, who would 

conform it, make fixes and send it back. At this point, they figured 

out a predub layout that carried through to the print master. That 
simple decision to estabiish a grid proved to be a lifesaver when 

changes continually arrived and the ve ions began piling up. In a 
Nklord, the premix, and later elastic. 

SAGHTING LAND 

It's important to state at this point that there was a seeming 

luxury of time, with the mix being puSh back to November-

December, there never was really enough time or money. But 

Lievsay knew this going in, cause he knew changes would 

be coming, and because he ew that the film would never really 

be "finished," they would edit and mix completely virtual, from the 

Pro Tools edit to the final mix on a thrée-position Digidesign ICON 

oat 
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APOGEE USERS The Natural Sound of `The New World' 

Bob Ludwig 

141 

Apogee has made sev-
eral " must-have" products 
and I've owned them all from 
the AD-500 to the AD-16X 
and the DA-16X. The most 
recent " must-have" product 
is of course the Big Ben mas-
ter clock. The Big Ben makes 
an audible improvement in 
even the most high-end re-
cording/mastering chain and 
it can make a tremendous 
improvement in otherwise 

mediocre gear." 

Mastering Engineer 

Recent Projects: 
Sheryl Crow, Bruce Springsteen, 

Foo Fighters, Cream, Beck 

BIG BEN 

Apogee's C777 Clock Technology up 

to 192kHz, real-time fomat conversion, 

expansion slot for Fire Wire connectivity 

(X-FireWire card), Adaptive Loop Filtering 
for optimum jitter reduction 

read more 
www nrunrtoerlirlitai.cc, 

SOUND AMAZING 
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The core crew, L to R: sound effects editor Erik Aadahl, sound designer/re-recording mixer Craig Berkey, 

supervising sound editor/re-recording mixer Skip Lievsay, Foley mixer Aaron Glascock, and assistant 

editor Joel Dougherty. 

console at Warner Bros. Stage 6. No versions 

were ever printed; nothing was recorded 

until the print master. 
"We went to the dub stage on Version 4 

[of the picture edit], and we ended up on 
Version 10," Lievsay recalls. "Five versions 
in five weeks. Very hard work with a crew 

of basically five at that point. We couldn't 
have done it if we'd tried to do it in a 
conventional way. The only way we could 

have done it is within this Pro Tools format, 

where we could make hundreds of changes 
and conform the mix and not have to go in 

and patch everything up." 
"The virtual predubs allowed us maxi-

mum control and flexibility all the way to the 

print master," adds Aadahl. "The downside 
was that we had to carry massive effects 

sessions, complete with automation, through 

version changes all the way through the final. 

We discovered early on that we couldn't have 

done it any other way. Terry would ask us to 
slip a bird here, nudge a breath there, trim 

out a bed of insects so they'd start 50 feet 

earlier. We could do any of these moves 
instantly, where in the traditional way of 

working it would have been a significant 

ordeal." 
So the final mix turned into a story of 

backgrounds and movement and depth. 
This is not a story about dialog. First, 
there's very little to talk about, including 

the voice-over. Second, Lievsay is not at 
all proud of the dialog track, outside of 

some of the group ADR, recorded by Mi-
chael Haight for both English and Native 

American (part being a lost Algonquin 
dialect). It was director's choice, Lievsay 

says diplomatically, lamenting the fact 

that he was not allowed revert) on any of 

it, including the voice-over. Nor is it a Foley 
story—there wasn't enough time or money, 

though Lievsay's former company, C5, with 

Foley walker Marko Costanzo and engineer 
George Lara, turned in stellar footsteps and 

props. And finally, it's not a story of the 
music, though James Homer and supervis-

ing music editor Richard Bernstein delivered 
a magnificent score. The final was a story of 
patience, a story of backgrounds, movement, 
depth and.. birds. 

ON THE GROUND 

Backgrounds and birds essentially became 

the core of the soundtrack. Much of the raw 
material was recorded during the spring and 

summer, at the actual location, by Lievsay's 

former partner in New York, Bruce Prom. 

Aadahl describes the tracks as "exquisite," 

while also giving a nod to production sound 
mixer Jose Garcia, who provided some frogs 

and insect chatter from Jamestown. Aadahl 

c'O ERIK AADAHL 

Craig Berkey at the final, working on effects 
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The Natural Sound of `The New World'  

FAIRLIGHT 

himself, along with his father, recorded water 
laps and oar splashes on a canoe outing at 

Lake Mei ed in the outslcins of San Fran-
cisco. He also picked up some clean wind-

through-grass sounds on a quiet day atop 
Mt. Tamalpais in Marin County. Some of the 
more whistle-y elements used in the winter 

storm sequence were recorded using props 

with air blown over—a colander, a trumpet 

mouthpiece, a cheese grater. Aadahl says 
that the tastiest winds came from a vegetable 

steamer. 
At the final, and in fact throughout cutting 

and predubs, Berkey set up his background 

groups as wind A, wind B, birds single, birds 

bed, insects single, insects bed, and water. 

A feature of the ICON allowed him to then 

make mix changes instantaneously on the 
stage. "It's called custom fader groups," Ber-

key explains. "F-wmtially, you can make any 
fader or group of faders not change while 

you're banking through other faders. Up to 

this point, in all controllers, when you bank 

through faders, everything will change. This 
way, I could keep all my predub masters on 

a set of faders and they wouldn't move un-

less I wanted them to, allowing me to easily 
bank through only individual elements." 

Besides providing the ultimate in flex-

ibility to accommodate late picture changes, 
this setup allowed for the creative use of BGs 

to create movement in the track. "Once we 

established a nominal son of location tone, 

we could constantly weave winds and fade 

in and out for dramatic effect or just to keep 

it interesting and lively," Lievsay says. "Our 
whole sound palette came down to natural 

components, and we didn't want a monotone 

sound or things that were 

repeating all the time. So you 

let one wind come down 
and another takes over. It can 

iecede and come back later. 

Terry was adamant that things 
should just appear, then re-
cede and never be heard 

again. We did that within 
reason, but at one point, the 

movie was two hours and 45 

minutes; that's a lot of film 

ground to cover." 
The ever-changing winds 

would then be punctuated 
with crickets or frogs or, most 

often, birds. Because Berkey 

had elements available on the board, he 
could quickly effect sounds to add depth 
within the movement. "There are scenes, 
for example, that might take place onshore 
with a ship moored out in the harbor," he 

says. "So we would take one dry sound 
in the foreground, one simple sound, and 

juxtapose that with the appropriate Altiverb 
sound in the distance. We did that with the 
birds quite a bit, and the idea is to focus your 

ear right there. But the sense of depth is lost, 
we found, if you go too far and try to put a 

lot of stuff in the distance. Just one-two, and 
you're out." 

The other role the backgrounds played 

was in scene transitions, where Lievsay 
says they basically broke all the rules and 

made them up as they went along. "We 

were not restricted to the picture cuts and 
scene changes," Lievsay says. "We let BGs 

ebb and flow without regard to the physical 

Lievsay, background, with supervising music editor Richard Brrnst ,in 
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change. Sometimes, when several scenes 
were played as one, we would add more 

complex sounds as we got toward the cut 

and continue to change the sounds as we 
got into the new scene. We experimented 
with every scene change. Sometimes, it 

worked better to play up the 'oceanic' con-
cept. And other times we got into this 'rude' 

idea, which was essentially the hacked 
together Avid tracks. Oftentimes, we would 

go from a field to water, so we went for a 

rude transition." 
The final lasted five weeks, in which time 

they went through five versions. As soon as 

they would finish the last reel, they would 

start all over again. It was a relatively long, 
drawn-out schedule, which proved mislead-
ing for the amount of work and changes. Yes, 

they were nervous that by never recording 
even stems, they were risking catastrophe, 
but Lievsitv gives credit to his crew and to 

• Integrated 96Trk Disk Recording, Non Linear Video and Server Based tetworeing 
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Warner Bros. for having extremely tight, fool-

proof data management. He also gives credit 

to Malick for fostering a very collaborative 

environment. 

"It was a great long parade of sounds and 

ideas." Lievsay concludes. "It was inciedibly 

challenging and very interesting and very dif-

BEM RUIE 
Director Terrence Malick's love of birds and 

bird sounds is well-known, but even he 

had to wonder, "What would a Carolina 

Parrot sound like?" This was a difficult 

question because the species has been 

extinct since the 1920s. However, in 1607 

Virginia, the parrot would have been one 

of the more colorful and noisy inhabitants 

of Pocahontas' world, and it was important 

to Matick that the sounds of The New World 

be as historically accurate as the costumes 

and sets. 

Therefore, the production contacted the Macaulay Library at Cornell University's Lab of Ornithol-

ogy, which houses the largest collection of animal sounds in the world, with more than 160,000 

recordings, including 67% of the world's birds. 

Greg Budney of Cornell took on the challenge of finding a Carolina Parrot stand-in. Although 

no recordings of the parrot exist, based on body size and beak shape, Budney determined that the 

Aratinga Parrot song would be a good approximation. 

In the end, the Library provided cues for roughly 75 species of birds, frogs, insects and mammals 

that were appropriate for the story's time and place. Those sounds were then wrangled by effects 

editor Erik Aadahl, who says: "In the first hour of meeting Terry, le listed about 20 bird calls that 

he wanted us to use. One of his best friends is an ornithologist, and he wanted every bird call and 

frog croak to be accurate for time of day, season and habitat. For the love story, he especially liked 

antiphonal singers, pairs of birds that sing and respond to each other, like wrens, titmice and cardi-

nals. His favorite call is the hermit thrush. 

"I made a spreadsheet organized by the time of day, season and habitat—Lawn & Field, Shrub/ 

Scrub, Upland Forest, Forest Wetland, Emergent Wetland and Wetland Shrub—to make sure no balls 

were dropped. I then had the complete list of birds fact-checked by the picture department's resident 

naturalist, Carey Russell. On the stage, Terry would ask, 'Hang on, what species is that?' and we could 

confidently reply, 'Oh, that's a summer tanager: 

"My first week on the film, I bought Dr. Alan Feduccia's Birds of Colonial Williamsburg to get an 

idea of species and their habits. I contacted the Los Angeles Natural History Museum's department of 

ornithology. Ken Campbell and Kimball Garrett helped with lots of technical questions, like how bird 

dialects change over time and what species existed in 1607 Virginia but not now. The vocalizations 

of most 'non-passerines: shorebirds for example, would not change over time, where oscine songbirds 

might adapt their dialects by meeting other birds of the region. The major difference in birds from 

then to now is the extinction of the Passenger Pigeon and the Carolina Parrot. 

"As a funny aside, Garrett was pleasantly surprised that a movie was striving for such accuracy. 

He mentioned his frustration when hearing a Tundra-dwelling Willow Ptarmigan calling in the South 

America jungle scene that opens Raiders of the Lost Ark and the Cactus Wrens of the Southwest ap-

pearing in scenes just about everywhere around the world. 

"In 2002, the ornithology world was rocked with the rediscovery of a species previously thought 

extinct: the Ivory- Billed Woodpecker. All scientists had to go on was a dirty recording from Arkansas. 

There was a tot of debate over whether or not the actual bird had reappeared, and the debate wasn't 

settled until August of 2005 when another recording was made and finally confirmed. Terry asked 

that we put the Ivory- Billed woodpecker strum off in the distance when the film went to end credits 

as a nod to the birding world." 

All in all, about 100 bird species are represented in the final film. 

ficult work—probably more interesting than 

anything I've worked on in some respects. It 

was so completely wide open." 

Which is precisely the vision of the ex-

plorers as they sailed to The New World. • 

Tom Kenny is the editor of Mix. 
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microphones when I record, but 
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the sign of a good mic 

"I used to avoid using ribbons 
on drums, but the SF- 24 
changed that the first time I used 
it. It attacks in the perfect place 
and interacts beautifully with the 
other mics on the kit. It adds 
power and richness to the drum 
tracks and seems to smooth out 
the other mics. Royers have 
become an indispensable part 
of how I record music." 

Michael Beinhorn 
(Producer - Soundgeden, 

Marilyn Manson Red Hot 

Chili Peppers Ozzy Ostuwpurne) 
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PRODUCER'S DESK  

BY HEATHER JOHNSON 

Narada Michael Walden 

Grammy-Winning Producer/Artist Honors His Roots 

I
caught up with producer/drummer/songwriter Narada 
Michael Walden days after a holiday party put on 

by the Recording Academy's San Francisco Chapter. 

It was held at the swanky Sir Francis Drake Hotel in 

Union Square, and all the department stores nearby had 

their windows decked with bright lights and Christmas 

displays. Just past the downtown area's giant holiday tree 

(to use the more PC term), Walden passed a street-person 

banging a set of tin drums. He stopped and watched the 

man play. After he finished his piece, the man looked 

up, wide-eyed, and said, "Are you Naradar "Yes, I am," 

he answered, and proceeded to join the man for a short, 

tinny jam. The point of me telling this story is to "never 

forget the man on the street. That could have been me," 

Walden says, and emphasizes gratitude for a charmed 

career born out of years playing dingy nightclubs around 

the Northeast. 

His path took a very different direction from the one 

traveled by the man on the corner, beginning with an 

invitation into John McLaughlin's Mahavishnu Orchestra 

in the early 1970s, replacing monster drummer Billy Cob-

ham. From there, he played on and wrote a large portion 

of Jeff Beck's landmark Wired album, which led to even 

more work as a first-call studio and live drummer, provid-

ing a solid foundation for artists such as Weather Report, 

Patti LaBelle, Chick Corea, Teem Marie, Starship, Hall & 

Oates and Mariah Carey, among others. 

In addition to playing on other artists' albums, he 

launched a solo career with Atlantic Records in the late 

1970s. His third album, Awakening, reached Number 

15 on Billboard's R&B charts in 1979; its follow-up, The 

Dance of Life, climbed to Number 9, propelled by the Top 

10 single, "I Shoulda Loved Ya." 

He kept drumming even as he moved into producing, 

often playing drums and/or keyboards on albums such 

as Stacy Lattisaw's Let Me Be Your Angel (his first pro-

duction credit) and recordings for artists such as Angela 

Bofill, Patti Austin, Phyllis Hyman, Margie Joseph, Sister 

Sledge, Kenny G. and Whitney Houston (from her 1985 

self-titled release up through The Bodyguard soundtrack 

and the 1988 Olympic theme song, "One Moment in 

Time"). He co-wrote Aretha Franklin's "Freeway of Love" 

on the album Who's Zoomin' Who, which he produced 

and which gave him his first Grammy for Best Rhythm & 

Blues Song in 1985. 

Recent writing and/or production credits include 

songs for Carey ("Vision of Love"), Stevie Wonder, Elton 

John, George Michael, The Temptations, Wynonna Judd 

and Nas, among others. Since 1985, he's brought a lot of 

these acts to his Tarpan Studios in San Rafael, Calif., a 

mid-sized SSL room now open to outside clients after 20 

years as his private workplace. 

On that rainy afternoon, post-holiday party, Walden 

spoke openly about his cosmic beginnings with Maha-

vishnu Orchestra, his work with Ray Charles for the recent 

Genius & Friends release (eight years in the making) and 

just a few of the myriad high points in between. 

Tell me about your auspicious beginnings with John 

McLaughlin and Mahavishnu Orchestra. 

It's all mystical. I was living in Connecticut with a band 

called the New McGuire Sisters when [Mahavishnu 

Orchestra's] Birds of Fire came out with Billy Cobham, 

Jan Hammer, Jerry Goodman on violin and Rick Laird 

on bass. It was really magical music, unlike anything 

the world had ever heard, because it combined East-

ern Indian motif, melody and time signatures with jazz 

chordings. I went to their show in Hartford [Conn.], and 

when I walked into the back of the theater and looked 

way down the aisle, there was a big white spotlight on 

John McLaughlin, on Mahavishnu. He had a double-neck 

guitar and was rocking back and forth; he and Billy 

Cobham were going at it. They'd play full-out, and then 

they'd stop on a dime. And they'd play full-out again in 

this odd meter, and neither one would give away what 

the downbeat was—like an inside trick they'd play with 

each other—and then they'd stop again. I'd never seen 

anything like it. You could hear a pin drop. 

After the concert was over, I waited [backstage], and 

when [McLaughlin] came into the room, I said, "I'm Mi-

chael Walden and I play drums, and whatever it is that 

you're doing that helps you do what I saw you do tonight, 

I want to learn. I want to know." And he said, "Oh, it's 

partly due to my meditation." I said, "I know about your 

teacher [Sri Chinmoy]; I read about him on your albums." 
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He said, "I'm going to see him 
at six this morning, and I will 

tell him I met you." I thought, 

"My God! It's already 1:30 in the 
morning in Hartford and the guru 

is in Queens [N.Y.], which is like 

two or three hours away, and 
he's going to see him at six in the 

morning, after that concert that I 

just saw?!" 

And I thought to myself, "I'm 
really not ready for this. This is 
much more intense than I ever 
thought it could be." 

I think that Mahavishnu called 
me into his life because he want-

ed someone to be on the same 

spiritual path with him. And 

while I was not the world's great-
est drummer—Billy Cobham was 

the world's greatest drummer—I 

was the world's greatest lover of 
Mahavishnu—who could play the drums! 

[Laughs] 

But you must have been plenty good 
enough—he invited you into his group. 

We became friends first. The first time we 

played together, he came to my farm. I 
went to an outdoor [Mahavishnu Orchestra] 

concert at Tanglewood Preserve, not far from 
where I was living. Afterward, I went to this 
cabin where the band was hanging out, 

and Mahavishnu says, "How far do you live 

from here?" I said, "Oh, I don't know—two, 
maybe three hours." He said, "Let's go to 
your place." 

So we packed up my station wagon with 

his brand-new double-necked guitar that 
he had just used at that concert for the first 

time. I drove and he went to sleep! When 

we arrived three hours later, I said [to my 
bandmates], "You're not going to believe 
who's in the car. Mahavishnu's here!" They 
said, "Oh, come on, forget about it," and he 
walks in the door! They were shocked and 

stunned and speechless. He was hungry, 

so we made him broccoli and cheese and 
cornbread and whatever and we talked all 

night. The next day we played together for 

the first time with Ralph Armstrong on bass, 

Sandy Torano on guitar, Billy McCoy from 

Detroit and myself on drums. John sat on a 
high chair next to me, and we started play-

ing this really fast groove [he illustrates with 

drum sound effects] and then each person 
would solo. 

When he played, he looked straight at 

me. I could hear all this commotion out of 

the amplifier, like a zillion and one notes 
flying at you, but his face was expression-

less. No face at all. That freaked me out. So 
I closed my eyes. When I closed my eyes, I 

At The Automatt (San Francisco) with Sister Sledge, 1980: engineer Ken 
Kessie (L) and producer Narada Michael Walden 

could lock onto it and go crazy, so I learned 

there's a power in closing your eyes. After 
that, he said, "I like it up here! I want to get 

a house up here! And the bass player, he's 
good, too." So we made a big impression. 

Around December of '73, I got a phone 
call from Puerto Rico from Mahavishnu, 

and he said, "I just spoke to the guru and 

I'm going to make a change in Mahavishnu 

Orchestra and I would like to know if you 
would consider joining and bring your bass 

player, Ralph Armstrong, and we'll put to-
gether a new group. I'll use Jean-Luc Ponty 
on violin and maybe Miranda, the girl that's 

in your current band, on keyboards." I said, 

"Of course!" He said, "Okay. When I come 
back in January, I'll come to where your 

drums are and I'll teach you how to play 

with me in seven, nine, 11, 13, 17 and how 
to improvise in those odd meters." 
I was also working at a restaurant 

called Mario's Place as a bus boy. I often 

say I went from being a bus boy to join-
ing Mahavishnu Orchestra and, in April of 
74, to working with The Beatles' producer, 

George Martin, in London's AIR Studios 
with the London Symphony with Michael 

Tilson Thomas conducting, Geoff Emerick 
engineering and Mike Gibbs orchestrating 

[for the Apocalypse album]. From that res-

taurant, I went to the very top. That's why 
I always encourage people that there is no 

one way to make it, but that you have to 
be strong in your faith. We have to conquer 

our fears every day. 

How much of the Mabavishnu experience 
seeps into your productions? 

It's all one. Even when I'm doing a pop 
song [sings Houston's "Oh, I want to dance 

with somebody/I want to feel the heat 

with somebody... "], the tracks 

and the sound are the spirit of 
Mahavishnu Orchestra. In every-

thing I do, I put the spirit. Even 
if it's a lazy ballad, it's still got 

the spirit. 

How did you make the transition 

from performing to producing? 

I never stopped performing. But 

I made more time to go into the 
studio. Quincy Jones told me, 

"Being a musician is one thing, 
but to make a living in the music 

business, do everything you can 
do." I understood what he was 

telling me. Don't only be a drum-
mer. If you can produce some-

thing, write something, whatever 
else your talents are, do them. 

And I knew I had the talent 

to do other things. I wrote songs; 

that was a natural thing for me. 

And I love singing, so I could help other 
singers get good performances. And I never 

stopped playing live. When I had my own 
hits, like "I Shoulda Loved Ya," I got to 
open for Patti LaBelle, and that's a whole 

other audience—a black audience—and 
you had to be, like, really down with them 

to get them off their feet. I learned that 
technique. 

So in the studio, I knew how to put 
together the tracks. The tracks had to ap-
peal to the ghetto. As Quincy Jones put it, 

you got to have "an outhouse bottom with 
a penthouse view." Meaning, you've got to 

have that skank on the bottom, but the top's 
got to be glorious and melodic. If you can 

get that combination, it's pretty irresistible. 
Do you tbink you have a special knack for 

dealing with female artists? 

Yes. My mom had me when she was 19, 

and she had all these sisters. Aunt Mary 
was the queen of rock 'n' roll, Vickie and 

Valerie taught me jazz and sophisticated 
chord changes and my grandmother al-
ways had music playing in her house. The 

first time I heard Little Richard was at her 

house, and she'd have Ray Charles or Di-
nah Washington playing—good music. So 

from having all these women in my life, 
I learned how to be sensitive to women. 

Women are really super-sensitive. And 

when you go into a recording studio, it's 
like 10-times-fold! You've got to really be 

on your P and Q! Because you can say one 
thing and kill the vibe. So I learned that 

you've got to be encouraging. It's not just 
hearing if something is sharp or flat. 

Also, what helped me and our team is 

doing the preparation work. For example, 

for every song I've ever done, I've always 
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gotten someone to come in and do a demo 

vocal. Even for Aretha Franklin. I'll get 

someone who sounds like Aretha to sing 

it. So at least I worked out how the song 

should be sung. And then she gets a copy 

of that and learns it, and she'll know what 

she wants to change about it. I learned from 

Aretha one important thing: She can do all 

these incredible flips and imaginative things 

that you can't even fathom. But if you want 

her to do it again, more to the melody, the 

only way you can get her to do that is say 

that you want a "straight reading." And then 

she would do a version for you singing a 

song more to the melody. Not entirely, now, 

but enough. Without knowing that word, 

I wouldn't know how to get it out of her 

because she'd be like, "No, that's how I hear 

it." And she would be right. And if I thought 

something was a little bit off, she'd say, "No, 

that's just how I feel it." And I would live 

with it for a few days and she would be 

tight. The Queen is always right. 

My mother and family gave me the 

sensitivity to know that and to get along 

with people. To bring a feeling of calm to 

the studio so the people behind that micro-

phone can sing something that will live for 

hopefully hundreds of years. 

Stacy Lattisaw and Narada Michael Walden 

I understand that Aretha didn't want to 

initially record "Who's Zoomin'Wbo.-

That's right. It was one of the first things I 

wrote for Aretha; myself and Preston Glass. 

Aretha gave me the idea over a telephone 

call. I asked her, "Do you go out at night? 

What do you do?" because we hadn't really 

met each other. She said, "Oh, sometimes I 

go out, go to a club, then I see somebody 

I like, and he sees me and I see him. It's 

like who's zoomin' who?" And I thought, 

"Wow, that's cool. As soon as he thinks 

he's got me, the fish jumps off the hook." 

And then she laughed. So that became the 

song I wrote with Preston Glass. I sent it 

to Clive Davis and the Queen, and I think 

Clive had to talk her into doing it. It was 

the first recording she had done since her 

father passed away a few years earlier, so 

she was just getting back in the studio. 

And it was so beautiful just to be there—at 

United Sound in Detroit—with her. The first 

two things we recorded were "Until You 

Say You Love Me" and "Who's Zoomin' 

Who." Then, later, Preston said to me, "Why 

don't you take that song you have for your 

record, 'Freeway of Love,' [co-written with 

Jeffrey Cohen] and make it for her?" And I 

did. It was my first Platinum, Aretha's first 

million-seller and my first Grammy. 

Were you also working in San Francisco? 

I cut "Freeway of Love" at The Automatt [in 

S.F.] the same week as "How Will I Know?" 

for Whitney Houston. We did a lot of record-

ing at The Automan at that time, and also did 

some recording at The Plant in Sal milt°, [Ca-

lif], and in 1985, we also started moving into 

Tarpan Studios. The first things we recorded 

at Tarpan were Jennaine Stewart [sings "We 

don't have to take our clothes off/To have 

a good time, oh no..."] and Clarence Clem-

ons' "You're a Friend of Mine" with Jackson 

Browne, and then Kenny G.'s Duotones. 
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Tell me about working with Ray Charles. 
You two worked together eight years ago 

for Genius & Friends. 

I was close with Ray right up until his pass-

ing. Because the album didn't come out for 

so long, we would get together and just 

listen to it and he would give me his ideas. 

The project I did with him was songs he 

approved. What you're hearing now is done 

because the estate wanted to bring in Phil 
Ramone, who is great, to do some additional 

work and some remixing. But because of 

the politics, they had to change some of the 

artists. They took off a few great singers that 

Ray wanted, like Brandy, and replaced them 

with a couple other singers. 
Was he difficult to wont with? 
He didn't want to change his vocals. He'd 

say things like, "What is it about 'no' you 

don't understand?" One time I sang him 

note for note this piece called "Frenzy" that 

he wrote, and he says, "I wrote all the parts 
by hand for those horns." And when he said 

that, he became a giant to me all over again. 

Because if you hear this piece of music, it's 
like Charlie Parker—that fast, that clean. It's 
just brilliant. And the man's blind! So he truly 

is a genius. And he was kind to me. 

Early on, I said, "Okay, I heard you like 

know me, but I think that's the most f'ked 

up thing I ever heard! Would Beethoven do 

some shit like that? Would Bach do some shit 
like that? Would Raclunaninoff do some shit 

like that?" I said, "Well, no Ray, that's a whole 

other time." "Well, that's what I'm saying. 
Now use your creative imagination and give 

me some funk." Yes, sir! 

Where did you record? 
The tracks were done at Tarpan Studios 

and Ray's vocals were done at his studio 

with him only. I was never there. He'd 

send tracks back to me, I'd compile it and 

we'd put it together and mix it, and add the 

other vocals onto it: The choir in L.A., I had 
Brandy in New York—a bunch of people all 

over the place. 
What are you up to now? 

I'm making a new Narada album. It's a 
rock/funk springtime/summer fun and deep 
ballads type of thing where I can get back to 

my career as an artist, which I miss terribly. 

I'm really having a good time getting back 
into my own heart and my own emotions 

and expressing how I feel and what I want 
to say. As a producer, you have to always put 

the hat on for what's best for the artist. But 
when you're the artist, you got to think about 

what God's saying in your own heart. • 

that song 'Brick House.' Well, there's a few 

different things we can do. We can make a 

whole new version of 'Brick House' or we 
can do a trick like what P. Diddy is doing, 

where you sample the groove and make a 

As Quincy Jones put it, 

you got to have "an 

outhouse bottom with 

a penthouse view." 

Meaning, you've got to have 

that skank on the bottom, 

but the top's got to be 

glorious and melodic. 

hot track out of that groove and then on 

top you put a whole different song so it's 
got new life." And he says, "Narada, I know 

we haven't worked together before, and I 
don't really know you and you don't really 
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microphones with their own signature sound. The best news of all is that UA's innovative engineering and meticulous manufacturing mean you don't have to make a choice: you can afford both! 

UNIVERSAL AUDIO 

www.uaudio.com analog ears digital minds toll- free: 1-866-UAD-1176 



Live mix 

inside Nickel [reek 

Text and Photos 

by Steve Jennings 

Currently sweeping through the U.S., 

Nickel Creek (Sean Watkins, guitar/ 

mandolin/vocals; Sara Watkins, fid-

dle/vocals; and Chris Thile, guitar/ 

banjo/vocals) are touring in support 

of their latest album, Why Should the 

Fire Die?. Mix caught up with the 

band when they brought their fusion 

of bluegrass, celtic, jazz and country 

to San Francisco's Warfield Theater in 

mid-December. 

According to front-of-house en-

gineer Phil Crumrine. the tour is carrying all production except FOH speakers, amps 

and drive rack; consoles (Yamaha PM5D-RH, FOH; Midas H3000, monitors) are rented 

from Clair Bros. The band is on Sennheiser 300 IEM G2 in-ear transmitters and Ultimate 
Ears UE-10 ear molds. 

"As for my rack gear," Crumrine says, "the only analog outboard gear is a Summit 

DCL-200 stereo tube compressor for the main mix and a Line 6 DL-4 pedal. Everything 

else is connected digitally: Alesis HD-24 hard disk recorder, HHB CDR-830 CD burner 
and M-Audio Audiophile USB interface for Smaart 

Live. Vocal mics are Neumann KMS 105s. Most of 

the vocal songs have three-part harmonies, and the 

band works the mics to blend the vocals in their 

in-ear monitors. 

"Nickel Creek has everything I want from a band: 

incredible musicianship, strong vocal harmonies, 

great songwriting, unbelievable dynamics. They 
rehearse constantly and are obsessed with being in 

tune. It's a challenge to get a big sound without a 

drummer, but it's definitely worth the effort" Front-of-house engineer Phil Crumrine 

Fixlt  
Brian Bavido 
Monitor engineer Brian Bavido has been out with 

Dashboard Confessional, Art Garfunkel, Lisa Loeb, 

Richard Marx and "100 other bands that you've 

never heard of" 

Latency in digital consoles, in regards to inserting analog equipment, is still a problem 

that's overlooked by many engineers. As much as we like to stay in our digital "dream 

world," there are certain artists that simply require you to use many of the old standbys 

in the analog domain. Front-of-house engineers don't often hear the latency issues in the 

RA., but when you're mixing in-ears, the phase issues caused by the delay are incredibly 

detrimental to the artist's mix. An example of this would be an outboard compressor 

inserted on the lead singer's vocal mic via D/A and AID converters. This throws not only 

his voice but also all the bleed from the band slightly out of time/phase with the rest 

of the signal in their mix. To solve this issue on certain boards, simply use an external 

preamp into the desired compressor and return the signal to the board's insert return. 

This bypasses the D/A conversion point where most of your latency occurs. 
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Live Mix News: 

Tours, Events, Installations 

All Access: The Brian Setzer 

Orchestra   

Tour Profile: Kanye West 

Local Crew: Tritech Light and Sound   

New Sound Reinforcement Products   

New music venue Radio City (Dublin, Ireland) 

has taken delivery of a Midas Legend console, 

a Midas Venice 240 console and Klark-Teknik 

processing. Pictured: Radio City's F01-I engineer, 

Andy Colbert 

Oklahoma City—based Miller Pro Audio has pur-

chased five Soundcraft GB4 consoles, which are 

being used on the company's smaller productions 

and for rental use in Central Southern US... Alien 

&Heath M15000 boards have been installed in two 

churches: House of Hope Worship (Chicago) took 

delivery of an 80- channel version ( supplied and 

installed by Audio Analysts in Colorado Springs, 

Colo.); and Amtech Pro Audio supplied a 48-

channel board at Real Life Community Church 

(Portage, Ind.)...Eyerly Brothers' front- of- house 

engineer Dave Wooster is using an XTA DP428 

audio management system to drive his rig; it's 

performing functions such as EQ'ing the Martin 

Audio W8Ls, W8LCs and W8Cs, and acting as a 

matrix. Gear for the tour was supplied by Capi-

tal Sound.. PA. and events production company 

Electrocraft ( Mumbai, India) recently performed 

a "thorough" road-testing of its new Midas Heri-

tage 3000 board: Mumbai had suffered the heavi-

est monsoon on record, whereby the company's 

premises were flooded, resulting in the H3000 

being submerged by the flood waters. However, 

all was not lost: One of Electrocraft's service engi-

neers gave the console a thorough cleaning using 

industrial- grade alcohol. After a thorough drying 

out, it worked perfectly on power- up and was put 

back into service. 
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Everything you wed between the 
mixer and the amplifiers. 

DriveRack 
4800/4820 
DriveRack 4800 and 4820, new flagships of the hugely successful 

DriveRack family provide incredible versatility, sonic excellence 

and intuitive control. With four inputs and eight outputs, both 

analog and AES/EBU connectivity as well as optional CobraNet— 
card, DriveRack 4800 and 4820 offer amazing flexibility. The 

Ethernet — HiQnet— control backbone plus with HiQnet System 

Architect'. control software take DriveRack to the next level of 
integration capability. Digital I/O and 96 kHz operation provides 

extended frequency response and ultra low-latency. 
Processing includes a large roster of selectable DSP 

inserts and a wealth of EQ, Delay, Bandpass and 
Crossover Filters, all designed to maximize system 

H 12 n et- performance. A built-in 1/4 VGA color screen, 
• ultra-fast 2-button navigation and seamless tablet 

integration make the 4800 incredibly quick and easy to use. For 

fixed installation the 4820 provides all the same processing features 
with a tamper-proof front panel. For more information, contact 

your dbx representative or visit us at www.dbxpro.com; to download 

System Architect please visit www.harmanpro.com. 
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Features 

• 48 and 96 kHz operation 

• Color IA VGA Display (4800) 

• 4 analog and AES/EBU inputs 
• 8 analog and AES/EBU outputs 

• Full Bandpass Filter, Crossover 
and Routing Configurations 
with Bessel, Butterworth and 
Linlcwitz-Riley filters 

• 3I-Band Graphic and 9-band 
Parametric EQ on every input 

• 6-band Parametric EQ on 
every output 

• Loudspeaker Cluster and 
Driver Alignment Delays 

www.dbxpro.com 

• Selectable DSP inserts on all 
inputs and outputs including 
Classic dbx® Compression, 
Limiting and Advanced Feed-
back Suppression 

• Ethernet :e.Sitinet-
networking and control 

• Optional dbx ZC wall panel 
control 

• Optional CobraNete I/O 

• Optional Jensene1/0 
Transformers 

din 
PROFESSIONAL PRODUCTS 

H A frff,ma C/rnpany 



Recent Install 

The Maxwell C. King Center for the 

Performing Arts (Melbourne, Fla.; www. 

kingcenter.com) has reopened following 

major renovations totaling $1.3 million 

to improve the sight lines and concert 

sound system at the main theater, in-

cluding installing four Lake Contour 

digital speaker processors and two Lake 

Mesa Quad EQ digital matrix proces-

sors, as well as a JBL Veffec system. 

The six Lake Technology processors, 

which were supplied along with a wire-

less touch pad and access point, control 

multiple zones of loudspeakers at the 

2,000-seat performing arts hall. ASR 

ProSound were the sound consultants 

for the project. 

One Lake Mesa Quad EQ provides 

individual control of the upper four and 

lower two cabinets in the main left/right 

line array. "That way, I have the flex-

ibility to turn the bottom boxes up and 

down if I need to or turn them off," says 

Rance Caldwell (pictured), technical 

supervisor and the house's main FOH 

mixer. "Those boxes point downward 

into the orchestra pit, so I turn them off 

when we have an orchestral event." 

The second Lake Mesa Quad EQ 

handles processing for four onstage 

monitor mixes. The four Lake Contour 

processors control the high and low 
boxes in the center cluster, balcony fill, 

frontfill speakers positioned along the 

downstage lip, deck fill (speakers cover-

ing side areas in the lower seating area), 

and the main and deckfill sub systems. 

ASR ProSound had previous experi-

ence with Lake equipment improving 

existing sound systems. "We did a 

similar project at the Florida Theatre in 

Jacksonville," Holton recalls. "They were 

all set to buy a new P.A. I said, `Give me 

$30,000 and let me put in a new drive 

system.' We put in a new Contour/Mesa 

system—and they kept the P.A.!" 

Now Plaging  

Nada Surf 
FOH Engineer/Console: Jacob Feinberg-Pyne/house-

provided ( Midas or Soundcraft preferred) 

P.A./Amps: house-provided (V-DOSC, VerTec) 

Monitors: house-provided (Audio Analysts, Clair Bros., 

L-Acoustics, d&B, EAW preferred) 

Outboard Gear: BSS DPR-901II, Empirical Labs 

Distressor 

Microphones: Audix 0M6, 0M7 

Additional Crew: systems tech Marcus Douglas 

David Gray 
Sound Company: Skan ( UK/Europe), Eighth Day 

Sound ( U.S.) 
FOH Engineer/Console: Mark Jones/Yamaha PM5D 

Monitor Engineer/Console: Jon Ormesher/Yamaha 

PM5D 

P.A./Amps: V-DOSC, dV-DOSC/Lab Gruppen, 1-Acoustics 

Monitors: d&b, in-ears 

Outboard Gear: Focusrite Producer Packs, Eventide 

H3000 

Microphones: Shure Beta 91, 57A, 58A; Audio-

Technica 4050; Beyer 201 

Ten Tenors 
Sound Company: Soundart 

FOH Engineer/Console: Shaun Mclean/Midas 

Heritage 1000 

P.A.: Electro-Voice X-Line Very Compact line array 

Monitors: in-ears 

Microphones: Sennheiser 

Additional Crew: system tech Trevor Wallace 

1:1v1:1   
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Learn How to Mix From 

Based on a 40-page instructional booklet 

initially produced by Soundcraft in the '90s, The 

Soundoe DVD Guide to Mixing DVD ($17.99) 

provides a comprehensive walkthrough of how 

to properly set up and operate an analog mixing 

console for live sound reinforcement use. 

The engineering advice is offered in an 

interactive package that is broken down into 

informative chapters with visual demonstrations. 

In addition, the disc features the original Guide 

to Mixing booklet, a broad glossary of audio 

terms and a Soundcraft product catalog (all 

three in Adobe PDF form). 

According to Soundcraft channel marketing 

specialist Andrew Shanks, "We created the 

DVD to offer basic live engineering advice in an 

interactive package. Our original printed guide 

has long been a useful educational tool, and our 

new DVD version now makes that information even more accessible and illustrative." 

For more information, visit www.soundcraft.com. 

70 MIX, February 2006 • www.mixonline.com 



HD-P2 

•libsora  

GM`7iP Portable HD steTeo 
-recorder with timecode 

1%38 

4••42 

44 •ft 

•••••,.....0., 

1 0•••••• 
0,0.4. 00•No.. ea,. 

.4.000,... ..e4":.... :e.11,... 

40. .1;;CS.0100Z.  ...Z... 

...0e, ...Z.: e.'.... ... , ee?.. 7..1. 'e.: 

.00......Z.  0:16........« 

ail) 

The pro solution for 
challenging live and on-location 

applications, the HD- P2 records at 
up to 192kHz/24-bit resolution to 

Compact Flash media. Audio files are 

instantly available to your DAW 

through the built-in FireWire connec-

tion. There are 2 XLR mic pres and a 

built-in mic for interview situations, an 

instant re-take feature, and a time code 

input for syncing with external devices. 

This is no consumer-grade recorder 

masquerading as a pro unit—it's a true 

high-definition stereo recorder for anyone 

who needs the best possible recording, 

wherever the work takes you. 
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• Records at up to 192kHz/24-bit resolution to 

Compact Flash media 

• 2 XLR mic inputs with 48V phantom power 

▪ Broadcast WAVE files instantly available to DAW 

via Fire Wire connection 

▪ Time code input for synchronization and time-

stamping audio files 

Supports pull-up & pull-down sample rates 

Records for up to 5 hours using AA batteries 

▪ Ergonomic, rugged design for easy use 

TASCAM N. 

>> 

www.tascam.com 
All specifications subject to change without notice ©2005 lASCAM, a division of TE AC America. Inc. 
All rights reserved. 
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rianSetzer 
Photos and text by Steve Jennings 

Orchestra 
Brian Setzer Orchestra rocked the Luther Burbank Center in Santa 

sa. Calif., as part of their fourth annual Christmas Extravaganza 

tour. Setzer and band had the sold-out crowd dancing to songs from their 

latest release. Dig That Crazy Christmas, and other tunes in their rocka-

billy/big band repertoire when Mix caught the show in late December. 

Front-of-house engineer Ion Ostrin uses a Yamaha 

PMS000, using all 44 mono inputs and all eight stereo 

inputs. "Of the 32 aux outputs, I'm only using a few for 

effects sends," Ostrin says. "It gives the opportunity to 

accommodate acts with multiple stereo in-ear mixes. Mix-

ing 18 musicians on 44 inputs is obviously a challenge, but 

the experience of mixing this band has made me a much 

better engineer and given me a new respect for this type 

of music. After years of mixing such artists as Toto, Sammy 

Hagar, Van Halen and many others, I get the opportunity 

to take a whole different approach. 

"To close-mike the 13 individual horns, a drum kit 

that needs an overall room sound, an upright slap 

bass, Brian's signature guitar sound, vocals and then 

create a final live mix that is truly just one full natural 

sound is a lot more fun than work." 

Ostrin is carrying a few pieces of outboard gear, in-

cluding a TC Electronic 2290 and MS000, Eventide 113000 

and a Lexicon PCM70. "I use eight channels of Drawmer 

05201 noise gates for the drums, although you'd barely 

know the mks are gated at all due to Bernie Diesel's dy-

namic style," Ostrin adds. "But the most important piece of 

gear I carry is a Lake Mesa unit for system EQ. 

'With this act, I like to concentrate on mixing the show 

rather than chasing inputs all over the stage, and the 

bond is so consistent and tight that they allow me to focus 

on hitting every single little nuance and solos throughout 

the night. It requires a lot of focus from song to song— not 

in effects changes, but in keeping with the dynamics and 

giving the audience an amazing sound experience." 
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Setzer sings 

through a 

Shure SM58, 

while his 

guitar amps 

take a Shure 

, SM57 and 

KSM 27. 

ollite, ' . 

1 

Monitor engineer Tim Engwall mixes on a Midas 

Heritage 3000, citing features such as the clean, 

warm mic preamps, lots of headroom and tight, 

accurate EQs. His rack contains 12 channels of 

OSC PL 236A amps driving Clair Bros. 12am 

monitor wedges; six channels of Crown 6000s 

driving three-way stereo Schubert Steradian 

trapezoid sidefill cabinets; and 12 channels of 

BSS FCS960 graphic equalizers for wedge and 

side fill mixes. 

For background vocalists The Vixens, Shure 

Beta 57As are employed. "They work well for 

(The Vixens') soft vocals over the loud orchestra," 

Engwall says. "For the horns, I use Shure wireless 

SM58s and Beta 98s. They provide good low end 

Bass player John "Spaz" Hatton has a stand-up 

double bass, two pick-ups (one for note and one for 

slap), a stereo instrument cable from the bass into a 

rack module on the bass head, and balance adjust-

ment for note and slap. Note and slap signals then 

go intc two separate Countryman Dls. 

r711,.; 7 
, 

• 

Bernie Dresel's kit is miked with Shure 

B52As (bass drum), SM57 (snare), KSM 

109 (hi-hat, ride), SM98s (toms) and KSM 

32s (overhead). For the cocktail kit (top), 

miking is a Beyer M88TG on bass drum 

,mounted internally and a Sennheiser E604 
e 1 

(.1 on snare and toms. 

for a small mic and they are mountable, allowing 

the band to swing their horns and go crazy. For 

flutes and clarinets, I use the AKG C430—a small 

mic with a crisp sound and pickup pattern that 

works for us. 

"I really dig what a dynamic audio challenge 

this band provides. The various instruments al-

low for various miking techniques and creativity. 

With sounds from soft flutes to slammin' bass to 

Brian's rippin' guitar, there can be a lot going on. 

This band can really wail, making it a pleasure 

to mix. At the same time, my approach, like the 

music, is straight-ahead. With 18 people onstage 

needing to hear themselves, paying attention to 

detail is big." 

— 
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Live mix I 

KanuslitteSt 
R&B AND HIP HOP 

HEAT UP THE STAGE 

H
e's been hailed as no less than the 
savior of the music business by 

Time magazine, and with chart-top-

pers such as "Gold Digger," which features 

Academy Award—winner Jamie Foxx, Kanye 

West has certainly achieved superstar status 

and accrued an enormous fan base. So it's 

no surprise that his AKG- and Verizon-sp - 

sored Touch the Sky tour—in support of his 

Late Registration album—is one of the largest 

road shows of 2005 and a very tough ticket to 

come by. But those lucky enough to get in the 

doors are rewarded with a high-energy show 

complete with thumping beats, soulful strings 

and crisp vocals. Mix caught up with the mas-

terminds behind this well-crafted, artistically 

blended musical Picasso—front-of-house en-

gineer Phil Strong and monitor engineer John 

Clark—at New York City's Madison Square 

Garden in early November. 

Strong is mixing on a Digidesign VENUE 

console, which he has set up to receive 64 

channels, although he only uses about 50. 

He tracks each show to Pro Tools via a Mac 

G4 PowerBook and 7,200 rpm FireWire 

G-Technology hard drive. He uses these 

recordings to go over the songs and mixes 

with West and the rest of musicians on a 

nightly basis. 

Monitor engineer John Clark 

enjoying the show 
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GEO S Series 

Musical Arrayngements 

Great sound from great technology. When it's crunch time and 

the show is about to start, reliability is a virtue. The GEO Series 

loudspeakers from NEXO not only provide dependability, but 

also exhibit sound quality above and beyond the norm. Whether 

you choose the lightweight Geo S or its big brother GEO T with 

its innovative cabinet shape, the clarity and level of coherency 

make it clear why NEXO is the speaker choice of celebrated 

artists and venues worldwide. 

ebb-

101 
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GEO T Series 

With GeoSoft software for array design, it's possible to configure 

cluster blueprints to provide exceptionally even SPL from the 

front to the back of your venue. The GEO Hyperboloid Reflective 

WavesourceTM device controls acoustic energy allowing you to 

craft high output wave fronts that fit audience areas more 

precisely, evenly and lucidly than ever before. Both series high 

impedance design aids in reducing system budget without 

reducing system quality. 

NEXO GEO Series Loudspeakers. Like Music to Your Ears. 

NEXO 
INNOVATE 

*YAMAHA 
Yamaha Corporation of America • P.O. Boz 6500, Buena Park, CA 90622-6600 

www.yamahaca.com 
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"[The artists and musicians] critique 

themselves," says Strong, who also fancies 

TC Electronic D-Twos for delay and an 

Eventide Eclipse for occasional pitch bends 

on West's vocals. "It's important to take time 

to work on your show every day. We all talk 

about the show and certain music parts. 

Kanye is really cool; he makes suggestions 

and communicates, which helps us a lot." 

The biggest element of any hip hop show 

is always the vocals' clarity and intelligibility. 

West sings and raps into an AKG WMS 4000 

Series microphone, and with vocals as the 

primary instrument, Strong builds his mix 

around them. His main sonic weapon then 

becomes a Summit Audio TLA-50. 

"I got the TLA-50s when I was work-

ing with Common two years ago, and 
I've been very happy with them," says 

Strong, who purchased four of the tube-

leveling amplifiers and uses them on the 

DJ [A-Trak] and all of the vocalists. "I 

wanted something that was transparent, 

that worked without coloring the sound. 

The Summit unit allowed me to have the 

vocals pop through, where they are fat 

and clear, but still in control. That's what I 

needed: a little more color control to help 
place things in the mix." 

"The [AKG WMS 4000] is really cool 

because you don't lose the low end when 

Kanye cups it with his hand," says Clark. 
"Kanye hits it hard, but not too hard—not 

to where it overloads." 

In addition to the main vocals, Strong 

blends two cellos, four violins, a harp, 

percussion (congas, ride, crash, hi-hat), a 

Roland VK8, a Korg MS-2000, a Motif 8ES, 
an MPC 3000 (kick, snare, snaps, claps), a 

DJ, a Fender Rhodes 73 Suitcase and two 

backup singers. As far as the strings are 

concerned, West only tours with a harpist 
and a lead violinist; the other three vio-

linists and two celloists are hired guns in 

each city, who are trained daily. 

"The strings are all miked with AKG C 

411s, except for the harp and lead violin, 
which are on Fishman pickups, and the 

percussion has AKG 391s," says Clark, who 

is usually a front-of-house engineer, hav-

ing worked with the likes of Ray Charles, 

Jay-Z and Ludacris. "The AKGs give us a 

consistent sound from venue to venue, 

which is really important when you have 

different instruments and musicians on 

every stop of the tour." 

VISUAL CUES 

On many tours, engineers, techs and musi-
cians are able to communicate their audio 

needs to one another during the show by 

way of maybe a subtle nod, a facial expres-

sion, a secret handshake, etc. But what if the 

engineers had to make adjustments on the 

fly without being able to see the musicians, 

and vice versa? Well, Strong and Clark had 

to quickly figure it out because they can't 

see the performers onstage. 

"The musicians are in these 8-foot-by-

8-foot boxes with kind of a 70-percent 

screen on them, and they are covered 

on all four sides with lights inside of the 

boxes," says Strong, who has also worked 
with Jurassic 5 and the Black Eyed Peas. 

"You can only see them if they light up 

from the inside. Sometimes there are video 

projections on the boxes, so you don't see 

the whole show and you are totally relying 

on your ears. I use headphones more on 

this tour than I ever have because I can't 

see exactly what they are playing. I've 

never had to mix blind like that. They'll 

start off visible, then the lighting changes 

and they can't see each other either. They 

are playing strictly off of trust and vibe." 

"I've got three techs [Rock, Marcus 
and Chainey1 that are my eyes and ears 

out there," concurs Clark, who is using a 

Yamaha PM5D-RH console with recallable 

head amps from the floor. "I've never been 

in a situation like this where no one can 

see each other. So we have our radios and 

I've got those guys running around. We've 

got it down now, but that first week was a 

real challenge." 

It also helps to work with a first-rate 

DJ, which they have in A-Trak, a Cana-

dian-born turntable monster who is a five-

time World Champion. Clark sends the 
DJ feed via the Record Out output to his 

percussionist's headphones so the music 

never stops when A-Trak drops the drums 

out. This way, the percussionist can stay 

in time and be on cue when the drums re-

turn. "It's really kind of a silly feature that 
we found a neat way to take advantage 

of," jokes Strong, who also uses Serato's 

Scratch LIVE on the Serato-endorsed DJ. 

MAINTAINING EQUAL COVERAGE 

For monitors, West isn't using in-ears. In-

stead, Clark has him on eight L-Acoustics 

115XT HiQ wedges downstage. In addition, 

he is using eight (four on each side) L-Acous-

tics ARCS for the sidefills, with four (two per 

side) Martin WSX subs underneath. 

"With this configuration, I'm really able 

to get the SPL and hi-fi that Kanye wants," 

continues Clark. "That's my Number One 

thing when monitoring. I do a lot of live 

mixing in the sidefills, and with the addition 

of the orchestra, percussion and keyboards, 

there is a lot more going on onstage." 

Upstage, Clark has four mixes and a 

Front-of- house engineer Phil Strong 

shows off his rack of goodies. 

series of in-ear mixes. "The two background 

singers are on Shure PSM 700 in-ears," ex-

plains Clark, who works through Phoenix-

based Genesis Productions, which provided 
the rig. "And I have two channels on the 

principle string players, which are the lead 

violin and harpist. The rest of the musicians 

are on proprietary FR-12 wedges that Gen-
esis purchased from Audio Analysts. I've got 

a pair of those in the percussionist's box, a 

pair on the keyboard side and one for A-

Trak, who is centerstage." 

For the tour, Martin Audio provided new 

prototype 120-degree boxes for the bottom 

of the rig to improve frontline coverage, 

helping to disperse the audio for the first four 

rows of the show. The whole show sports 

40 Martin W8L Wavefront line array boxes 

complemented by 30 Martin WSX subs. 

"The Martins are great," Strong says. 
"One of the requirements going into this 

rig was to have something that was hi-fi, 

and the Martins represented that for us. It 

sounds really good with the factory set-

tings, and I don't have to do a lot to the 

boxes to get them to stand out. Plus, I'm 

using SIA Software's SmaartLive, which 

helps. During the show, I run one side off 

the reference for the room and the other 

side on solo, so I can solo any channel and 

it will give me a representation of what it's 

doing on the screen. So if I want to see 

one instrument, it feeds right to my screen 

and that helps me EQ during the show." 

And what is it like to work with a 
megastar like West? 

"Working with Kanye, from my stand-

point, has been great," Strong concludes. 

"He knows how to hold the mic really well 

and how to keep it at just the right angle. 

Plus, he believes in working with the best 

people, so he listens to the input you give 

him." 

Ray Ellis is a writer covering the pro audio 
Industry. 

70 MIX, February 2006 • www.mixonline.com 



0111•11111111111111M 
D/gl 000 

OYAMAH 

DThLfl INNECTION 

Home oito Mail • Search %0 Bookmarks çl Frequent Co, • 

ss•http://www.dawloveconnection.com 

ere's A Mixer Out There For Ya for Free Pertonal fld 
Placement, (lick Here 

DAW Seeking Companionship 
Single DAVV in search of well-established Digital Mixer for controlling relationship. 

Must enjoy hands-on activities such as transport control, pushing faders and 

pressing buttons. Companion should get along with fellow DAW's like Nuendo, 

Logic, ProTools, Pyramix, etc. Participation in surround sound mixing in a THX 

PM3 approved surround monitoring environment required. Attracted to models 

with extra effects such as compressors and gates. Up to 8 reverb engines a plus. 

Serious inquiries only. Possibility for marriage of audio and video. 

Ready and willing to make beautiful music together? 

Please correspond to www.vamahaca.com 

or P.O. Box 6600, Buena Park, CA 90620. 
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LOCAL CREW  
BY SARAH BENZULY 

Tritech Light and Sound 
Where Customer Service Is Key 

N
ew York City, Los Angeles, Miami, San Fran-
cisco—in each of these major cities, you would 

expect to find at least a few dozen sound 

reinforcement companies supplying crew and gear for 

major club tours, corporate events, summer festivals 

and the like. But you'll also find the same class-act 

companies in smaller cities. In Middletown, Ohio, John 

Hutton's Tritech Light and Sound (http://tritechlight 

andsound.com) offers a diverse range of services and 

has become quite a force in this growing area. 

"Diversity in production helps," Hutton says. "You 

know, everybody's a sound man! [Laughs] With the 

advent of powered speakers and corporate music stores 

that sell entry-level pro audio,' you have to work your 

niche and strive for excellent customer service from the 

time you deliver to the time you strike. I offer sound re-

inforcement, lighting systems, speaker re-coning, some 

on-site analysis and repair of church sound systems, 

contract installation on system light or sound and a local 

recording studio that also has band rehearsal space for 

rent with an innovative good-tenant program that can 

earn bands studio time or rent credits. I also do Red 

Book mastering for some local bands." 

On the SR front, Tritech has garnered a satisfied 

customer base with such annual events as the Cincin-

nati Blues Festival, the New Year's Festival in nearby 

Columbus and the Jerry Lewis MDA telethon. In addi-

tion, Tritech has supplied for such major acts as Iron 

Butterfly, 50 Cent and Dave Chappelle, and for ongoing 

customers with regular live sound needs such as Ohio's 

Miami University. 

"I try not to turn down any type of work," Hutton 

says. "At times, if it is more than what I can do, I always 

tell the customer up front that I might have to 'source 

that for you.' That way, the customer has an increased 

trust in your ethics and timetables on gigs. From clubs 

to college and church events, and even promoters that 

do local shows at parks and fairgrounds for special-in-

terest groups, I try to fulfill them all, as long as it looks 

like customer service will not be compromised." 

And Hutton maintains these satisfied customers 

with a huge stock of pro gear, including a JBL front-

loaded P.A., which "is a proprietary company box 

designed in the early '80s," he explains. "It's an active 

two-way, but has a passive highpass between the 15s 

that helps eliminate comb filtering at about 300 cycles. 

To complement this are 10 front-loaded 2-18 trap subs, 

all powered by Crest." Also available are 18 Sound 

Physics Labs TD1s and 12 Bass Tech 7 ServoDrive cabs. 

From rap and R&B (Twista's performance in Chicago in 

early October) to Béla Fleck Acoustic Trio (in mid-Sep-

tember) and Latin (Inti-Illimani, early November), Hut-

ton says that the SPL system performs with excellent 

John Hutton at the M3000, working the 2005 Cincinnati Blues Festival 

unity summation and image correlation. Powering the 

SPL system are Crest 10004s and 8001s. Boards offered 

are Yamaha M3000s for both house and monitors; for 

more intimate gigs, Tritech can supply smaller Yamaha 

and Studiomaster consoles. 

But beyond these choice pieces of gear, Hutton 

takes pride in his large selection of trucks. "Early 

on, I realized that trucking was a significant cost [for 

clients]," Hutton explains. "I regularly maintain five 

trucks that I use to provide timely delivery schedules 

to my customers." 

With all of the work coming in and equipment to 

maintain, one would think that Hutton has a large 

staff of engineers and service techs. However, his staff 

changes every year, with some employees coming back 

for certain gigs. "Each year in the spring, I get calls 

from student grads from trade schools who would like 

to give [this type of work] a try," Hutton says. "Usually, 

two will be enough to get things going, and then as 

the season progresses, I just call on a list of part-timers 

who might be freelancing with other companies. 

"Through the years, by giving basic training in load-

ing and unloading trucks, soldering of various types, 

woodworking and, yes, from time to time mixing, 

several past employees have moved on to work in the 

industry at other levels: on tours with larger companies 

and some in the broadcast field and boat cruises," he 

continues. "It is this that chirps my pride the most. At 

a young age, lots of them reach their goal. They always 

return and tell tales of horror gigs that we all chuckle 

at. I guess sometimes [sound reinforcement work can 

be] simpler at a local or regional level. You always get 

to come home after the gig." 
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Exclusive sponsorships of 

Mix Guide categories 

are available — contact your 

Mix ad manager today. 

MD( guides 
THE ONLINE PRO ENCYCLOPEDIA 

111.1.11.111111 

Fi everything Mix has available 

by product category in one spot—online 

Now you can avoid scrolling through pages of Mix and online 

search results and have direct access to Mix's archives for 

mics, monitors, consoles and more! 

For the Mix Guide to Microphones, visit 

http://mixguides.com/microphones 

For the Mix Guide to Studio Monitors, visit 

http://mixguides.com/studiomonitors 

Each Mix Guide includes 

reviews, new product announcements, applications, 

features, tradeshow reports and more, all in one 

customized category section. 



Live mix 

New Sound Reinforcement Products 

A-LINE ACOUSTICS 

ARRAYABLE SUBS 

A-Line Acoustics (www. 

a-lineacoustics.com) of-

fers 1,000-watt, powered 

an-ayable subwoofers to 

complement its AL10 and 

ALA10 line array system. 

Designed to be flown with 

the company's line arrays, 

the ASA-115 (single-15), 

ASA-215 (dual-15) and 

ASA-118 (single-18) Sub-

ARRAY" enclosures fea-

ture the company's ex-

clusive integrated EZAL"' 

rigging for fast, safe and 

easy setup. Each cabinet 
is the height of two AL10 

enclosures. SubARRAY 

systems are powered with Bang & Olufsen ICEpower technology 

with onboard DSP. Made in the U.S., the SubARRAY enclosures 

are constructed of DuraTex-coated birch plywood with routed 

handles. An optional wheelboard is available for easy transport/ 

load-in. 

UREI 1601E EFFECTS SECTION 

Expanding Sounderatt (www.ureidj.com) UREI DJ mixer line, 

the new 1601E's digital effects section has a core of five effects 

(filter, delay, pan, cutter and flanger), but with 25 combo presets 

in five banks for unique chained effects, such as a combination 

of filter, flanger and delay. Effects can be individually assigned 

to each channel, with a bpm fx crossfader selecting the wet/dry 

blend. Two effect controls modulate key effects parameters, 

and there are five selectable effects speeds from 1/4 to 2/1. A 

separate 3-band (LF/MF/HF1 isolator lets users choose which 

music frequencies pass through the effects section, and a bpm 
analysis engine automatically synchs effects to the track bpm. 

Also standard are six inputs, the UREI Exciter, 3-band isolator EQ, 

headphone EQ and adjustable channel fader curves. 

ROADBEETLE TOUR MANAGEMENT SOFTWARE 

RoadBeetle (www.roadbeetle.com) is an artist/tour management 

software package. The Web-based software helps organize a 

performance's scheduling, technical, labor, travel, catering and 

settlement data, while providing the online ability to create and send 

promotions and notifications. It also gives users an area in which 

to submit and track requests for tickets and passes for each show. 

Artists and crew can access the information from anywhere via the 

Internet. Authorized personnel can be given access to confidential 
information, while more general information is available to anyone 

else who needs it. Production managers have a detailed overview day 

sheet report with complete venue, hotel, travel and show schedule 

information as soon as they log in, and last-minute changes can be 

text-messaged to cell phones of all tour staff. 

TURBOSOUND 

TSW-218 

SUB-BASS 

The Tu rbosound 

(www.turbosound 

.com) large-format 

TSW-218 ($4,912) is 

a Turbo-loaded sub-

bass enclosure capa-

ble of delivering very 

high SPLs. Designed to complement Turbosound's Aspect Series 

and the larger models in the QLight" range, this double 18-inch, 

modular, coupling-horn enclosure offers a dramatic sensitivity in-
crease when multiple units are coupled, with 104 dB from a single 

unit and eight coupled cabinets delivering up to 110 dB. Cabinets 
are equipped with heavy-duty nylon feet and matching locating 

recesses. Strap points integrated into the side handles ensure struc-

turally secure ground-stacked arrays. 

L-ACOUSTICS POWERED COAXIAL LOUDSPEAKERS 

L-Acoustics' (www.1-acoustics.com) 108P and 112P powered two-

way coaxial loudspeakers combine point-source technology with 

the convenience of self-powering and onboard DSP. The design pro-

vides wavefront coherency 

over the wide axisyrrunetric 

dispersion pattern and flat 

response, without polar lob-

ing effects. The result is ideal 

for near-field monitoring, 

proximity fill, small to medi-

um-sized front-of-house and 

wedge monitor use. The bi-

amped 500/250W 108P puts 

a 1-inch exit compression 

driver on an 8-inch woof-

er. The 112P has a 1,000W 

mono bridged amp pushing 

a 1.4-inch exit HF driver and 

12-inch woofer for high-SPL 

performance. 
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Champions aren't born...they're made. With over 600 PM1D's sold worldwide, it's the winner by knockout. 

112 input channels, 48 mix outputs, 24 channel matrix, Artist1D optical snake, extensive on-board effects, 

complete DSP redundancy and an I/O configuration expandable to 320 available outputs and 192 inputs, 

PM1D is a legitimate heavyweight. With Yamaha's industry-standard 24/7 service and technical support in 

its corner, for the serious engineer, this is a one-two punch that can't be beat. 

c,c) Yamaha PM1D. Still the Champ. °YAMAHA 
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TECH'S FILES  

Venue Modular Receiver 
shown with UT400, UM400, LM, Mt44006, and SM transmitters 

NEW AND OLD 

Not ever tlitng that exhibits service 

issues is vintage. These can also crop up 

in more recent products. For example, 

the Digidesign 002 (rack and controller) 

had a power distribution problem that 

was resolved a year or so ago. If you're 

experiencing communication or buffer-size 

error messages, one possible solution is 

to remove the bottom cover and exercise 

and reseat all of the connectors. (See Figs. 

1 and 2.) Assuming you feel that you can 

handle such routines (if you don't, then 

please seek qualified help), before you 

start, remember to unplug the unit, be fully 

dressed and stay out of the bathtub during 

this electro-aerobicising. Keep in mind that 

manufacturers cannot take responsibility for 

your carelessness. 

Note: According to Digidesign's Website, 

any customer experiencing this failure on 

an 002 product (in or out of warranty) will 

receive a new Molex power harness at no 

charge. This offer is good for as long as you 

own your 002. If you require a new harness 

or would like one as a spare, contact 

Digidesign's tech support for a return 

authorization (RA) number. 

A neophyte Pro Tools user, I blamed 

other inteumuent problems on the 002 

harness issue. (I'm running Pro Tools on 

a Sony VAIO laptop at the school where 

I teach.) Having exercised and replaced 

harnesses on more than one 002, I chose 

a more extreme approach for my system: 

hardwiring one end of the harness directly 

to the power supply because that connector 

was under the greatest amount of stress. 

When that did not resolve my intermittent 

problems—the annoying "change the buffer 

size" dialog box—I began to look elsewhere 

and asked a lot of questions. Things are 

better now. 

SOFTWARE ISN'T THAT HARD 

As any software hacker will testify to, 

mods aren't limited to hardware. But you 

don't have to be a master programmer 

to do a software mod, which might be 

as simple as defeating programs that can 

cause conflicts or erratic behavior. As an 

example, anti-virus software such as PC-

cillin and Norton Anti-Virus can create 

problems with real-time software like Pro 

Tools LE. It's best to disable and possibly 

remove antiviral software from your system 

before running Pro Tools LE. If you're using 

drives that meet the minimum hard drive 

requirements and experience "disk too 

slow" errors, then this may be the cause. 

However, there's a need to have 

artificial intelligence built into the software 

for diagnostic purposes. If that requires 

a translation, consider that most error 

messages are uselessly generic. "Yes, indeed, 

there is a problem," says the computer, 

"but I can't tell you exactly why or how 

to fix it." Yet system reliability is based not 

only on hardware and software's ability to 

communicate for the intended purpose, but 

also on the ability to perform even when 

the electron goddess is unhappy. 

The downside of these problems, 

once discovered, is that it reduces user 

confidence to the point where each new 

problem makes you wonder whether 

the original problem was truly resolved. 

I learned this many years ago when one 

of my modular patchbays was being 

installed. If I discovered one wiring error 

on-site, the investigation started at the 

patchbay, even though the problem was 

elsewhere. 

Eddie is growing his sideburns so his outside 

is as mod as his inside. Visit www.tangible-

technology.com and see the fuzz. 

Raise Your Wireless Standards 
LECTROSONICS 

N«IdgIre 

For technical specs, log-on to: 

or call 

(818) 980-9891 x353 

outside CA: (800) 228-4429 x353 

Today's PA system requirements demand superior 
sound to accompany advanced lighting and staging 
techniques. Trust Lectrosonics to deliver the sound, 
with rock solid RF performance. 

Lectrosonics' wireless systems are designed to meet 
only the highest quality standards. They are rugged, 
reliable, flexible, and sound as good as the best 
hard- wired system without the hassle of cables. 

Lectrosonics' latest UHF system, the Venue Modular 
Receiver, operates with Digital Hybrid Wireless" 
transmitters, and a variety of analog transmitters. 
The receiver uses a host assembly that includes: 
• Six channels in a single rack space 
• Built-in antenna multicoupler 

• Computer interface included with USB and RS- 232 ports 

• Compandorless Digital Hybrid Wireless" technology 

For more information, log-on to the link shown below 
or call Location Sound Corp., an authorized 
Lectrosonics dealer. 

[lull CORP 
SALES • RENTAL • SERVICE 

10639 Riverside Dr. North Hollywood, CA 91602 
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ecord on R..^..ClbAR" N/ with the new Adrenaline Plus recording engine 
for 24 track recording at 192kHz, Dual Disk recording for instant backup and 
high speed editing. Full backup and file transfer on 5X DVD-RAM & DVD-R/CD-R, 
iomega REV and Gigabit Ethernet. 

your favorite DAW with instant disk transfer on standard SCSI, Serial ATA 
and Parallel ATA recording drives in native Broadcast Wave file format. FileFlat" 
feature lets you play on without time consuming file exports or rendering. 

Depend on RA GbAR''s legendary reliability with improved dual power 

supplies, efficient case design and industry leading Tech Support. 

RA.CloAR . . . Play On 

11. 
teohnology 

Izoorp.com 
Featured Partner Dealers 

EN 
=0.--

508-543-0069 
www. mercenary. com :el 

DA.3.-1qb 

Brook Mays 
Professional 

1-888-286-0566 
www. professionalrecording. corn 

615-244-6499 
www.racknrol laudio.com 

RADAR.. Ackenatirre' and Fiel 1.'t ire ether regstered tradenarks or trademarks of iZ Technology Corporation, all other trademarks are rwrtec by thi-ii t,vo companies. 
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Practice is useless unless you can recall it at the 

service. It's true for the mix engineer as well as 

the musicians. Yamaha digital mixers like the new 

M7CL, give you the power to completely and 

instantly recall all of the mixer settings from practice 

at the service with just the touch of a button. 

M7CL is a new digital mixer Yamaha developed 

specifically for houses of worship. 32 or 48 inputs 

Yamaha M7CL Digital Mixer. 

Practice Made Perfect 

--------

o 

+1's •dee›, 93" 

gaigh%SoPM. 

(plus four stereo input channels), 16 " omni" outputs, 

8 DCAs, 16 GEQ, 4 stereo effectors, and a plethora 

of input and output channel processing provide a 

complete sonic package. 

Touch screen control, non-layered fader functions 

and Yamaha's new CentralogicTm operation make 

digital easy even for inexperienced operators. 

Mixing Simply Perfected. 



In" 

Enroll now for "Mixing on Digital 101" featuring M7CL 
11 Baltimore, MD October 27-28, 2005 Miami, FL Febluary 2-3, 2006 

Buena Park, CA December 15-16. 2005 Buena Park, CA March 2-3, 2006 
Buena Park, CA January 19-20, 2006 

"PM1D School" and ''PM5D School" (new) are also schedu;ed. Please visit yamahaca.com for details. 

Perfect Takes Practice 

Get up to speed F.A.S.T. 

Yamaha's Fundamental Audio Systems Training 

seminars are designed to get the non-professional 

mixing engineer the audio basics and hands-on 

mixing experience to sound like a pro. 

The comprehensive curriculum will give you the 

tools you need to perfect the mix in your church, club, 

or weekend-warrior jam. Better still, IT'S FREE! 

Get yourself to Southern California for a session at 

the factory, or a city near you for one of our regional 

sessions, and Yamaha takes care of the rest. Airport 

' shuttle, hotel breakfast, lunch, training materials 

and goodies are on Yamaha (there is such a thing 

as a free lunch). 

Yamaha Fundamental Audio Systems Training. 

The F.A.S.T. Track to Perfection 

Yamaha Corporation of America • P.O. Box 6600, Buena Park, CA 90622-6600 • yamahaca.com 
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Tools of the Trade 

AMS NEVE 

MMC 300/400 CONSOLES 

These two new post-production consoles 

from AMS Neve (www.ams-neve.com) 

both offer a new central panel and touch-

sensitive controllers, giving engineers 
total control over monitoring, source and 
surround mixing. Both boards also feature 

eight assignable faders that can be used 

as group, stem, aux or master faders—or 

additional input channel faders. The 
difference between the two is that the 

MMC 400 is fitted with conventional 
channel strips while the MMC 300 offers 

a knob-per-function assignable channel. 

Both consoles are Dolby-compliant and 
offer Encore automation with Encore 
Plus as an option. Other features include 

automation reconform; offline automation 

editing; and control of Pro Tools, Nuendo 
and Pyramix workstations through 

HUI and Oasis protocols. The consoles 
support high sample rates and up to 

1,000 paths from a single rack. Priced per 

configuration. 

GIGSKINZ GSRB RACKBAGS 

Crafted with durability and road-
worthiness in mind, these new two, three 

and four-space rackbags feature a hard 

plywood shell covered with GigSkinz's 
(www.gigskinz.com) carbon fiber—style 

fabric. The bags come standard with 
mounting hardware, feature a big 

and roomy pocket to hold cables 
and accessories, and provide a 

quick-access zipped back panel for 

easy connections. The inside of the 
bag carries a plush felt lining and 

offers two carrying options: a nylon 

shoulder strap or a molded rubbei 
top carrying handle. Prices: GSRB2 

$119; GSRB3, $ 139; GSRB4, $149. 

M-AUDIO PODCAST FACTORY 

Anyone at the home level 

wondering how to produce a 
Podcast will have all of their 
questions answered by the Podcast 

Factory ($179.95) from M-Audio 
(www.m-audio.com). The bundle 

of products includes an audio 

interface with mic pre-amp 

operating up to 48k/24-bit and 

a dynamic microphone. The 

interface offers two channels, an 

XLR input for the microphone 

and a second Vi-inch input that 

toggles between instrument and line 
level. The box also offers a zero-latency 

headphone output that shares a level 
control with the dual RCA outputs on 
the back; a handy mono switch is also 

included. Podcast Factory includes 

software (Mac or PC) that allows users 

to create a Podcast, add sound effects and 

then post MP3s with RSS feeds to the Web. 

It also comes with a collection of music 
loops in a variety of styles. 

APPLIED ACOUSTICS SYSTEMS 
AAS MODELING COLLECTION 

This new bundle from Applied 
Acoustics Systems (www. 

applied-acoustics.com) promises 

to be "the ultimate solution in 

physically modeled software 

instruments." The collection 
includes Tassman 4, Lounge Lizard EP-2, 

Ultra Analog VA-1 and String Studio VS-1. 
Tassman 4 is able to process and synthesize 

by combining subtractive, additive, FM 
and acoustic objects. It also offers more 

than 1,000 patches. String Studio VS-1 is a 
string modeling synthesizer that re-

creates guitars, basses, davinets, 
ethereal pads, organic textures and 

otherworldly sounds. Ultra Analog 

VA-1 models vintage to modem 
analog synthesizers, and Lounge 

Lizard EP-2 models various electric 
pianos. Price: $499; upgrade paths 

are available for users who already 
own one or two AAS products 

at the price of $375 and $249, 

respectively. 

CAD E70 MICROPHONE 

This attractive, new front-address 
condenser mic from CAD (www. 

cadmics.com) features a roll-off at 

either 75 or 100 Hz and a -10 or 

-20dB pad. The frequency response 

measures in at 20-20k Hz, and the 

manufacturer claims a low-noise 

design and exceptional sensitivity of 

-38 dBV (13 mV) 1 Pa. It will also 

take up to 15dB SPL, and it comes 

in a black-satin finish. Price: $249. 

DIGIDESIGN PCI EXPRESS CARDS 

Ready tor both Apple G5s and upcoming 
PC computers carrying PCI Express card 

slots, Digidesign's (www.digidesign.com) 
new PCI Express cards will take advantage 

of the blazing speed offered by the new 

information highway. Transmitting data 

across a series of "links" and "lanes" 

(each PCI Express lane is capable of 250 
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MB/s in each direction), the 

new format almost doubles 

the bandwidth that AGP 

8x could offer. If you need 

more than the three slots 

that most computers will 

carry, the company is also releasing the 

Expansion I HD, a brand-new six-slot PCI 

expansion chassis that connects to the host 

Windows or Mac computer using either 

a PCl/PCI-X or PCIe expansion slot. The 

best news of all is that PCIe-compatible 

Pro Tools HD systems are the same price 

as their PCI counterparts. Digidesign has 

expanded its hardware exchange program 

so that you can upgrade your Pro Tools LE 

or legacy Pro Tools TDM system to a Pro 

Tools I HD system for PCIe or PCI. There 

is also a crossgrade program for PCI users 

who want to move their Pro Tools I HD 

system to a host computer with PCIe slots. 

FURMAN IT-20 II 

lire balanced power crowd will love 

Furman's (wwwfunnansound.com) new 

IT-20 Series II ($ 1,799). It supplies 20 amps 

of balanced AC power with more than 

80 dB of common-mode noise reduction 

from a frequency range of 20-20k Hz. 

The unit includes Furman's proprietary 

Linear Filtering Technology (LiFI), which 

reduces transverse noise—making it a 

comprehensive noise-reduction solution. 

LEFT is part of Furman's SMP+ 

technology, which also offers 

non-sacrificial surge suppression 

and extreme voltage protection. 

The IT-20 II also includes a 

switchable ground isolator 

and a laboratory-grade digital 

voltmeter. 

ALIENWARE 

WORKSTATIONS 

For those looking to build 

beefy audio platforms for the 

road, Alienware 

(www.alienware.com) is 

now offering two new mobile base 

platforms featuring Intel Centrino 

technology. The MJ-12 m5700i ($1,499) 

offers dual-SATA hard drives in 

RAID configurations and a 17-

inch widescreen LCD with ClearView 

technology. The MJ-12 m5500i ($ 1,049) 

weighs only 6 pounds and features a 

15.4-inch widescreen LCD. 

FAIRLIGHT DREAM 

CONSTELLATION-ANTHEM 

Fanlight (www.lairlightau.com) brings it 

all together for music and post users with 

the latest addition to its DREAM console 

series. Each fully featured channel on 

the ANTHEM system provides six bands 

of parametric EQ; a two-stage dynamics 

processor with gate, expander and 

limiter; and up to 12 auxiliary sends. 

Channels can be configured in any 

format, from mono up to 7.1. Console 

layout is user-configurable in one of 

three modes. For tracking, 

Split mode comprises 48 

fully featured inputs with 

96 fully featured monitor 

returns, each with an 

associated recording and 

playback track, for a total 

of 144 channels. For mixing 

or for users wanting a more 

up-to-date desk, there is In-Line mode, 

which is available with 96 long faders 

and 96 short faders (192 channels in 

total, EQ/dynamics shared). In-Line Plus 

offers 72 long faders and 72 short faders 

(144 channels, each channel having its 

own EQ/dynamics). The third mode, 

Constellation, offers the company's 

industry-proven post-production 

technologies. Starting price: $ 130,000. 

EVENTIDE ANTHOLOGY II 

Six is your lucky number if you're 

purchasing the Anthology II ($1,195) 

plug-ins from Eventide (www.eventide. 

corn), a completely new bundle for TDM 

users comprising 15 plug-ins (six new). 

The newest of the group includes the 

EQ65 and EQ45 48-bit double-precision 
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vintage equalizers; the E-Channel and 

Ultra-Channel channel strips, both with 

configurable signal path; Precision Time 

Align, which provides the ability to align 

separate tracks; and Quadravox, which 

features four voices of diatonic Harmonizer 

pitch shifting. Eventide's tried-and-true 

plug-ins model the company's legacy 

hardware units and others, including 

the H910, H949, Instant Phaser, 

Instant Flanger, Omnipressor, 

Eventide Reverb, Octavox, H3000 

Band Delays and H3000 Factory. 

TL AUDIO M4 CONSOLE 

Those looking to add some tube 

"essence" to their signal path will want to 

check out the new M4 console from 

Audio (dist. in the U.S. by Independent 

Audio, www.independentaudio.com). The 

console is available in 16, 24 and 

32-input channel configurations, 

each with tube preamps, a direct 

track output with level control, 

4-band EQ, four auxiliary sends 

and optional 24-bit, 48/96kHz 

mix output option and 24-bit, 

48/96kHz ADAT interface I/O. 

Each channel features switchable 

phantom power, preamps with 

a gain range of + 16 dB to +60 

dB with a 30dB pad, mute and 

PFL switches with LED and 

a highpass filter (-3 dB 0 90 

Hz). Prices: $5,050, 16-channel; 

$9,025, 24-channel; $ 11,350, 32-

channel. 

ROYER R- 122V 

TUBE RIBBON MIC 

Looking tempting in its 18-carat-

gold jacket, the Royer (www. 

royerlabs.com) R-122V ($3,495) 

features the same large-ribbon 

transducer assembly found in the 

R-121 and R-122 active ribbon 

microphones. The "V" ups the 

R-121 ante because it offers -29 

dB of output, approximately 

25 dB hotter than the R-121. 

The R-122V's active electronics 

use a NOS 6AU6 vacuum 

tube and Royer's proprietary 

toroidal ribbon-matching 

transformer. A Jensen 8:1 ratio 

output transformer provides an 

electrically isolated, fully balanced 

output signal. Because of its 

powered output, the R-122V can 

easily drive 

virtually any preamplifier 

and long cable runs (from power supply 

to preamp). The active circuitry provides 

optimum impedance to the ribbon element 

at all times, preventing over-damping. The 

R-122V employs a pure (99.99%), low-

mass, 2.5-micron-thick aluminum 

ribbon. 

AUDIO-TECHNICA 

IMPORT SERIES 

HEADPHONES 

Previously only available in 

Japan, this affordable line 

of circomaural audiophile 

headphones from Audio-

Technica (www.audio-technica. 

corn) features the ATH-AD700 

($249), ATH-AD500 

($169) and ATH-AD300 

($119) open-air dynamic 

headphones and the ATH-

A700 ($299) and ATH-

A55 ($179) closed-back 

dynamic headphones. 

The units offer large-

aperture drivers, double 

air-damping system, 

copper-clad aluminum wire 

(CCAW) voice coils, a self-

adjusting 3-D wing support 

housing, velvet or leather 

ear-fitting pads and high-

quality titanium-alloy cable 

or oxygen-free copper cable 

with a gold-plated stereo 1/2-

inch connector and 1/4-inch 

adapter. 

SONICCOUTURE DRUM KITS 

Versatile and feature-packed are 

not often words that go with 

"affordable," but Soniccouture 

(www.soniccouture.com) has 

married all three in Its Variable 

Ambience Drums ($49). Programmed for 

Native Instruments Battery 1 and 2 and 

Kontakt 1 and 2, the kits comprise more 

than 1,300 24-bit samples with seven 

velocity layers and up to five positions 

on the snares. Users can mix real room 

ambience samples recorded with the 

drums via MIDI controllers, giving the 

ability to mix the kit from dry and intimate 

to big and wet. Kits include variable 

ambience kits, a loud rock kit and a kit 

recorded in an anechoic chamber, making 

it perfect for use with added reverbs and 

rooms. 

AURALEX SPACEARRAY 

In collaboration with studio designer 

Russ Berger, Auralex Acoustics (www. 

auralex.com) has released the SpaceArray 

($399). The wood-finished diffuser offers 

hemispherical acoustical diffusion and 

is based on a quasi-random series that 
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price provides superior performance without 

visual patterning. Each 24x24-inch solid 

wood panel is strong and light and 

can be used in a variety of placement 

options. The SpaceArray is one of the first 

offerings in the new pArtScience product 

line, a family of acoustical treatments 

designed for exceptional performance 

with a custom look. 

SONY 6 PACK PLUG-IN BUNDLE 

Hot from Winter NAMM, Sony's (www. 

sony.com/profe_ssional) new plug-in bun-

dle for Pro Tools 

incorporates six 

existing products 

into one afford-

able bundle. The 

package features 

Sony's EQ, dy-

namics, transient 

modulator, infla-

tor, reverb and 

limiter. Prices: 

$2,695 (HD), 

$1,075 (LE) and 

$2,150 (upgrade 

for Oxford EQ owners). 

TC ELECTRONIC 

FABRIK R, FABRIK C PLUGS 

TC Electronio. A \\ tcelecronic.com) 

just keeps putting out the plugs. The 

Fabrik R (reverb) and Fabrik C (channel 

strip) both feature the company's Meta 

Intuitive Navigation Technology mirrn, 
allowing users to intuitively respond 

to any audio material with just a few 

sinople knobs. Below the user interface, 

hundreds of high-resolution parameters 

11P9r8OES NO UP da 
Antares (www.antarestech.com) is now 

shipping Auto-Tune 4 for Pro Tools TDM 

systems on Windows XP. Auto-Tune 4 TDM 

XP offers Windows users all of the power 

of the Macintosh TDM version, including 

compatibility with the iLok USB Smart Key. 

In related news, maintenance releases of 

Auto-Tune 4 RIAS PC and DirectX are now 

available to add compatibility with iLok USB 

Smart Key authorization...Apogee (www. 

apogeedigital.com) is offering firmware 

Version 1.72 for the X-HD card. It resolves 

a timing issue in Pro Tools 7 that caused 

inconsistent recognition of Apogee and 

Digidesign interfaces during boot Jp. X- HD V. 

1.72 is also backward-compatible with earier 

versions of Pro ToolsIHD...CreamWare's 

(www.creamware.com) SCOPE line of DSP 

cards is now shipping with software V. 4.5. 

he software package features new plug-ins 

such as the "SBC" Spectral Balance Controller 

mastering plug-in. Upgrades are also 

available for current SCOPE users; see the 

company's Website for details.. Metric Halo 

(www.mhlabs.com) has 

released ChannelStrip 

V. 2.1 for TDM and 

RTAS, making it 

compatible with Pro 

Tools 7 within Pro 

Tools 7 TDM, LE and 

M Powered...Cubase 

(www.steinberg.net) 

System 4, Steinberg's integrated music 

production system, now includes Cubase SL 

3.1 with new features and capabilities, as 

well as a new driver for Mac OS 10.4 Tiger... 

MOTU's (www.motu.com) 828 mkII interface 

now supports high-speed USB 2, allowing 

connection to any compatible Mac or PC. 

Both 828 models are identical, except for 

their connection to the computer via either 

FireWire or USB 2... Roland (www.rolandus 

.com) has released V. 3.5 for its MV-8000 

Production Studio. The free ugrade features 

audio track and mute automation, recordable 

MFX control knob movements, 3-band EQ 

added to the audio and instrument parts, a 
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are adjusted, leaving the user with simple 

controls to execute any creative decision. 

Fabrik R combines four new TC reverbs• 

Fabrinive, FabrikHall, 

FabrilcPlate and FabrikClub. 

Fabrik C comprises a high-

resolution channel EQ, de-

esser and 3-band/full-band 

compressor. Price: $375 each. 

MXL 604 

INSTRUMENT MIC 

Based on its 603 mic, MXL's 

(www.modmics.com) 604 

($179.95) is a front-address 

cardioid condenser that's 

targeted toward instrumental 

recording. The slender small-

capsule mic is able to fit 

in tight spots and offers a 

-10dB pad, making it able 

to withstand high SPLs. The 

satin silver—finished mic also 

features a low-frequency 

roll-off, and ships with a 

mic clip, a windscreen and a 

wood storage box. 
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Pencil tool added to the Piano Roll window 

and a Patch Preview mode added to the 

Import function.. .In a major collaboration 

with Sound Devices (www.sounddev'ces 

.com), SoundField Ltd. now offers its 

SoundField B-format surround decoding 

on Sound Devices' 7441 4-track production 

audio recorder. 744T firmware revision 1.57 

(and later) now offers B-format-to- stereo 

decoding without additional hardware. 

In related news, SoundField ( www. 

soundfieldusa.com) has released a new 

update for the Surround Zone plug-in for 

Nuendo/VST ( V. 1.02) for both Mac ald PC 

platforms. • 
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Waves Q-Clone Convolution Equalizer 

Plug- In Channels Hardware EQs 

F
or the DA\X -based among us, Waves 
Q-Clone is a brilliant new approach 

to plug-in EQ, allowing you to slap 

the sound of your favorite hardware EQ onto 

as many tracks as you like. We're not talk-

ing about modeling or mere simulation; the 

real-time convolution process lets you turn a 

knob on your hardware and hear its actual 

circuitry adjust the sound of each track as 
though you had racks full of that device. 

SEND AND RECEIVE 

The 24-bit Q-Clone comprises two 

component plug-ins: Q-Capture and Q-

Clone. Sending a continuous series of 

short-frequency sweep impulses, Q-Capture 
constantly samples the response of an 

attached hardware EQ, with each impulse 

essentially generating a "snapshot" of its 

sound that gets sent through an internal port 

to the Q-Clone plug-in, which you hear. 

To set up Q-Clone, place Q-Capture on 

any available mono auxiliary channel or 

dedicated audio track (depending on your 

host) and assign its physical output to your 

EQ's input. In turn, set Q-Capture's input to 

receive the EQ's output. Once the loop is 

complete, Q-Capture's mode status changes 

from Waiting to Receiving, indicating that 

the setup is correct and ready to use. Put Q-

Clone on any live input channel, audio track, 

Waves G-Clone test subjects included a vintage Minimoog Model D lowpass filter. 

bus or aux that you want to process, and it 

automatically communicates with Q-Capture. 

CAPTURING THE MOMENT 

When an instance of Q-Clone is first 

launched, it loads in Hold mode with a 

flat EQ response. In this mode, the plug-

in is equalizing using the filter currently 

in sample memory and not yet actually 

processing using your external hardware. 

Using HTDMs in Pro Tools; up to 25 instances run comfortably on a dual 2.5 G5 or a P4 3.6. 

Pressing the Capture mode button sets Q-

Clone's ears listening; the response graph 

updates to reflect the frequency curve of 

the attached EQ, and you hear the results. 

Once you've adjusted your hardware EQ 

to a setting that you like, you can hold it or 

save the convolved curve as a user preset. 

One important thing to note, though, is that 

the cloning process is a linear one. It will 

not replicate distortion, resonant feedback, 

noise, dynamics or other nonlinear 

properties. Although Q-Capture is a mono-

only component (whether it is sampling 

a mono or stereo device), the Q-Clone 

component can be launched in mono or 

stereo, with a stereo instance applying the 

same EQ settings to both channels. 

REACHING FOR THE OUTBOARD 

To put Q-Clone through its paces, I sourced 

two of the most distinctive-sounding desk 

EQs in the business: an SSL E242 and API 

550a. Dialing up some familiar curves on 

an SSL E242 "black" EQ, I immediately 

appreciated the benefits of combining the 

tactile control of original hardware with the 

flexibility of software. Q-Clone replicated the 

characteristic sound of the filters and their 

phase responses. 

A handy A/B button allows you to have 

two settings open at a time. Using the Add 

mode button, combine these presets or 
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It's New! and Hot!  
Order your FREE 160 
page catalog or use our 
website to view the 
catalog online at 

www.hhproaudio.com 
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The ultimate resource for the audio professional. 

www•bhproaudio,com 
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B&H Pro Audio... 
is uniquely positioned to meet 
the diverse needs of today's 
Audio Professional. 
Our 30,000 sq. ft. Superstore, 
comprehensive Website, 

and experienced sales staff 
provide real world solutions 
for the increasingly specific 
requirements of Pro Audio's 
converging technologies. 
Our huge inventory and prompt 
worldwice shipping make B&H 

a true one-stop source for every 
pro-audio need. 

800-947-5508 
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420 Ninth Avenue 

New York, NY 10001 

We Ship Worldwide 

Thc Frofessionars Source 



available now 
TRIDENT TRIDENT 

16 channels, 4 band Series 80 EQ $ 3500 
meterbridge $ 1100 extra ( other frame sizes available) 

incredible legendary Trident 'nnieS 
made in england 

by the original Trident designer 

TPIDErfrm SERIES 8T 
CONSOLES 

details from: mix8T@tridentaudio.co.uk 
011 44 147 481 5300 
www.tridentaudio.co.uk 

ADAM Audio USA 

(805) 413-1133 www.adam-tititlio.com 

FIELD TEST 

tweak the curve or preset in memory using 

your outboard; essentially, you can mix and 

match pieces of EQ hardware as if they were 
chained together. This can be extremely 

useful in turning a 4-band EQ into an 8-
band, for instance, or for melding favorite 

frequency-specific properties from multiple 

devices. For example, I "overwrote" the 

low-end portion of the E242's curve with 

an API 550a module, leaving the SSL's high 
end untouched. There is no limit to how 
many times you can add to and drastically 
alter a curve's appearance. This flexibility 

to "build" also increases the likelihood of 
boosting Q-Clone to the point of clipping, 
so I found that the trim control just beneath 

the gain fader was necessary to keep levels 

under control on more than one occasion. 

I also processed several of my beloved 

analog synth filters, including an early serial-

number Minimoog Model D lowpass. This 
was a true test, I felt, of how well Q-Clone 

interprets cut-offs and high-slope filters. The 

richness was pure and unmistakably true to 
the Mini, picking up every ounce of resonance 
and contouring. I was blown away. 

Unfortunately, only a single instance of 

Q-Capture will work at a time—you can't 
have two or more hardware EQs online for 

editing simultaneously. It became apparent 
that owning two or three unique EQs sitting 
beside your mouse/DAW controller is ideal, 
with the freedom to pick and choose and 

apply them at length across an entire mix— 
in essence, emulating a large-format console 

sound for pennies on the dollar. 

FREQ'N COOL 

The ability to run your favorite outboard 

EQ on as many tracks as you like is pure 
genius. You can roughly squeeze 25 native 
or HTDM instances on a dual 2.5 G5 or a P4 

3.6, though I would love to see a full TDM 
version to extend this number on my Pro 

Tools I FID3 Accel rig. Even if you don't own 
a classic analog hardware EQ, I guarantee 

that one session with Q-Clone will inspire 

you to become a vintage gear junkie. I can 
also imagine a whole new Q-Clone user 

community eagerly uploading presets of their 

cherished outboard, making the investment 
even more rewarding than simply sampling 

your own gear. Q-Clone could become the 

only EQ plug-in you'll ever need. 
Price: $ 1,000, native/HTDM. 

Waves, 865/909-9200, www.waves 

.com. 

Jason Scott Alexander is a producer/remixer 

who develops frontier technologies for the 
recording industry and commercial radio. 
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British by Heritage... 

Front End: ASP008 
8ch Variable Impedance Class A Discrete Mic Preamp 
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Back End: sumo 
16x2 Balanced Summing Mixer with Mix-bus Compressor 
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• ASP008 - 8 Class A Mic/Line inputs with 2 Dl inputs 
(the same preamps found in the ASP8024 Console) 

• SUMO - 16x2 Fully balanced high resolution summing mixer, stackable up to 64 inputs, 

each with console quality mix-bus compressor (also from the ASP8024 Console) 

• Optional AES/Optical digital outs 

• Small footprint, one rack space each 

• HUGE SOUND 

• Affordable Excellence 

• Console replacement systems starting under 3,000 dollars 

audited 
Better by Design. 

For more information and to find a dealer near you contact: 

Audio Exchange International 
357 Liberty St., Rockland, MA 02370 

Pfione: 877-440-2717 Fax: 877-442-6822 
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1111WIRPIWIP 
BY BOBBY FRASIER 

Tannoy Precision 8D Studio Monitors 

Active Near- Fields With SuperTweeter and Digitai Input 

T
he new Tannoy Precision line of 
studio monitors offers two passive 

and two active products. All four 

units are three-way and use the signature 

Tannoy Supeffweeter and Dual Concentric 
bass and high-frequency drivers. The Pre-

cision 6 and Precision 8 are nonpowered 

units, one offering a 6-inch bass driver and 
the other an 8-inch. The Precision 6D and 

8D, reviewed here, are top-of-the-line mon-

itors and carry some serious firepower. 

YOU LOOK MAH-VELOUS 

The Precision 8D's fresh look is easy on 
the eyes. The silver 8-inch cone is set into 

an oblong, brushed-aluminum baffle on a 
granite-colored faceplate—striking. A green 

power switch sits next to the Tammy logo. 
This logo serves as a clandestine mute 

switch, hidden to all but the daring souls who 

actually read a manual. The SuperTweeter 
is housed separately above the primary 

drivers. This device is, as Tannoy puts it, 
"...to correct the time or phase response 
at the upper end of audibility, resulting 

in enhanced accuracy and air.'" I can 
attest to this much: These monitors image 

beautifully. More on that later. 

NOTHING BUT THE SPECS 

The 8D is a rear-ported, bass reflex—loaded 

design, using an 8-inch, dual-concentric, 

constant-directivity driver with a multifiber 
paper-pulp cone. Being rear-ported, they 

lack some percussion, as proven in the 
listening tests. Be careful when putting 

them against a wall; the bass can build 

up inaccurately. (The LF EQ DIP switches 
should take care of this.) Tannoy's solution 

for accurate phase coherency is to embed 

the HF driver inside the LF driver (a coaxial 

design). The HF driver is a 1-inch titanium 

dome. The SupetTweeter is a separate 1-

inch titanium dome, with an extended 

frequency response out to 51 kHz. The 8Ds 

are rated at 43 to 51k Hz, reproducing high 

frequencies above 20 kHz that the brain can 
"hear" and process. These boxes get loud; 

119dB maximum SPL should be plenty, 
even for the hardcore aficionado. 

The power amplifier gives you some 
headroom: 120-watt RMS on the low end 
and 60W RMS on the top—plenty of juice in 

a near-field monitoring environment 

The crossover frequency is 2.2 kHz, 

with no spec given between the HF 
and SuperTweeter. Whatever flavor 

you're sending, a handy XLR/TRS 
combo connector provides a 600-

ohm balanced input; no adapters are 

necessary. A coaxial S/PDIF input 

is onboard with an associated loop 

output to send signal to your next 
speaker. A corresponding switch 

selects which channel (left or right) 

you would like the 8D to reproduce. 
Be careful, though; your analog and 

digital send levels may not match. 

A single volume control for both 

the digital and analog inputs is 
provided with a range of +6 dB/-12 

dB, reference 0 dBV (0.775V), with 

the digital gain trim being post-DAC. 
Video shielding is standard. 

The back contains a bank of 

20 DIP switches to equalize the 
speaker to account for placement in 

a given environment. Optimization 

can be preset for far/mid/near/dose 

positions, as well as free/half/quarter/ 
eighth acoustical spaces. The DIP switches 
address the LF (boost/cut between 45 to 65 

Hz), low mids (cut-only shelf at 800, 400 
or 200 Hz), high mids (cut/boost between 

1 and 3 kHz) and a HF cut/boost shelf at 5 

kHz. The manual includes good charts that 
cover the range of these curves, along with 
examples of settings for various spaces (free 

space, against a wall, on the console bridge, 

etc.). An 80Hz HPF is also available when 
the 8Ds are used with a subwoofer. 

BE ACTIV, GET ACTIV 

Tannoy offers an optional automated 

acoustic measurement and calibration 
software package called ActivAssist. Insert 

the CD into your computer and follow the 

instructions with the included cabling and 

mic. A cable sends the headphone output 

back into the mic input on your computer. 

Not exactly standard operating procedure, 

but it is necessary for the software to 
internally calibrate levels and frequency 
response. After the calibration, the software 

prompts you to plug the mic into your 
sound card and then set the microphone 

precisely 50 cm from the speaker baffle, 
directly on-axis. Plug the supplied 1/2-inch 
TRS to XLRM cable into your headphone 

output and then to one of the 8Ds. You are 

now ready to set levels with your computer 

preferences and ActivAssist. 
Not knowing what was going to come 

out of the speaker, I popped in a set of 
linear earplugs, just in case. I'm glad I did. 

The initial sweep was extremely loud due 
to the settings of the internal G5 sound 

preferences. Once the levels are set via a 
series of software meters, you're ready to 

take the actual measurements. 

The sweep only takes a few seconds. 

You then get a graph of what the speaker is 

doing in your room. My first measurements 
were taken in a "half-space" environment: 

The speakers were on the meter bridge 
with the console in the middle of the 

room. Click again on Optimize and you 

get an overlay of what will happen once 
you make the recommended DIP switch 

settings. I ran these tests again with 
identical results each time. 

After making the recommended 
adjustments, I couldn't help but notice a 
marked decrease in bass response from the 
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Chuck Ainlay knows a 
natural when he hears one. 

From George Strait to Dire Straits, Chuck Ainlay knows the character 

and quality he's after. To find out why he gets it every time with the 

PreSonus ADL 6'30, contact Sweetwater or visit sweetwater.com. 

"I have p.enty of preamps that are accurate. But when I need tonality 

and character for digital recordings, the PreSonus ADL 600 is number 

one in my. studio arsenal.1 get big rich acoustic guitars with that 

distinctive, çirthy tube character; : ut also with amazing detail and 

clarhs.Areci E get full, warm drum overheads that maintain the harmonic 

center of lie cymbals, with headroom for miles. In fact, it's so balanced, 

I find myself not needing EQ at all. PreSonus has corne through with 

a great preamp that delivers all the color — without missing the 

deta Is. fr my book, that's big." 

Chuck Ainlay 

Independent Producer/Engineer 

Nashville,Tennessee 
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Chuck Ainlay's credits include: 
DIRE STRAITS • MAR; KNUPFLER • VINCE GILL • WYNONNA - TRISHA YEARWOOD • GEORGE STRAIT • PETER FRAMPTON • LYLE LOVET1 

MELISSA ETHERIDGE • MARTY STUART • PATTY LOVELESS • NANCY GRIFFITH • JUNIOR BROWN • WAYLON JENNINGS • MARY CHAP N CARPENTER 

TRAVIS TRITT • SI•EFYI CROW • DIXIE CHICKS • WILLIE NELSON • r i AND • MARTINA McBR1DE • EVERCL EAR • E MMYLOU HARRIS 

0 2005 Presonus Audio Electro•ics, A. All rights reservrd 

Sweetwater 800-222-4700 egel' 
www.sweetwater.com 

1,rect 



initial "anechoic flat" settings. On checking 

the new settings against the EQ charts, the 

recommendation was for maximum decrease 
in the 45 to 65Hz region, a drop of 7.5 dB at 

50 Hz, with the downward roll-off beginning 

at 150 Hz. Lo mids where unchanged. Upper 
mids were cut 1 dB between 1 and 3 kHz, 

a noted improvement. (On first listen, this 

area was too far forward in my listening 
environment.) The highs were boosted 3 dB, 

starting at 5 kHz and rising to 12 kHz, where 

it remained flat out to 51 kHz. 

Honestly, I wasn't very happy with the 
results. The speaker sounded thin. From 

these adjustments, I can understand why. The 
top-end boost revealed some self-noise in the 

amplification system. Time to reconnoiter. 
I adjusted the LF for a 3dB boost and set 

the highs back to flat. I left that dip in the 
upper mids. For my environment, this was 
much better. My reference material began to 

sound like what I was used to hearing, but 

perhaps with a tad bit more of that classic 
Tannoy clarity in the midrange, which, on 

some of the company's models, is just too 

accentuated for my taste. Thanks to a well-
thought-out EQ system, this model can adjust 

to your listening position, acoustic anomalies 

and listening preferences. 

IN MY EAR 

I must reiterate that the imaging provided 

by the 8D is absolutely stellar. I found the 

optimum distance for precise imaging to be 
between 3 and 4 feet across. Even at 5 feet 

across, on a large console, not much was 
lost. From the very first listen (with EQ set 

to anechoic flat), the 8Ds exuded that 3-
D quality we mix for. Clarity in the vocal 

range is superb. 
Tannoy cites myriad advanced techniques 

in these speakers' design, and they seem to 

be working. Definition among instruments 

truly puts each part in its own space. I did 
a mix of an alt-country act and took it to 

another studio. The song played out well 
on four different speaker systems—price 

points from $150 to $2,500 per speaker. 

However, this speaker is not an end-
all for all production requirements, as 

I feel it lacks punch in the low end. The 
harmonic structure of bass instrumentation 

is represented, but the "in your chest" 
percussion was lacking. The 8D would be 

well-served with the addition of a sub, an 

absolute necessity if producing any style of 
popular dance music. I found this lack of 
bottom to be true in three different control 

rooms. In each instance, I was pulling the 

top end down, 1 to 3 kHz, and boosting the 
low end. [Ms. note: Since sending out this 

review unit, Tannoy's analysis ofproduction 

samples revealed that a tweeter trim control 

was being set too high during manufacture, 
resulting in excessive treble energy. Tannoy 

says this problem was corrected before units 

were released to the public.] 
One small complaint on the DIP 

switches: The low EQ would have benefited 

from +1dB increments instead of the +3dB 
option only. The S/PDIF input is a nice 
added touch, but I felt the high end to be 

somewhat sibilant as compared to another 
converter I used. Given the price range of 

the speakers, I expected more. However, 

the bottom line is that the critical midrange 

and imaging have been taken care of; 

Tannoy got the hard part right. 
Tannoy Precision 8Ds list at $2,058/ 

pair. ActivAssist can be downloaded from 

the company's Website, free of charge, but 
you must provide a mic and the necessary 

cables. As a kit, it lists for $115. 
Tannoy North America, 519/745-1158, 

www.tannoy.tc. 

Bobby Frasier is a pro audio consultant and 
educator in Phoenix. 

Why pay for 

all of these? 

Sound Level Meter $ 350 

Leg Meter $ 300 

Dosimeter $ 300 

Sound Study Graph $ 300 

Real-Time Analyzer $ 400 

FFT Analyzer $ 600 

Energy-Time Graph $ 400 

Reverb Decay Time $ 400 

Multi-Band Decay $ 200 

Time-Delay Analysis $1000 

RaSTI $ 400 

STI-PA $ 500 

Noise Criteria $ 400 

Transmission Loss $ 200 

Audio Stethoscope $ 150 

Level/Freq Meter $ 200 

Signal Generator $ 400 

Amplitude Sweep $ 200 

THD+N Distortion Meter $ 150 

IMD Distortion Meter $ 150 

$ 150 

$ 150 

$ 100 

$ 150 

$ 200 

$ 300 

$ 100 

$ 200 

Phase Meter 

Crosstalk Meter 

Speaker Polarity 

Speaker Distortion 

Impedance Meter 

Impedance Sweep 

Cable Tester 

Audio Scope 

USB Audio Preamp 800 

$ 9,150 

The SoundPro Audio Integrator 

• totally analyzes sound systems 

and room acoustics - on the spot 

• tunes audio systems and 

documents system performance 

• relieves stress at showtime by 

providing quick cures for 

show stoppers 

• gives you all the audio tools you 

need, in one unit, for maximum 

effectiveness and convenience 

NJ 
3200 Sencore Drive Sioux Falls, SD 57107 

Audio 
Integrator 
Less than 
$3,000 

el-Time Ana 1 Yzer 
T PnalYzer 
r9Y-T i me GraPh 

verb DecaY Time 
DecaL-
- ion 

SP395 

-_4444,0 
Audio Integrator 

Integrate it ALL 

for less. 

The Audio Integrator! 

sales@sencore.com www.sencore.com 1-800-736-2673 or 1.605.339.0100 
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BY KEVIN BECKA 

Microtech Gefell M 300 Condenser Mic 

Small-Body Cardioid With Transformerless Design 

F
ounded by Georg Neumann and 
named after the city in Germany that 
is home to Neumann's manufactur-

ing facility, the Gefell microphone company 
has lineage that reaches back to the birth of 

the condenser microphone. However—ar-
guably because Gefell was swallowed by 

the Eastern bloc in the years after World 
War II—the company still does not share 

the popularity and brand recognition en-
joyed by its parent company in the West. 

Microtech Gefell, as the company is 

now called, offers a full line of condenser 

mks and some groundbreaking efforts such 
as the KEM970 line array microphone. Its 
latest release, the M 300 miniature cardioid 

condenser, has the same quality look and 
feel as the rest of the product line. I tested a 

matched stereo pair of M 300s, which ship 
in an attractive padded wooden box and 

come with a stereo bar and ink clips. 

THE M 300 REVEALED 
The M 300 oozes quality right out of the 

box; the dark bronze finish on the mic and 

other parts is tough and handsome. All parts 
fit together with little play. In fact, when I 

first assPmbled the stereo bai; I thought there 
was a mismatch between the threads. In just 
a half-turn, I met with enough resistance that 

my cross-thread warning radar came to full 
attention. Once I got the rig together with a 

bit more muscle, it was easy to take apart and 
reassemble with much less effort. The mks fit 

into the clip in what looks like a Teflon ring 
that is machined tightly to the ink's diameter. 
This instilled a sense of confidence, knowing 

that over time, they would not loosen. 
In a few tests in different positions, I 

found that the stereo bar could have used 
one more articulation to make it easier to 

use vertically with a boom stand. The "T' bar 

mounts directly to the stand with no front/ 

back swivel, making it impassible to use with 

a traditional boom stand unless you're using 

it to position the mics directly downward, 

such as over a drum kit. You could use it on 

a stand without a boom, but then you are at 
the mercy of the stand's vertical height. When 
I used it to record an acoustic guitar, for 

instance, I had to forego using the stereo bar 
just for this reason; I couldn't get the mics 
low enough to use with the seated player. 

I did try to turn the whole rig 
upside down, but once again, I 

was at the mercy of my boom 
and couldn't get the mks high 

enough to work for me. One 

very nice thing is that Gefell 

has included a spacer for one 
of the mics used on the boom 

so when you use them in X/Y, 
the capsules come together 
perfectly spaced, one over the 

other. When I configured a 

pair of room mics on a high, 

boomless vertical stand or drum 

overheads, I had no problems. 

It's worth noting that 
the capsules are made of 

ceramic. This provides greater 
stability and a more consistent 

performance when the mics 

are subjected to heat, such as 

under stage and studio lights. 

ABLE PLAYERS 
Each mic comes with an 

individual color frequency 
response chart (tested at 0 

degrees and 180 degrees), with 
the serial number, sensitivity 

rating (both at 11.9 mV/Pa 
dB) and date of test, all signed by 

the technician. The mks tested 
were spot-on in the on-axis 

test, with the most differences 
revealed in the off-axis test. As 

advertised, there is a decided 
boost in the high end that starts 
rising at 2k, tops out at 10k (+4 

dB) and then falls off drastically 

starting at 15k. 
I first heard the M 300s as a 

spaced pair of overheads on a drum kit. This 
is a kit I've had much experience recording 

with and have used a number of different mks 

to do the job. My first impression was that the 
M 300s were too bright. I've used other mks 

with similar characteristics, and I break them 
into two categories: mks that are harshly 

bright and those that are smoothly bright. The 
Gefells fall into the latter category—the better 

of the two. However, this is still too bright for 

my taste. If this recording was going to live on 
analog tape, I would let the extra boost ride, 

but on the Otan i RADAR, the 

way it sounds today is exactly 
the way it will sound tomorrow 

and I wouldn't want this much 

high-end boost then, either. 
Next, I heard them as room 
mks on the same kit. The mics' 

natural high-end boost worked 
much better in this application, 

tastefully bringing out the room 

in the mix. 
I absolutely loved the M 

300s for recording acoustic 
guitar. They perfectly brought 

out the string and pick sound, 
making it easy to fit into the 

mix. They also worked very 

well when used to record 

stereo percussion, perfectly 
articulating a variety of toys, 

even at high SPL. (They will 
take a whopping 147 dB.) 

FALLING FOR GEFELL? 

Poi certain applications, I'm a 
big fan of mks with extended 
top end. However, in my 

experience, these mks can 
sometimes be too bright in 

certain situations, and the M 

300 is no exception. It seemed 
to me that over a drum kit, the 

top end was too bright. The top 

is smooth, but a bit over the top, 
in my estimation. 
I had the same experience 

when they were used to record 

a small orchestral ensemble. 
However, when used as room 
mks while recording drums or 

for percussion, the M 300s ex-

celled. Also, when used to record acoustic 

guitar, they were stellar. 

All that said, at this price ($ 1,200 a pair), 

these mks are well worth a listen. No mic is 
a can-do mic for every situation, and having 

some specialists in the locker can take the 

average recording to the next level. 
Dist. in North America by C-TEC, 

604/942-1001, www.cabletek.ca, www. 

gefell-mics.com. 

Kevin Becka is Mix's technical editor. 
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upgrade from this" 
"I've been buying audio gear 
for years...I just bought a 

Millennia Origin, and for the 
first time, I feel like I've bought 

something I'll have for the rest 

of my life. Not to say I'll never 

want anything else, but for 
what the Millennia preamps 

offer, there's nothing better." 

Eric Ruud - Engineer/Musician 
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RUDOLPH 

PSP MasterComp and 608 MultiDelay 

Precision Multifornnat, Double-Sampled Processor Plug- Ins 

A
fter only five years in business, the 
three-member team at PSPaudio-

ware of Jozefoslaw, Poland (near 

Warsaw), have released a total of 19 soft-

ware plug-ins. The line's universal appeal 

stems from the products' dependable, 

good sound and clever, intuitive GUIs. The 

software supports 44.1 to 192 kHz, and 

comes in HTDM, DirectX, VST, AudioUnits 

and RTAS formats for Mac OS 9/X and PC 

operating systems. 

PSP also makes many of its products 

double-precision (64-bit floating point) and 

double-sampled with its proprietary Fre-

quency Authentication Technique (FAT). 

For this review, I field-tested PSPaudio-

ware's latest processors: PSP MasterComp 

and the 608 MultiDelay. 

INSTALL AND GO 

1 installed VST versions of both plug-ins into 

an AMD 4400 X2 (Dual Core) with 4 GB of 

RAM, overclocked at 2.5 GHz and running 

Nuendo 3.2. Installation went flawlessly. 

On my PC, set to 128 samples (3 ms) of 

latency, MasterComp registered about five 

percent of CPU and doubled when FAT was 

engaged. The 608 MultiDelay, fully rnaxed 

out, registered close to 20 percent 

DEUCE COMPRESSOR 

,( a precision mastering 

compressor with a peak limiter that runs 

on PCs only (Mac version coming) under 

DirectX, VST or RTAS formats. Designed 

for stereo mastering processing, the plug 
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The PCS MultiDelay features eight delays, each including panning, feedback and various filters. 

works wonderfully for any compression task 

where transparent gain control is desired. 

However, twist the controls far enough, and 

you'll achieve very analog-sounding limiter/ 

compressor effects with as much pumping 

and breathing as possible. Every sound from 

typical "radio" compaction to a smooth, clean 

and transparent aesthetic is possible. 

The preset brick-wall peak limiter will 

not allow output levels to exceed 0 dBFS. 

Like an insurance policy, this limiter is 

especially useful for rough mixes when 

there's no time to correct overs. 

The compact GUI has all the usual 

compressor controls: threshold, ratio, 

makeup gain, attack, release, peak and RMS 

detection/operation, and a hard/soft-knee 

compression selector. 

MASTERCOMP: TOOLS AKIMBO 

Mastercomp has many new tools tor stereo 

mastering. The Mix control adjusts the 

blend of the compressed signal to that of 

the original. Set up a severely squashed 

sound and then mix back in some of the 

uncompressed audio. Like an old-school 

method of mixing those two signals on a 

console, this technique worked well on 

lead vocals and for adding attack to a snare 

drum track. 

Auto-Makeup Gain instantly brings 

the output level back up very close to 

where you would manually set it. I liked 

Link, a variable control that musically sets 

the amount of stereo linking action. For a 

wider soundfield on mixes, I used very little 

linking as long as the center image didn't 

noticeably shift due to left- or right-channel 

gain reduction. 

MasterComp includes both highpass (1 to 

161cHz) and lowpass (25 to 400Hz) variable 

filters, with Listen monitoring available for 

the compressor's sidechain. Rolling out low 

frequencies worked well for bass-heavy 

mixes to apply extra compression with less 

pumping. 

Also, I checked the accuracy of 

MasterComp's EMS reading VU meter 

calibration against Nuendo's meter and 

Elemental Audio's Inspector XL Level Meter 

plug-in, and they all agreed. 

PSP 608: MORE, LATER 

The 608 is a multidelay processor with eight 

delays feeding a stereo bus. A must-have 

processor for any sound designer, the 608 is 

the ultimate delay for music mixing. It offers 

up to eight seconds of time for each delay, 

along with mix level, panning, feedback 

and a choice of a lowpass, highpass, 

bandpass, shelving or peaking filter. The 

filter is modulated by an LFO, envelope or 

another delay's output. 

The processor offers two modes: 
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MultiDelay, where each delay line has 
its own feedback, and MultiTap, where a 

master feedback operates on a single tap. 

Each delay has its own reverb with a choice 

of a plate or spring, both with adjustable 
decay. A tape-saturation simulator is based 
on PSP's algorithm used in its mastering 

processors. 
The 608's GUI is dominated by a large, 

virtual LCD with a clever feature: Mouse 

over any control, and the display indicates 

the name of the control and its parameter 
value. All parameters are programmable via 

host or MIDI automation. 
The display is divided into three sections: 

Multidisplay includes buttons, level meters, 
MIDI information and parameter readouts 

for supervising different elements of the 608; 
Tap Params lets you view and edit delay tap 

setup for all eight delay lines on an intuitive 
bar graph; and the Modulation section 
controls the LFO and Envelope Follower. 

There is also a Graph mode sub-menu that 
covers the LCD (except for the Mod section), 

showing all eight delay taps on a timeline, 

although you cannot adjust them on this 

page—too bad, I like this view. 

DELAY ACTION 

put the ()O8 to work providing timed 
delays for a syncopated guitar part. While 

adjusting distortion, delay times, feedbacks, 
filter settings and modulation schemes, my 
guitar part evolved from a flat, sterile and 

vibeless part to a funky R&B motif. Later, 
after more tweaking, it became a dance-
floor confection and finally, after still 

more tweaking, it evolved into a techno 
trademark with radical filter sweeps and 

feedback howling. Along the way, I saved 

each iteration as a preset so I could recall 
them if I went over "tweaker's cliff." 

PLENTY OF BANG 

As is true of all great plug-ins, there is much 

more to discover than I have room for here. 
Both PSP MasterComp and 608 MultiDelay 
are excellent, top-notch and valuable 

processors. I found the 608 daunting at first, 
but after reading the excellent manual, I 

became an expert. You can lock to session 
tempo and adjust delays in quarter, eighth, 
16th notes, etc., use milliseconds or the large 

Tap pad. The MasterComp has many pro 
features, including extensive metering. The 

plugs are sold separately (MasterComp, 

$249; 608, $149) or as parts of bundles. 

PSPaudioware, 48 60-196-31-73, www. 

pspaudioware.com. 

Bany Rudoe is an LA.-based engineer. 
Visit bis Website at www.banyrudoe.com. 
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So affordable you can give them away. 

CDs IN FULL COLOR JACKETS JUST 99C EACH! 

Package includes 1,000 replicated 

CDs in full-color jackets, 

three-color on-disc printing, 

and poly wrap for $ 990. 

Perfect for singles, EPs, or full-length albums, CDs in jackets really pack a 

wallop. They're Rice those cool LP jackets, just smaller. Plus, they're ready in just 

12 days and so unbelievably affordable, you could give them away. Not that you 

need to. Our jackets look so great you can sell them at full price any day. That's 

because we're the only place that throws in high-gloss UV coating for FREE with 

every jacket order — a $200 value! What else do we throw in? All our exclusive 

promotional tools like six months' free web hosting, free online distribution, a 

free UPC bar code, a review from TAXI, and much more. So, if you're looking 

to save money on CDs without sacrificing quality, there's no better deal 

than CDs in jackets from Disc Makers. You can take that to the bank. 

DISC MAKERS 
CD AND DVD MANUFACTURING MADE EASY 

Call 1-866-677-7912 or visit www.discmakers.com/mix. 



BY JOE HANNIGAN 

Thermionic Early Bird 2 Tube-Based Mic Pre 

Plenty of Clean Gain From a Hand-Built Unit 

As more and more 
products are man-

ufactured by com-

puter-automated tools, it's 
always a breath of fresh air 

to review a product that 

has been built entirely (ex-

cept for the etched circuit 
boards) and lovingly by hand. 

Thermionic Culture's Early Bird 2, from 

noted designer Vic Keary's lab, has a foot 
firmly planted in two worlds: It's a thor-

oughly clean, natural-sounding outboard 
preamp/EQ with specs more than suitable 
for digital recording, yet it has a vintage 

analog look, feel and sound that can warm 
up cold and sterile recordings. Its unique 

push-pull all-tube circuitry (transformer 
ins and outs) makes no compromises on 

sound quality. 

FIRST IMPRESSIONS 
The decidedly retro-looking front panel 
has plenty of useful features. Two inic or 

line inputs (both XLR) are available, with 

four toggle switches per channel: mic/line 
selector, 300 or 1,000-ohm termination 
(suggested by Neumann for FETs and 

sounds good with Shure SM58s), 48V 
phantom power on/off and an EQ in/out 

(active lift) switch. A five-step gain control 
selector works in 8dB gradations for either 

line or ink inputs (-24 to 16dB line). 

A 3-band EQ rounds out the input 

stage: continuously variable low, mid 

and top (high) lift (boost) pots. Top is a 

shelving control that begins peaking at 9k 

when fully engaged; maximum boost is 21 

dB. Mid frequencies provide a fairly broad 

peak of about 11 dB at 2.8 kHz. The bass 

(shelving) control provides 14 dB of boost 

at 50 Hz. 
Completing the input section is another 

six-step control for bass cut (12 dB per 

octave) for flat, 30, 70, 150, 400 and 800 
Hz. On the final two settings, it's more of 

a shelving control, working as a mid-cut 

control with the active bass lift ,control. 

Two analog output meters, a pair of 
phase-invert switches and L/R output trim 

pots complete the front panel, with a big, 

bright green power-Indicator lamp and 

heavy-duty toggle on/off switch. The line-

out controls are linear attenuators, operating 

after the electronics, so full output is 
available for pro level when set at max/full, 

or attenuated as needed for -10 systems. A 
pair of XLR line inputs are provided on the 
back, as is a standard detachable power 

cable socket. 

A DEEPER LOOK INSIDE 

A loose collar-nut on one of the input 

pots gave me a reason to pop the top, and 
what was inside was just as amazing—and 

thrilling—as the sound coming out of it. 
You're not likely to see anything close to 

this kind of craftsmanship and build on 
another product of this type. As a reformed 

kit-builder, I was taken aback at the review 
unit's care and attention to detail. (It's been 
a long time since I've seen a "new" product 
look like this inside!) 

EFFECTIVELY CLEAN OR DIRTY 

Initially, I was looking for a clean, accurate 

stereo preamp for a Baroque chamber 

ensemble recording. I ran an AKG 426 
stereo mic into the Early Bird 2 and tried 

both preamp settings, settling on the 300-

ohm position. To my ears, the sound was 

fuller and warmer, without being overly 

bright as is sometimes the case with many 

"hot" preamps. Although Thermionic warns 

of a little bit of degradation at the top end 
when using 300 ohms, everything sounded 

great, bottom to top. 
Imaging was just solid and beautiful; no 

surprises here. On a very small ensemble, I 

was able to use the Early Bird 2's circuitry 
for an amazing amount of clean, uncolored 

gain—more than I'd probably ever need 

with this style of recording. Although it 

wasn't used in the final recording, I also 

tried a Royer SF-12 ribbon on the ensemble 

with different, but nonetheless great results. 
Plenty of gain for use with a ribbon, and 

with the top EQ control, I dialed in a bit 

more detail, getting the best of both worlds, 
again choosing the 300-ohm setting. 

In use with other small- and large-
diaphragm condensers, the Early Bird 2 

provides plenty of detail and lots of gain— 

more than I'm accustomed to with other so-
called tube devices. 

As mentioned, the separate line input 
makes the Early Bird 2 very useful as a tube 

EQ, providing some nice, warm distortion 

when pushed to extremes. The output trim 

control is placed post-electronics (similar 

to its previous incarnation, the Early Bird). 
Between these two settings, the Early Bird 

2 can be overdriven to warm the coldest of 
tracks. Sure, it's an old trick, but I love how 

the Early Bird 2 handles this feature, and I 
found plenty of uses for this, including on 
a breathy, up close male vocal track that 
was just too transparent and wasn't going 
anywhere in a mix. A little crunch from the 

Early Bird 2 added the "pressed up and 

warm" sound I wanted; the vocal then sat 

fuller and thicker in the mix. 

DOES IT CATCH THE WORM? 

The beauty of this preamp is its no-nonsense, 

much-needed features, flexibility and dean 

gain structure (all the "straight wire with 
gain" you'll probably ever need). On the 

downside, the Early Bird 2's simple yet very 

effective EQ has no cut features, but then 
again, that's not what it was designed to do. 

Its powerful, flexible tube design functions 
effortlessly, whether you're pushing it hard 
or just asking for a lot of clean gain. This is 

definitely a contender for anyone searching 
for that preamp that goes above and beyond 

the ordinary. Price: $4,600. 

Thermionic Culture (www.thermionic 
culture.com), dist. in the U.S. by AXI, www. 

axidistribution.com. 

Joe Hannigan tuns Western Sound & Video 
in Philadelphia. 
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Image-Line Sytrus 2 Soft Synth 

VSTi/DXi, FM-Based Instrument on Steroids 

F
m synthesis is such a versatile way 
to provide a wide timbrai palette that 

many analog-style synths—hardware 

and software—offer a little FM (frequency 

modulation) on the side. 

But genuine FM instruments are more 

unusual. Image-Line Sytrus, which was 

originally available only as an option for 

FL Studio, has now been released as a 

VSTi/DXi soft synth, making it a worthy 

competitor for players such as Ableton and 

Native Instruments. 

UNDER THE SKIN 

Sytrus * sound engine starts with six-operator 

FM, programmed in a knob matrix that lets 

any operator (FM-speak for "oscillator") 

modulate any other. Individual knobs in the 

9x9 matrix can be muted with a right-click 

for ease in programming. These knobs can't 

be automated, but both operator output 

level and modulation input level can be. 

Calling Sytrus an FM synth is a gross 

oversimplification. Three multimode resonant 

filters, each with its own waveshaper, can be 

arranged in series or parallel, and operators 

can feed filters in any type of mix. Thus, 

Sytrus can function as three-layered, two-

oscillator analog subtractive synths within 

a single patch, producing warm string pads 

you'll never hear from a Yamaha DX7. 

Each operator's waveform can be 

custom-designed using a basic additive 

synthesis interface with amplitude control 

over each overtone. In addition, any 

operator can be switched to a Karplus-

Strong plucked-string algorithm. Sytrus' 

envelope generators—more than 50 of 

them—can be given an unlimited number 

of segments and can sync to the host clock. 

Each envelope segment can have its own 

curvature. The LFOs are just as numerous, 

as are keyboard and velocity response 

mappings. 

The effects page has a chorus, three 

delay lines and a reverb. A Unison mode, 

EQ and a "mouseable" WY modulation 

window deepen the feature set. There's 

also a comment field for adding notes on 

individual presets, but this didn't work well 

in Cubase SX3 because of Cubase's tendency 

to respond to QWERTY key commands. It 

worked in other hosts I tried. 

INTO THE SQUEEZER 

I've used Sytrus 1 quite a 

bit in FL Studio, and I've 

found its sounds to be rich 

and appealing. Although 

FL Studio can operate as a 

VSTi or ReWire client, being 

able to use Sytrus as a VSTi 

plug-in is more convenient. 

However, saving and 

loading programs and banks 

is more awkward in Sytrus 

VSTi than in FL Studio for 

reasons that would be too 

tedious to explain. Program 

handling is manageable 

using the host's save lab/ 

hip commands. Sytrus will 

load original Yamaha DX/TX programs in 

.syx format. Such files are readily available 

online, giving Sytrus a vast (though variable-

quality) sound library. 

Version 2.02 adds MIDI Learn for the 

externally controllable parameters. Even so, 

Sytrus is not set up as well as some synths 

are for real-time expressive control from a 

keyboard. Few of the factory patches add 

vibrato in response to the mod wheel, and 

setting up this routing is awkward. Velocity-

to-amplitude response in Syn-us' original 

version couldn't be shut off, but thanks to 

the new Unlink Velocity switch, I was able 

to set up no-velocity organ patches and 

inverted-velocity crossfades. (This switch is 

global, unfortunately—a bug reportedly fixed 

in Version 2.0.6.) There's no velocity control 

over envelope segment times, and as I actually 

play the keyboard, I miss this feature. 

The arpeg,giator is implemented in an 

eccentric way. Looping envelopes are used, 

with each envelope breakpoint being given an 

arpeggiator step value (which can be previous, 

same or next). How to set up arpeggiating 

envelopes is poorly documented. The factory 

patches show that Sytrus can run three 

simultaneous arpeggios at different tempos 

or perform a complex octave transposition 

pattern in response to a simple chord on the 

keyboard, but it took me awhile to figure 

out how these effects were programmed. 

Fortunately, Image-Line provides arpeggiator-

type envelope templates. You can also save 

and load your envelopes. 
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Despite these problems, I used Sytrus 2 

on several projects and was very pleased 

with the results. After launching Cubase 

and choosing a beat in Spectrasonics Stylus 

RMX, I added three instances of Sytrus: 

one playing a fat synth bass, another 

a trance lead and a third doing a Euro-

dance syncopated riff that was built into 

the patch. The bass wasn't cutting through 

enough, so I edited the waveshaper curve 

to add a little more buzz. Then I switched 

to Ableton Live and used four instances 

of Sytrus to create a funky riff with 

bass, clavinet (love that plucked-string 

algorithm!), arpeggiated pad and lead. 

There are lots of automatable parameters, 

as well as fine sound quality and reasonable 

CPU usage—no complaints here. 

SYTRUS ISN'T A LEMON 

Then: no shortage ut tine soft synths on 

the market, but Sytrus ($179, or free with SL 

Studio XXL, a $349 download) ranks high 

on my list, thanks to its extremely versatile 

voicing options. It's not as easy to program 

as some synths: Even for FM experts, the 

user interface takes some getting used to. 

But it's a great value and deserves to stand 

out in a crowded field. 

Image-Line, 32 92-81-15-33, www.sytrus 

Jim Aikin is the author of Power Tools for 

Synthesizer Programming (Backbeat Books). 

He hangs out at www.musicwords.net. 
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BY BARRY RUDOLPH 

Mercury M72s Studio Microphone Amplifier 

Dual-Channel Tube, Retro Take on a Classic Design 

_ M ercury Recording Equipment's 
M72s is a faithful re-creation 

_ of the Telefunken/Siemens Kas-

setternerstarker V72 tube inic/line amplifier. 

All of the amplifiers in the V Series were 

fixed-gain units, and the V72s was a rare, 

modified version specified for the EMI REDD 

37 recording desk used by The Beatles and 

others at Abbey Road Studios during the 

1950s and '60s. The original V72, V72s, V76 

and other variants continue to be sought 

after for conversion into wonderful stand-

alone studio mic and line amplifiers. 

offers either -16 or -28 dB of attenuation. 

Input impedance to the rear panel XLR 

is 2k-ohms or 4k-ohms when the -28dB 

pad is used. The unit's output impedance 

is 30 to 50 ohms, depending on gain, and 

the recommended source impedance is 200 

ohms or 500 ohms minimum. Maximum 

output level is +22 dBu, with a frequency 

response of 20 to 20k Hz, ±0.5 dB. 

There are phantom power on/off and 

phase-flip (polarity) switches, along with 

a mic/DI switch that selects either the rear 

panel XLR mic input or a 1/4-inch front 

M72s' output directly into a dbx 160SL 

compressor without an equalizer and get 

a close and present sound, as well as the 

"air" around her voice and some of the 

room's tone. 

I next recorded a flute (34dB gain) with 

a Soundelux E47C condenser mic placed 

1.5 feet above the player and got a great 

sound without any equalization. I also did 

not add any EQ later on during the mix. A 

tube mic and tube mic preamp are just the 

ticket for a fat and natural flute sound! 

I tried the DI input for bass guitar 
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INSIDE THE LEGEND 

I I ft 1-2, .t Itannel, two-rackspace 

mic preamp with an internal AC power 

supply, comes in an all-steel cabinet in 

the original Tele beige color, with a thick, 

militaristic-looking front panel. It uses 

custom-made transformers for the input 

and output paths, and another as a choke 

in the amplifier. Two EF86s—without hold-

downs, but in ceramic, gold-pin sockets— 

are used for each channel. The handmade 

and roadworthy construction comprises 

first-class components firmly mounted 

throughout and welded chassis corners for 

extra rigidity. 

FRONT PANEL CONTROLS 

The front panel is adorned with 3/16-inch-

thick, nickel-plated strike plates that mimic 

the original V72s' pull handles that were 

used to insert modules or remove them 

from the audio console's frame. A large, 

old-fashioned toggle switch and a 1950s-

style red-jeweled light are used for power 

on/off. Two large Bakelite control knobs 

labeled Gain (one for each channel) change 

gain in 11 3dB steps from 28 to 58 dB; gain 

switching in 1.5dB steps is an option that 

can be special-ordered. An input pad switch 

panel DI jack. The phi DI circuit has a 

2-megolun input impedance. It is said to 

mimic Class-A tube circuit topology and 

provide high RF immunity. This impedance 

converter drives the input transformer so 

that you get the full benefit of the preamp's 

sound. Most DIs on preamps bypass the 

first amplifier stage or input transformer— 

or both. Finally, orange-colored recessed 

indicators show when the channels are 

ready for operation and change to red 

when phantom power is engaged. 

IN THE STUDIO 

My first test was with a female vocalist 

singing up close to an AKG C 414 TL II 

with no pad, no roll-off, in cardioid pattern 

and 37 dB of gain on the M72s. This is 

by far the thickest, warmest and fattest 

mic sound I've heard—even compared to 

other tube mic preamps. My singer has a 

husky, dark voice, so perhaps this wasn't 

the perfect mic/preamp combo for her, but 

the sound was still amazing: present, quiet 

and extremely clear. 

I swapped out the 414 for an AKG C 

24 tube stereo mic (top capsule in cardioid 

and 40dB gain) and backed my singer off 

about a foot. I found that I could plug the 

and noticed much more level and a 

percussive edge as compared to a 

Whirlwind IMP 2 transformer direct box. 

The DI input set to 28 dB was louder 

than the Whirlwind plugged into the 

XLR mic input with 37 dB of gain. Using 

the DI and advancing the gain upward 

(and backing the following compressor 

down) started to overload the M72s in 

the smoothest way. I liked that I could 

set the exact amount of breakup to 

taste—turn it way up and get the fuzz 

sound, just like on The Beatles' "Think 

for Yourself' from Rubber Soul. 

A WORTHY GAIN PARTNER 

With a huge sound, an excellent built-in 

DI and line-level capability, the Mercury 

M72s is a remarkably versatile recording 

tool. I love the vintage tube sound in a 

modern unit that's free of vintage problems 

such as noise, scratchy pots and variable 

performance. Getting great sounds on all 

of the sources I tried was never easier! 

Prices: $3,500 (2-channel), $ 1,900 

(single-channel). 

Mercury Recording Equipment 

Company, 510/581-3817, www.mercury 

recordingequipment. com. 
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...which is where the Apogee Rosetta800 comes in. A name synonymous with top-notch digital I/O for two decades, more 

professionals get audio in and out of their DAWs througn Apogee converters than any other standalone pro A/D/A converter. 

• 8 channels of balanced analog I/O 
• 8-channel digital I/O via AES/EBU & AOAT/SMUX 
• Up to 24-bit/192kHz resolution 

• Ultralow-jitter Intelliclock 
• SoftLimit clip protection 
• Plug-in play FireWire connectivity* 

Sweetwater puts it all together for you. Our Apple® Certified sales engineers can answer any and all questions you may have about 

building the perfect Apple audio system, and our computer audio install techs have built more systems than any other retailer on the 

planet. Let us help you design the perfect system for the way you like to work. We'll build it, configure it, test it, and ship it straight to 

you. All you've got to do is unpack it, plug it in, and start making music. 

CALL SWEETWATER TODAY! 
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BY STEVE LA CERRA 

Metric Halo Labs SpectraFoo Complete 

Software-Based Multichannel Audio Measurement Tool 

SpectraFoo Complete is Metric Halo 
Labs' latest audio analysis software 

for Mac OS X. Using Fast Fou-

rier Transform (FFT), SpectraFoo's suite of 

more than 15 virtual instruments facilitates 

measurement of just about any audio func-

tion that you can imagine. 

It's impossible to describe all of Spec-

traFoo's capabilities, so I'll hit the high-

lights. SpectraFoo Standard ($400) and 

SpectraFoo Complete ($800) offer the same 

features, except Complete augments a core 

set of instruments with a bit code meter, 

code matrix meter, code list meter, Trans-

fer Function and delay finder. Common 

to both versions are level meter, Spectra-

gram, Spectragraph, Phase Torch'", Lissa-

jous phase meter, power balance history, 

correlation and correlation history. 

HOOKING IT UP 

Input to SpectraFoo Complete comes from 

the computer's built-in audio system or any 

Core Audio device. With an appropriate 

audio interface, Complete provides 

24 channels of audio analysis in any 

combination of instruments. (I used MOTU 

Traveler and Digidesign 002 interfaces.) All 

instruments have on/off, solo and a control 

panel. Multiple instantiations made it easy 

to create a 5.1 monitoring level meter set 

and an 8-channel Spectragraph display. 

Instruments may be linked for global 

parameter changes, and sets of windows 

can be user-named, saved, recalled and 

assigned to key shortcuts. 

BASIC TO ADVANCED OPERATIONS 

Even the most basic ot Complete's 

instruments—the level meter—is a very 

useful measurement tool. When inittated, 

this meter displays dBfs on a horizontal 

scale from approximately -60 to 0, but you 

can customize almost every parameter. 

Grabbing the lower-left comer of the meter 

resizes it; dragging it downward and to the 

right changes the scale to vertical. 

One of my favorite tools is the 

Spectragraph, a real-time display of fre-

quency vs. amplitude, showing average, 

instantaneous and peak level simultaneously, 

with resolutions ranging from 1 to 1/24 octave, 

including a Continous mode. 

Complete's Phase 

Torch is an innovative 

meter that I used 

to compare phase 

relationship between a 

DI and a mic in a bass 

rig. When fed with 

two in-phase signals, 

this 'scope displays a 

multicolor torch tightly 

aligned to the vertical 

axis, with frequency 

represented by color. 

When a frequency 

range is out of phase, 

the torch broadens 

or dissipates at those 

frequency colors. The Phase Torch made it 

easy to bring a bass DI into phase alignment 

with a miked amp by adding a small delay 

(1 to 2 ms) to the DI. 

Perhaps the most powerful of Complete's 

instruments is the Transfer Function. By 

routing the original signal (the source) 

into the left channel and an audio system's 

output (the response) into the right, Transfer 

Function calculates differences in power and 

phase vs. frequency. I split a vocal track, ran 

the signal directly into the left input and 

into a high-end analog EQ. The EQ output 

was patched to the right input of 'Foo. The 

Transfer Function windows showed how the 

input was altered by this EQ. Even when set 

flat, the unit attenuated certain frequencies 

and boosted others, no doubt contributing 

to the euphoric coloration of the device. 

To view a P.A.'s system response in a 

small club, I routed pink noise into the left 

channel and a measurement mic into the 

right channel. Noise was played through the 

system and the Transfer Function displayed 

the power and phase discrepancies in the 

P.A. If you're paying attention, you should 

be wondering about the "speed of sound 

delay" from the P.A. to the measurement 

mic, which creates phase cancellation 

between the two signals. Transfer Function 
has a Delay Finder to compensate for this 

delay automatically. I then took a snapshot 
of the response and loaded it into the 

Transfer Function Overlay List, where I 

could view it and invert it to show the EQ 

curve needed to flatten the room. 

SpectraFoo uses FFTs to measure virtually any audio function. 

Complete's Signal Generator creates 

noise, steady and sweep tones with user-

specified start and end points for frequency 

and amplitude. Though the manual does not 

specify how to assign its output, it appears 

that the Generator defaults to internal bus 

1, which must then be assigned to an 

output to route the signal out of the audio 

interface, making for a convoluted process. 

I'd rather see an Output menu in the Signal 

Generator. The only other annoyance I 

encountered was with the timecode clock: 

I couldn't get the control panel open to set 

routing for the input. 

ADEPT AUDIO TOOL 

I found all of Complete's instruments 

truly useful (though I didn't really "get" 

the Code List Meter). What may not be 

so obvious is that SpectraFoo Complete is 

a powerful teaching tool that should be 

a part of every audio education program. 

I used the Spectragraph to illustrate to 

students how applying EQ changes spectral 

balance without altering frequency, and 

I used the Phase Torch to indicate the 

aforementioned phase relationship of bass 
DI and microphone. The results were easily 

understood, and the students loved it. I 

highly recommend the 'Foo. 

Metric Halo Labs, 845/223-6112, www. 

mhlabs.com. 

Steve La Cerra is tour rnanager/FOH engineer 

for Blue Oyster Cult and an adjunct professor 

at Mercy College in White Plains, N.Y 
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BITSTREAM BY OLIVER MASCIAROTTE 

Odds and Ends, High and Dry 

From Television to Gift-Giving, a Year-End Assessment 

I
wonder how many of you out there watch TV. More 
specifically, how many of you watch via over-the-air 
television reception? How about your mom or bro? 

If things move forward as planned, in about 20 months, 

give or take a few, all those folks are going to be staring 
at lovely, random snow patterns because there will be 
no more signal. In keeping with the planned transition 

to digital television, analog transmissions must cease at 

some point so Our Enlightened Government can auction 

off the spectrum to the highest bidder. 

Where will that leave a significant portion of the U.S. 

viewing audience? Up the proverbial creek without a 
paddle, outta luck, high and dry. My household will be 

one of those. Left out of the water-cooler conversations 

about the latest manufactured culture. Tragic. So what 
will we do? 

This month, I'd like to bring your attention to a 
slow sea change that may affect your audio artistry. 

If you are involved in broadcast teleproduction, then 

begin thinking about how you can either find another 

gig or attract new clients, because the middle age of 
broadcast TV has passed and that ol' dog is in slow 
decline. 

Why the dire prediction? In keeping with the core 

theme of this column, it's those doggone computers 
that did it. 

Once upon a time, Japan implemented a national 
"high-def" TV system—an analog high-def system. 

Not long after, the Europeans and us decided to go 
with a digital version as digital "is better." Because we, 

the American people, cannot force ourselves to adopt 

something that the Europeans have even touched, 
we went with a unique system. However, since the 

1950s, when the NTSC color standard was created, the 
political climate has changed and the rise of lobbyists 

in Washington, D.C., has attenuated the Voice of the 

People to the point where you need a rather high-gain 
preamp to even pick it up. 

The result is our current Federal Communications 

Commission—mandated digital TV standard, which is 

so vague as to be laughable. Our Appointed Officials' 

singular lack of backbone regarding standards setting 

has produced a morass of costly production and delivery 
infrastructure and overpriced consumer electronics that 

couldn't interoperate if they tried. Then comes the 
deathblow: retiring analog over-the-air service. 

In February 2005, the FCC came to a "tentative 

conclusion not to impose a 'dual-carriage' requirement 

on cable operators [which would have required them 
to simultaneously carry broadcasters' analog and 

digital signals] and affirmed the Commission's prior 

determination that cable operators are not required to 

carry more than a single digital programming stream 
from any particular broadcaster." Woosh, woosh...plop. 

That's the sound of TV watchers falling away from 

network viewing as they lose the ability to receive the 
Big 3's, er, Big 4's signal. 

Okay, so urban and suburban viewers, mostly 
on cable, will lose some or all of their broadcast 

programming. No worries, there are 100 other channels. 

Urban and suburban viewers, 

mostly on cable, will lose 

some or all of their broadcast 

programming. No worries, there 

are 100 other channels. After a 

time, they won't care anymore. 

After a time, they won't care anymore. 

Then there's the rural population. They can easily 

afford those new $2,000 DTV receivers needed when the 
analog shutdown occurs. Yeah, right—I know, the cost 
of DTV adapters and DTV-ready tellies will come down 

in time, but by that time, the people won't care anymore. 

Nobody will care if network TV lives or dies. 

Linux, PVRs, BitTorrent, DVDs, broadband, vlogs 
and their slavish handmaiden, RSS feeds—all of these 

computer-based technologies will converge to close 
the gap left open by increasingly irrelevant broadcast 

content. I don't know about you, but the only time 

I listen to or watch broadcast is when I'm in the car 
and, dude, I don't have a TV in my car. In other words, 

I listen to my local NPR affiliates when driving short 

distances, but podcasts and my rather modest collection 

of lossy audio are pressed into service on long trips. 

That's it. This family consumes little other broadcast 

programming. 

Now, I know I may be atypical, but not for long. 
As access to over-the-air signals becomes increasingly 

difficult or costly to receive and broadband creeps 
across the land, consumers will either turn to other free 

content or will opt for low-cost, fee-based programming 
that meets their needs. If and when broadcasters 

figure out how to compete in this increasingly hostile 

environment, they won't have an audience. Think AM 

radio. 
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BITSTREAM  

I'm curious. Though you, the Mix 

readership, are in the media business, I've 

found that few of you possess modem 

entertainment systems in your home. So 

I ask, how many of you are up that creek 

I mentioned earlier? Are you planning on 

buying an ATSC-compliant receiver when 

analog service is sacked? If your cable service 
didn't carry broadcast channels or if you 

don't have cable, then would you or your 

household really care that CBS or NBC or 

Uncle Rupert was out of reach? Would your 

world end without a weekly dose of CS/? 

I'll leave you with two words: wearable 

computers. Whether it's a sixth-generation 

iPod or a Samsung/Rossignol collaboration, 
wearables are finally getting good. Ed 

Thorp and Claude Shannon's little Vegas 

gambling experiment of 1961 has slowly 

evolved through improvements in power, 
storage, input and display technologies 

and into a viable choice not for beating 

the house (that was banned in 1985), but 

for portable entertainment products of the 
future. Mess with a PSP next time you're in 

a retailer and you'll see what I mean. 

And now for some holiday leftovers. 

If you are of a certain age, 

you remember Supertramp. 

Their music filled the 

airwaves all through the 

'70s. Some 30 years on, one 

of their latter-day guitarists, 

Carl Verheyen, is still an 

effortless player and staple 
session musician, and now 

he's the subject of a new ADC 

dual-DVD disc super-set. 

This release is an example of 

how a music DVD should be 
done. In brief, "...no artificial 

reverberation is ever added 

to our tracks...Miking is 

extensively done with stereo 

pairs to provide depth of 

image," says Mark Waldrep, 

maestro of ADC Media Group. "We use lots 

of tracks, great mks land] mixing is handled 

completely in the digital domain." The result: 
a DVD-V and DVD-A combo with clean, 
unobtrusive production, more extras than 

you can shake a remote at and convincing 
audio that documents the performances. If 

you like guitar rock or know someone who 
does, this set is for you. 

Next up, armor plating. Do you take 
your PowerBook on the road and beat the 

gops,I Diu iu Nam 
Several times in the past, the United States has picked 

an inferior electronic distribution standard. First it was 

monochrome television, then our "Never the Same Color" 

service and, later, the current FCC-mandated, ill-conceived 

and implemented digital television system. 
Well, surprise, it's happening again with terrestrial 

digital radio. We're getting our own HD radio system while 

the rest of the world, it appears, is adopting the Digital 
Radio Mondiale standard. The HD radio implementation 

came at the expense of low-power FM spectrum, and that 

grab for spectrum will also further degrade the already 
pallid analog AM radio we are now accustomed to. Stupid 

is as stupid does, I'd say. —0/4as 

crap out of it? If you want some serious 
protection—and none of this wimpy 

closed-cell foam stuff—then take a look at 

RadTech's (www.radtech.us) MacTruck. I 
know, this sucka weighs as much as the 

computer, but it's built like the proverbial 

brick house. All aluminum, but not as 

prissy as a Halliburton and half the price. 
In the "You don't know you need it until 

you get one" category is Cepstral's (www. 
cepstral.com) third-party voices for popular 

401. 
E' 

< Peak is an indispensable part 

of our production process... 

As soon as we're done with a mix, all of 

our stereo files go straight into Peak. It's 

where we prefer to do our mastering 

and dedicated editing — it really lets us 

see how things will sound and feel like 

on the final CD. Whenever we're at the 

end of our day, we're always in Peak. 

Scott Kirkland & Ken Jordan 
The Crystal Method 

Community Service II, edited and mastered 

with Peak, is available in stores now. 

www.bias-inc.com • 1 [ 800] 775-BIAS 

Lt1 

bias 
sound creat,ve 
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operating systems. I'm not talking synth 

voice; I'm referring to text-to-speech synths, 
and, no, they don't sound like Stephen 

Hawking anymore. If you want to convert 

a Project Gutenberg EText to spoken word 
for a long trip or you just want to give one 

of your secondary computers a distinctive 

voice should an alert arise, then give these 

cyberians a try. Cepstral William, derived 

from the vocal stylings of CepstraPs president, 
Kevin Lenzo, has become my default voice 

for all my PowerBook utterances. He's cool, 

distinctive, nicely priced and, most of all, 

intelligible. 

Speaking of nice price, you've got to 
check out ICatsura Shareware's (www. 
katsurashareware.com) AudioTest for 
Mac OS. It's a great test-tone generator, 

with capabilities that far exceed the $10 

price. Another audio essential for your 
toolkit, along with AudioTest and the ever 

beautiful Soundhack, is Rogue Amoeba's 
(www.rogueamoeba.com) Audio Hijack 

Pro. Just throw down for it. 

On to another more concrete subject: 
ergonomics. I know, Apple finally came 

out with a multi-button mouse, but, 
sorry, it still can't touch Contour Design's 

(www.contourdesign.com) Perfit mice. 

If you hold a damn mouse all day, then 
you owe it to your extremities to test-

drive one of these little fellers. They 

make 'em in USB, ADB, PS2 and 9-pin 
serial versions! 

While we're at it, let's talk keyboards. 

Again, if you spend all day in front of a 

computer, then don't put up with junk 
gear. Get yourself a quality keyboard— 

you'll never go back. For you Win kids 

with the PS2 thing, check out Creative 

Vision Technologies' (www.cvtinc.com) 

CVT Avant Stellar. For you Mac kids, check 
Matias Corp.'s (www.matias.ca) Tactile 
Pro. For you fence-sitting, cross-platform 

radicals, check out Datadesk's (www. 

dbz.com.au/lf/default.htm) TrackBoard 
product, a combo keyboard and trackball. 

All these keyboards use mechanical—as 

opposed to membrane—switches with 

tactile feedback; very nice feel and more 

durable than throwaway keyboards. 

We've all seen those two-tiered paper 

trays that folks use to hold and organize 

incoming paperwork, track sheets or other 

ephemera. Well, the guys at Pressure Drop 

(http://pressuredropinc.com) thought real 
hard about maximizing space—some 

might say a bit too hard—and came up 
with the Black Diamond PaperHub, a 
glossy black-on-aluminum two-tier job 
with built-in, powered four-port FireWire 

400 and USB 2 hubs—cyber-organization 

for the chronically disorganized. 

TUBE-TECH 
sound engineering 
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20 YEARS. NOT A SINGLE DOWNLOAD 
[WHY CHANGE A GOOD THING?] 

Distributed by: 
Audio Exchange International 

357 Liberty St., Rocklend MA 02370 

Phone: 877-440-2717 Fax: 877-442-6822 
http://www.axidistributicn.com infoteaxidistr bution.com 

WE WILL BEAT 
ANY DEAL! 

EVERY MAJOR BRAND IN STOCK! 
Guitars • Amps • Drums • Keyboards • Synthesizers • Samplers 

Sound Systems • Recording Equipment • Software • Accessories 

The legendary Roy Charles West L.A. Music's Glenn Noye 

with West L.A. Music's Do, Griffin with rocker Sammy Hagar 

î 
Legendary C.1 Sir lIns with 

Damon Gladden and Ryan Mo,on 

0-• 

Country star Randy Travis with 

Wee L.A. Musk staff member 

>4 
Commodores keyboardist Thomas We, L.A. Music's Bob Gsellmon Legendary keyboardist Patrick MOICI Beetle George Harrison with 

West L.A. Musk's Derek Snyder Dawson with Damon Randolph with RBA singer Mya wet. Wee LA. Musk staff member 

Shop Where the Pros Shop • Call Us Today! 

West L.A. Music 
We will heat any price from Goy authorized stocking dealer anywhere in the United States 

call now: 310-477-1945 • sales@westiamusic.com 
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BITSTREAM  

Bad Drum Sound? 
Replace It. 

Is your drum sound driving you nuts? Relax - Drumagog will make those old. 

stale drums sound like a million bucks! It works by automatically replacing 

what's on your audio drum tracks with samples of new drums. The industry 

choice for over 5 years. Drumagog is available for both PC and Mac. in VST 

RIAS. and Audio Units plug-in formats. See why producers Chuck Ainlay. 

Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day. 

877-318-WAVE 
www.drumagog.com WAVEMACHINE LABS 

Ti-IF,RMIceNic CULTURE 

ENGLAND 

G ET CULTURED 
Real Tube Recording 

Distributed by: 
Audio Exchange International 

357 Werty St., Rockland, MA 02370 

Phone: 877-440-2717 Fax: 877-442-6822 

http //www.axidistribution com info@axidistribution.com 

Products 

For those who fret about what's on 

their iPod and what woes may befall 

those contents should said little media 

player fall into unfriendly hands, I 

submit for your inspection two utilities: 

Prosoft Engineering's (www.prosofteng 

.com) TuneTech and AlienCrypt's (www. 

aliencrypt.com) eponymous AlienCrypt 

encryption utility. Along with backing 

up, optimizing, repairing, undeleting 

and several other functions, TuneTech 

will "shred" songs and files, preventing 

subsequent recovery should someone gain 

access to your 'Pod. AlienCrypt provides 

an inexpensive, easy-to-use, drag-and-

drop method of encrypting files. Hey, stuff 

gets lost in transit, 'nough said. 

Are you one of those people who 

spends way too much time geeking and 

not enough time interacting with others 

of your species? Do you have some old 

iPods lying around, waiting to place that 

Craigslist ad you never seem to get around 

to? If you answer yes to both of these 

questions, then you need iPodLinux.org. 

Yup, Linux on your iPod, dual-bootable 

no less! 

More seeming fluff I admit, but this is 

another item that adds a bit of whimsy to 

my day. The mad (in a good way) folks 

at Speck Products (www.speckproducts 

.com) gave me an iGuy, and this boing-y 

little feller has proved to be tough, non-
slip and fun to have around. Granted, 

iGuy's not as fuzzy as the Old Navy zero-

to-three-month infant sock that DJ Jonah 

Jone has donated to my iPod protection 

racket, but the iGuy's more than up to 

the task of protecting against the ongoing 

assaults that my player falls victim to. 

Okay, if you think a silicone, posabie 

iPod case is messed up, which, franldy, I 

don't, then you haven't seen nothin' yet. 

The Trader Vic's crowd now has a reason 

to celebrate since the folks at TikiMac 

(kilauea.tikimac.com) have released the 

hand-painted Big Tiki Drive, in sizes 

from 0.5 to 4 GB. Not just for storing and 

transporting Arthur Lyman remixes, the 

Big Tiki is a well-rounded USB 2 Flash 

drive with a built-in "aura" access light 

and included "Lava USB" cable. You better 

have your war club nearby when your 

second sees this bruiser because he'll want 

it for his own. 

So that's it for now. Next time you hear 

from me, I'll be checking in on the Apple/ 

Intel cabal. 

Oliver's been catching up on his old-media 

entertainment: Bruce Sterling's Holy Fire, 

a ripping good read, and Sigur Rós aural 

explorations of the finer points of analog. 
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What the pros are 
saying about Gefell: 

Bil VornDick - Engineered 42 

Grammy-nominated record ngs 

and 8. Grammy winners. Artis:s in 

dude Alison Krauss, Bob ID/Ian, 

Chet Atkins, Bela Fleck, James Tay 

log, T-Bone Burnett, Mark O'Connor, 

Ralph Stanley and Dolly Parton. 

'It's like having a 

secret weapon... 
My Gefell mics are 
extremely clear 

and transparent. 
They give me the 
defin•tion that 
many other mica 

do not capture." 

Alan Silverman - Engineered 21 

Grammy-nominated recordings 

Credits include Chaka Khan, Norah 

Jones Cheap Trick,The Kinks, Bebo 

Valdes, Ricky Skaggs, Bill Monroe, 

Art Garfunkel, Meatloaf, Keith Ri-

chards and The Producers. 

'It's the ultimate compliment when a 

singer or musician 
says •. hey've never 
sounced better. In 

particular, the sound 

of the UM900 is spar-
kling, enormous and 
exciting. My Gefell 
microphones have 
earned this praise 
time and again." 

David Rideau - Multi-platinuri en-

gineer/producer and three-ime 

Grami-ny nominee. Clients include 

Sting, Jimmy Jam & Terry Lewis, 

TLC, Janet Jackson, Earth Wind 

and = ire, George Benson, Tom 

SLott,AI Jarreau and Kirk Franklin. 

'The Gefell M930 is a wond?rful 
sounding mic that has given me 
great results on acoustic piano, 

acoustic guitars, 
percussion and 
drum overheads. 
The low self noise 
also nakes it a per-
fect choice in situa-
tions where wide 

dynamic range is 
an issue. I call it my 

elegant workhorse!" 

Dave Softie - Peter Gabriel, IDeep 

Forest, King Crimson, Robbie Rob-

ertson, Tool, Silverchai r, Tony Childs, 

Joni Mitchel, Trey Gunn, YoLssou 

N'Dour, Kid Rock, Roger Eno and 

the "Philidelphia" soundtrack. 

'For vocals, the Gefell LIM900 is warm, 

open and very robust.The control al-
so makes it flexible. 
It works well on per-
cussion and acoustic 

instruments, all the 
while retaining the 
air and presence 
that one expects 
from a large dia-

phragm microphone." Ile 
• . 

Get Rea 
Real History 

M930 matched stereo pair with 
SH93 XIV bracket 

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 UM92.1S 

tube microphones. 

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

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

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

sion machining of raw 

metal stock to the 
hand-stretching of 
each diaphragm and 

individual testing of 

each microphone in 
an anechoic chamber, 

Gefell sets a standard 
that is simply higher 

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

Real Innovation 
Introducing the M930 - the most ad-

vanced condenser microphone made 

today. Compact for easy placement, the 
M930 features a full-size 1" diaphragm 

mounted on a triangulated pedestal to 
diffract body reflections away from the 
capsule and minimize acoustic field dis-

turbance. Inside, the M930's optical power 

isolation lowers self-noise to a mere 7dB 
while providing 80 Volts to the capsule for an 

unprecedented 142dB signal handling. The re-

sults are stunning: that 'big bold German sound' 

without compromising sensitivity, articulation or 

tonal structure. No other microphone comes close. 

Gefell is the Real Thing 

11010111 
the original hand-made German microphone 

DISTRIBUTED BY C TEC • CABLETEK ELECTRONICS LTD. - 1638 KEBET WAY, PORT COOUITLAM BC V3C 5W9 TEL: 604-942-1001 FAX: 604-942-1010 EMAIL: info@gefell-mics.com 



RECORDING STUDIO 
for the road 

Sweetwater and PreSonus have taken all of the technology and 

capabilities of a professional recording studio and packed it into a fully transportable system complete 

with twenty-four microphone preamplifiers and rock-solid audio computer. Perfect for recording live gigs. 
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Stmeekralker 

SCMUS FIREPODThe FIREPOD 
is the most affordable professional FireVVire 
recording interface on the planet with eight 
pedigree Class A PreSonus microphone 
preamplifiers, eight balanced outputs, MIDI/ 
SPDIF I/O, and free Cubase LE 48-track 
audio production software. Up to three 
FIREPOD's can be daisy-chained together 
for 24 simultaneous microphone/line inputs 
for professional multi-track recording in the 
studio or at a live show. The FIREPOD has 
been tested and approved by Sweetwater for 
use with the Creation Station so that you can 
be confident your recording system will work 
flawlessly and efficiently from day one! 

leation Station Pad When Sweetwater set out to build the perfect audio PC, we put 
our 26 years of experience with computer audio to work, and developed a series of machines that are 
unmatched in audio performance, reliability and value. Whether you're composing music in your home 
studio, recording your next live album on the road, or scoring to picture at a major post facility, there's a 
Creation Station for you. Starting at under $ 1000, the Creation Station machines are whisper quiet and built 
to withstand the demands of professional audio production ; through the use of components like Auralex 
acoustic treatment and Glyph hard drives. Available in both tower and the rackmount configuration shown 
here, the Creation Station is sure to be the centerpiece of your PC studio for years to come. 

SKB Roto Shock Rack When you're recording on the road, you can rely on SKB. The Roto7 
Shock Racks feature a "road ready" roto molded tough shell with an integrally molded valance that eliminates 
the need for a metal valance on the outside of the case. Standard rack depth front to rear rail is 20" with a 
standard 19" rack width per EIA standards. The efficiently redesigned frame with threaded steel rails and 

aluminum cross components are factory equipped with 8 HM-245 elastomeric, high 
damping, wide temperature range shock mounts. Additional shock absorbers 
can be easily field mounted in each corner to handle heavier loads. Removable 
front and rear doors are fitted with rubber gaskets for water resistant protection. 
Easy-grip molded handles make transport convenient and recessed heavy-duty 

spring loaded twist latches allow these cases to meet ATA flight specifications. 

featured band: Woven - www.wovenmusic.com 



Cubase SX3 Cubase SX3 takes music production to an entirely new level. SX3 adds more 

than 70 new features including Audio Warp - a high-quality real-time, Time Stretching and Pitch 

Shifting algorithm that automatically adopts a project's tempo. Also new in SX3 is External FX Plugins. 

This function allows for direct integration of external hardware effects 

processors into the VST audio mixer just like software! The first step in 

the Steinberg/Yamaha collaboration is called Studio Connections "Total 

Recall". This modular editing system builds a powerful bridge between 

the virtual and physical studio. Opening 

a project can not only recall an entire 

studio setup within seconds but allow full 

graphic editing right inside Cubase SX3. 

Pro Co r-)rofessional 
,\uclio Cables Pro Co cables. all 12 million of 
them, have helped to reliably hook up musicians, 
studios, live concerts, churches and stadiums, 

night after night, year after year - for the past 30 
years. If you want your cables to last for a very, very 
long time and give you at least the number of years 
of service as the gear between your cables, buy a 

Pro Co. Designed for use "on stage with the best" 
with an ironclad "any excuse, 

even abuse" warranty, 
Pro Co makes the 

most reliable cables 
on the planet. 

music technology clire(t 

FIREPOD owners 

can UPGRADE 

to Cubase SX3 and 

SAVE $100! 

Shure KSM32 The KSM32 cardioid 
condenser microphone has an extended low 
frequency response and is designed to provide 
an open and natural reproduction of the original 
sound source. Flexible enough to handle a variety 
of demanding sound sources, the KSM32 has a 
15dB attenuation switch for handling extremely 
high sound pressure levels associated with drums, 
percussion, ensembles and wind instruments making 
it equally useful at home in the studio or on 
stage. To achieve extended low frequency 
reproduction, the KSM32 features an 
embossed, ultra-thin, high-compliance 
diaphragm. This gold-layered, low-mass 
Mylar0 diaphragm provides the excellent 
transient response necessary to faithfully 
reproduce any sound source. 

800-222-4700 
www.sweetwater.corn 

PreSonus 
freedom to record 
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flY COODER'S 
"CURVE/ MAE 
AN ECLECTIC L.A. STORY 

By Rick Clark 

Ry Cooder has made a career out of discovering and 

shining a light on roots and world music that was 

created out of the sheer love of expression—and not 

driven by the dollar. The honesty and magic captured 

in the grooves have, at times, brought traditionally 

noncommercial music to the masses. This was most 

evident with the multi-Platinum success of Buena Vista 

Social Club in 1997, the result of his trips to Cuba and 

developing friendships with its musical community. 

Born in Los Angeles, March 15, 1947, Cooder made 

his first notable musical forays as a guitarist playing 

with Taj Mahal in Rising Sons and with Captain Beef-

heart & The Magic Band. In 1970, 

however Cooder's self-titled 

Warner Bros. debut revealed an 

artistic vision deeply immersed 

in American blues and folk tradi-

tions. He has an utterly unique 

musical voice and guitar style 

that is especially dear in his slide 

playing. 

Among the many fine solo 

albums Cooder put out, Into the 

Purple Valley, I3oorrwr's Story 

and Paradise and Lunch are 

particular highlights of his earlier 
work. Beginning in 1980, Cooder started a lengthy 

career composing, producing and playing music for 

films, often with Jim Dickinson. Most notable are the 

soundtracks for The Long Riders and Paris, Texas. 

Cooder's most iexnt solo album is called Chtivez 

Ravine, named after the hugely Latino neighborhood 

in L.A. that was razed to make way for Dodger Sta-

dium in the late 1950s and early '60s. The story of 

Chávez Ravine provides Cooder with a lens through 

which to view many of the cultural and historical 

qualit. s he has grown to love and hate about LA. 

The album is particularly a love letter to the vibrancy 
and rich complexities of the Latino community and its 

arts, as well as a powerful reminder of how the con-

fluence of big-money private interests and dishonest 

political agendas can literally bulldoze the lives of 

poor citizens who happen to be standing in the way 
of "progress." 

Chávez Ravine opens up with the fantastical image 

of a UFO flying over LA., checking things out and 

trying to catch the vibrant buzz of the music and 

culture of the city's Latin community. The playful-

ness of its appearance provides an avenue with 

which listeners enter into this world you've po 

frayed on the album. 

This is how you envision a record like this. It's not 
some history book. It's about people and sounds 

of the neighborhood, and that's a hard thing to get 
right. 

I noticed the flying saucer on the album's cover art 

looked almost like a Zoot Suit bat 

[Laughs] Yeah. Well, that was the take of the artist 

who drew that picture. He thought it was funny. 

And it is funny, because I thought this must be some 

Space Vato cat who is out there by himself, and it's 

cold and he wants to go where the heat is—where 

it's groovy. He's not trying to scare anybody. Instead 

of War of the Worlds, the Space Vato actually wants to 

dance and party and check out these Mexican girls in 

the neighborhood and so forth. 

—CONTINUED ON PAGE 126 
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REM SPEAR 
CARRYING THE REGGAE TORCH 

By Chris Walker 

Although reggae icons Bob Marley and Peter 

Tosh passed away many years ago, the mu-

sic and spirit they championed is still being 

celebrated by one of their best-known peers, 

Burning Spear. Winston Rodney adopted his 

stage name in 1969 when he started out as 

a duo with Rupert Willington. With Marley's 

encouragement, he went to Kingston's [Ja-

maica] Studio One and met producer Clem-

ent "C,oxsone" Dodd. That set the stage for a 

career that really took off in the late 1970s, 

with such groundbreaking discs as Marcus 

Garvey, Man in the Hills and ay & Heavy. 

Blending Rastafarianism, black history and 

other social concerns, the charismatic sing-

er fronted a series of exciting reggae bands 

and enjoyed considerable success in the U.S. 

and Europe, as well as in Jamaica. He's been 

nominated for a Grammy numerous times, 

and in 1999, the introspective Calling Rasta-

fari finally won for Best Reggae Album. 

The business side of Burning Spear's 

career has been checkered. He's been on 

numerous record labels, often with disap-

pointing results, and has at various points 

strived for greater autonomy. His latest move 

in that direction was the creation, with his 

wife, Sonia Rodney, of the Burning Music la-

bel in the wake of his Grammy win. His first 

release for the new company was the excel-

lent 2001 set Live at the Montreux Jazz Festi-

val. Two years later, his debut studio CD for 

the label—aptly titled Freeman—received a 

Grammy nomination. And so has Spear's lat-

est, Our Music, which is widely being hailed 

as one of the best albums of his 40-year ca-

reer. It was designed, the singer says, to be a 

return to past form. 

"I was thinking to go as close as possible 

to the 70s," he says in his thick Jamaican ac-

cent from his home in Brooklyn, N.Y., where 

he moved a number of years ago. "My rea-

son for that was when you listen to [reggae] 

music today, nobody is carrying that kind of 

sound anymore. For some of us, it's our duty 

to achieve that original sound—don't lose it. 

Therefore, that sound will go down in the 

history of reggae music." 

Work on Our Music began in February 

2005 at the Magic Shop in New York's SoHo 

district The studio's comfortable family vibe 

and the vintage recording equipment and in-

struments were exactly what Spear was look-

ing for. He recorded the basic tracks there 

during a period of a couple months using his 

studio band: Leroy Wallace on drums, Linford 

Carby on guitar, Michael Hyde on keyboards 

and I Palmer on bass. "I have a different set 

of musicians for live music," Spear notes. 

"We do the basics, and after that, I do per-

cussion, call in another keyboardist for vocal 

dubs and two different lead guitars," he adds. 

"The horn section came later, and afterward, 

I worked with the backup vocalists and also 

did the lead vocals." Handling the engineer-

ing for the roots-reggae artist was Batry 

O'Hare, who resides in Ocho Rios, Jamaica, 

and does the bulk of his work there. Spear 

and O'Hare have been working together on 

various projects, including the Grammy-win-

ing Rastafari, for about eight years. 

O'Hare comments that Spear "will come 

in with a little voice recorder that has vo-

cal demos. The musicians will vibe that and 

create music [around the demo]. Lyrically, 

they're never complete; they're just ideas, 

possibly with choruses, but not so much of 

verses. So you'll hear him singing and the 

guys will use their imaginations to create 

melodies for the verse. Then Spear will tell 

them how to shape everything. It's always 

an experience, where things come from and 

how they end up." 

To capture their efforts, O'Hare used 

the Magic Shop's wonderful-sounding vin-

tage 1970s Neve board (which was formerly 

owned by the BBC), recording to Pro Tools 

at 24/96. In addition to the board's EQs, he 

also used vintage Neve preamps, a Lexicon 

PCM-42 (which he says was great for dub ef-

fects), a Neumann 87 matched with a Tube-

Tech compressor for the lead vocals, a stan-

dard drum-miking setup (D-112 on the kick, 

SM57 on the snare, 421s on toms) and vari-

ous plug-ins ranging from a Digidesiffl EQ 

to Compressor Bank. The musicians worked 

six days a week, typically putting in about 

10-hour days. 

Commenting on creating the album's 

classic reggae sound, O'Hare says, "The mu-

sicians you have working on it are a big part 

of it. The drummer he brought in, Wallace, 

used to play with him in the 70s and does 

that type of drumming. Then, also, you don't 

use a lot of electronic stuff, like a synthesizer 

-COIVT1NUED ON PAGE 129 
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classic tracks 
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THE DOORS' 
"RIES 

.te Oil THE ME" 
By Blair Jackson 

It's been more than 10 years since 

we first tackled a Doors song ("The 

End") in "Classic Tracks" (February 

1995), so it's high time we looked at 
another. Though it was only about 

five years between the recording of 
"The End" from The Doors' epony-

mous first album and "Riders on 

the Storm" from their final studio 

album, L.A. Woman, it felt at the 
time as though the band had been 

around forever. 
The arc of The Doors' career was extreme. They went 

from being a popular L.A. club band—part of the new 
mid-'60s underground—in '66 and the first part of '67 to 

national superstars once their first album hit the airwaves 
and "Light My Fire" swept across the land. Their first three 

albums were massively popular (and also really good), and 
it wasn't long before they moved from clubs and small 
auditoriums to giant sports arenas. Jim Morrison did not 

handle his rapid ascent well—as has been chronicled in 

many a lurid article and book, he degenerated into a slop-
py, at times belligerent drunk and drug abuser, who had 

no compunction about showing up onstage completely 
wasted, unable to perform well. 

The low point came in Miami in March 1969, when, in 

a drunken stupor, he allegedly exposed himself onstage, 
leading to his arrest for "lewd and lascivious behavior," 

triggering a fall from grace as rapid as his rise had been. 
The Doors were banned in many cities, and Morrison spent 

much of the next year embroiled in ugly, time-consuming 
legal proceedings, trying desperately to stay out of jail. The 

group's "comeback" in 1970, with the Morrison Hotel album 
and a scaled-back tour of smaller venues, seemed to be suc-

cessful on most levels, and helped erase the taint of Miami 

somewhat, but the fact is, Morrison was physically spent 

and mentally exhausted by the time the group assembled to 

record L.A. Woman. 

At first, it looked as though the band would record 

their new album much as they had previously, with Paul 

Rothchild in the producer's chair, Bruce Botnick engineering 
and working at Sunset Sound (Hollywood). But the wheels 

came off almost before the train left the station. Tensions 

with Rothchild had been building for some time, and the 
producer was in no mood to record a band who clearly 

did not have their songs together or a lead singer who was 
reliable enough to cut tracks. 

Rothchild told me in 1981, "Basically, things had been 

sliding since Miami. Jim was really not interested after about 

the third album. He wanted to do other things. He wanted 
to write. Wanted to be an actor. Being lead singer of The 
Doors was really not his idea of a good time. It became very 

difficult to get him involved with the records. 
"Let's put my career in perspective. I had close to 100 LPs 

under my belt," he continues. "I had just finished making 

one of the greatest albums of my career, a labor of total 
love by the most loving and dedicated musicians I'd ever 
worked with. I'm talking about Janis Joplin's Pearl album. 

That music was full of heart, the way it's supposed to be in 
the studio. You get 110 percent from everyone in the band 

and 150 percent from Janis. 

"[With L.A. Woman,] I went into rehearsals with The 
Doors for about a month. They were set up in the basement 

of their offices on Santa Monica Boulevard, but it was a 

joke! They'd come straggling in. Jim wouldn't even show 

up half the time. There was no enthusiasm at all. They were 
all drugged on their own boredom. Just totally bummed 
out. Ray [Manzarek, keyboardist] would try to get things 
together. He has this great enthusiasm! I love that man! John 

[Densmore, drummer] was really angry about Jim's attitude, 

and Robby [Krieger, guitarist] sort of laughed at it, and said, 

'That's Jim!' 
"It wasn't just Jim, though. They'd all been lazy. They 

only had four or five songs that were defined enough to 

play as songs at that point. The most complete were 'L.A. 

Woman' and 'Riders on the Storm,' both of which I thought 

were great, great songs. My problem was I couldn't get 

them to play either of them decently. It was like watching 

an 80-year-old man trying to run the marathon. There was 
nothing there. We rehearsed and rehearsed, but it didn't 

get any better. Finally, I said, 'Let's go into the studio. 
We've got to make a record sometime.' I figured I'd be 

able to do it like the last few—patch together the best stuff. 

Ray would be a great cheerleader and we'd finally get this 
thing going. 

"Well, we went into the studio and it was dreadful. I 

worked my ass off for a week, but it was still awful. I finally 

124 MIX, February 2006 • www.mixonline.com 



turned to Bruce Botnick, and said, 'I know 
another producer would stick with this be-

cause it's a quarter-million dollars for the 

producer, but I can't do this.'" 

Botnick picks up the story: "Basically 

what happened is Paul was tired, the group 
was tired, and he recognized that and said, 

'I can't do this anymore,' and he told me, 
'I think you can do it.' We all went out to 

dinner and he laid it on the line, and he 

went home feeling like when you get out of 

school and have the whole summer ahead 
of you; that's how happy he felt." 

Rothchild wasn't the only one who felt 

liberated: "When Paul removed himself, we 
felt the same as he did—we were out of 
school; we were free," Botnick remembers. 

"The guys said to me, What do you think 
we can do here?' And I said, 'You guys like 

your rehearsal room?' 'Yeah, we love it there!' 

'Great, I'm going to get some gear and I'll set 
it up in [manager] Bill Siddons' office, which 
is upstairs, and run mic cables downstairs 

and we'll record there; forget going into a 

regular studio every day.' Well, they liked 
that idea a lot and three or four days later 

we did just that. I got a bunch of gear from 

Elektra Studios across the street—a [custom] 
console and a Scully 8-track. We kept it 
simple. I had the gear upstairs; the band was 
downstairs in their rehearsal room. The idea 

was there weren't any rules. The idea was 

to play well and capture it on tape and see 
what happened. They had earphones, I had 

speakers. Jim was set up in the bathroom 

because it was so crammed. He stood in the 

doorway and sang the whole album, using 

the same mic he used on tour, which I think 
was an Electro-Voice." 

Free of their producer's intense per-
fectionism and verbal harangues—he had 
complained bitterly that their attempts at 

"Riders on the Storm" sounded like bad 
cocktail jazz—the group relaxed enough 

in their new recording environment to lay 

down the basic tracks for the entire record 

very quickly. "The album took us five or six 
days to record, like the first ones," Botnick 

says. "They were ready; they felt free, so 
they were just having fun." Rhythm guitarist 

Marc Benno and Elvis Presley's bassist, Jerry 
Scheff, were brought in to augment the 

band's three-piece sound, and Manzarek, in 
particular, went out of his way to work up 

some new keyboard textures, as shown by 
the spacey Rhodes piano line that glistens 
throughout "Riders on the Storm." 

Botnick says of the song's origins, "I be-

lieve it was one of Jim's poems, and Jim had 

also come up with the melody as he had on 
all of his songs. With him it usually wasn't 
lyrics and then a melody; it all came at once. 

When he wrote the initial batch of 24 songs 

[well before The Doors recorded their first 

album!, he sat on the beach with Ray and 

sang them to him. He wasn't a musician; he 

just had them in his head. And 'Riders on 
the Storm' came together like that, too, but 

then, of course, the guys took it from there 

and heard an arrangement to go with it, and 

it became quite jazzy as the guys liked to 
do. The Doors always had one foot in the 

jazz world and one in the blues world; one 
in the classical world and another in rock 'n' 

roll. They were all over the place. 
When we first recorded 'Riders on the 

Storm,' it was a nice, light song. But when 
we got into mixing it [at Poppy Studios on 
a Quad Eight board] is when it all came 

together. I was a nut for sound effects, and 

I said, 'I want to try something.' Elektra 
Records [The Doors' label] had a bunch of 

sound effects discs, including one with rain 
and thunder. I took it off a disc and put it on 

a stereo tape. Then I just ran the tape in the 

background while I was mixing because we 

were already maxed out on tracks. When the 
[effects] tape ran out, I would just back up 

the tape somewhere and hit Play again, and 
then go into record on the stereo [ nixdown]. 

and by serendipity, the thunder came where 

they (Ed; nothing was planned. 

"Later on [many years later] when I went 

to do the surround album [version], that 

became a complication because I didn't 
have the rain and thunder printed [on 

tracks of the original 8-track master], so I 

had to re-create it. I had the original stereo 

tape, but I wound up making surround rain 

and then physically cutting the thunder. I 
knew where they were supposed to go on 
the track, but I needed them to do special 
things in surround." 

Another brilliant finishing touch on the 
song has been claimed by both Botnick and 

Densmore, "so we take credit for it together 
now," Botnick says with a laugh. This was 

doubling Morrison's sung lead vocal with a 

spoken-whisper track underneath, done at 

Poppy during the mix sessions. "It adds this 
mystery to the song," Botnick says, "and 

then you put the rain and the thunder with 

it, and all of a sudden, this 'cocktail jazz' 
song became something else altogether." 

Botnick says the mix only took about 
four days. "One strange thing that hap-

pened while we were mixing at Poppy, 
which is now Signet Sound, is there was 

a big, big earthquake in L.A. [the so-called 
San Femando earthquake of February 9, 

1971]. The control room glass at Poppy was 
floor to ceiling, so you'd look straight out 
to the studio as there wasn't even a wall 
there. It was spectacular, but unfortunately, 

with every earthquake aftershock, you had 

this glass wall that was 10 feet high and 30 

feet long moving and swaying; it was really 
spooky. We'd have to leave the building 

between mixes." 
Once the album was completed, "Jim 

left for Paris, and said, see ya!'" Botnick 
says. Morrison went to Paris to chill out and 

write poetry—get back to his literary roots 
somewhat in the land of his idols, such as 

Rimbaud and Verlaine. L.A. Woman was re-
leased in April 1971 and was an immediate 
hit. "Love Her Madly" was the hit single, but 
FM radio jumped all over the title cut and 

"Riders on the Storm." But Morrison never 

came home. He died on July 3, 1971, in a 
Paris apartment under still mysterious cir-

cumstances, most likely heart failure brought 
on by the ingestion of various drugs mixed 

with alcohol. Coincidentally, the single ver-

sion of "Riders on the Storm" entered the 
charts that very day and eventually made it 
to Number 14 on the pop charts. 

Not surprisingly, Morrison's death led to 
a huge upsurge in interest in The Doors and 
it hasn't really dimmed much since. "Riders 

on the Storm" remains a staple of classic 

rock radio. It was the title of Densmore's 
1991 autobiography and, ironically, the 

name of the current touring band that fea-

tures Manzarek, Kreiger and former Cult 
lead singer Ian Astbury...after Densmore 

successfully sued them over the use of the 
name "Doors of the 21st Century." 

Asked if he's surprised by the continu-
ing endurance of "Riders on the Storm," 

Botnick says, "By now, I've given up being 

surprised by The Doors' success. I'm seeing 

12-year-olds into The Doors. Their parents 

liked them. Some of their parents were into 
them, too. There's obviously a message 

there—that Jim is able to transcend the 
generations. I find it kind of flattering, too. 
It was pretty obvious at the time that what 

we were doing was pretty special." 
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fi? CODE 
FROM PAGE 122 

Tell me a little bit about how some of the 

songs came together 

The first song, "Poor Man's Shangri-La," was 

just myself, Jim Keltner and Mike Elizondo 

sitting down and playing; it was totally live. 

It wasn't mapped out. I just said, "I'm just 

going to sing and play and you follow. Don't 

stop. If I get through this, it may be good." 

Well, Keltner is used to it because we've 

been playing together some 30 years or so. 

Elizondo, being a kind of new cat for me, 

grabbed a hold and held on good. 

For "Muy Fifi," I told my son Joachim [a 

percussionist], "I need some cruisin' song 

that feels like we're boppin' along in a real 

low car about 20 miles an hour. You know 

what that tempo goes like. I don't know 

what we're going to do lyrically, but I'm go-

ing to want a song like that." So that's when 

Joachim came up with "Muy Fill," which he 

tooled from pieces of stuff from Havana. 

For the lyrics [of "Muy Fifil, Juliette 

[Commagere] had the idea of a mother and 

daughter arguing, because in those days, the 

Mexican home was busted wide open after 

the war and the girls started going out, and 

that was unheard of and parents started go-

ing crazy: "You can't wear your hair like that! 
You can't wear a dress like this. You can't go 

out with Smiley because he's got a knife." 

Little Willy G. remembered all that stuff from 

his childhood, and he sat down in an hour 

and wrote all those lyrics. 

For "Soy Luz y Sombra," we had to 

pitch it down five whole steps so that Ersi 

[Arvizu] could sing it. At that point, there was 

concern that the harmonic structure would 

evaporate. But what happened was that—at 

five steps lower—it reconfigured in a funny 

way and I liked it better. It sounds really soft 

and open, like a Jackie DeShannon recorcl or 
something like that. 

When you're working this way, you have 

to take what comes and work with it. It's 

unnerving sometimes, but it's fun because 

you don't ever get too wrapped up in your 

own preconceptions. There was no way on 

this record I could predict what was going to 

happen, so I stopped trying. 

Some of the people I found myself work-

ing with on this record are tremendously 

gifted. They're not famous or have the weight 

of commerce behind them—just good folks, 

you know, making a good record here. You 

would hope that would be recognized. I'd 

like to think that it is. There's a lot of talent 

out there, but it has to be organized now 

because it's not so easy. You're not going to 
wander into a record company and say, "Flip 

the deal on this. I'm going to make some 

good old-time LA Mexican music. You're 

down for that, aren't you?" You want to talk 

about blank looks—eyes rolling. [Laughs] 

Fortunately, Nonesuch saw that it was 

saying something and it fit in with them. 

The whole tragedy of '50s and '60s urban 

renewal expressed through the story of 

Chavez Ravine is one that bas countless 

variations throughout the country Person-

ally, it reminds me of the gutting out of 

Beale Street in Memphis. 

That was dreadful. Jim Dickinson would give 

me the update on all this from Memphis: 

"They're going to tear down Beale Street 

and put up a theme park!" That's what they 

always do. 

Inevitably, it comes down to bad plan-

ning, because even if you think the purpose 

of cities is to deliver the city to development 

and therefore money, they almost always 

end up making the wrong call because they 

could make more money and have more of 

a unified and expressive city if they would 

leave it. Wouldn't you rather go to the real 
Beale Street and spend your money—if 

spending money is your real objective—than 

the Disneyland Beale Street? 

The collateral damage [of neighborhoods 

disappearing] is that they don't make music 

like they used to. You just don't hear it be-

cause they just don't do it. 

I think it was [ethnomusicologist] John 

Lomax who said the worst thing for musi-

cians is the promise of money because it 

usually means they will stop doing what 

they did. They will stop thinking about what 

they did or feeling what they did because 

they're almost desperate to replace those 

impulses with the outer menu to survive, or 

[they] succumb to the allure of fame, money 

and power. This is the hidden tragedy. 

LA. is a city of big ethnic enclaves—Mex-

icans, Persians, Vietnamese—and they don't 

play their music. They wouldn't begin to do 

it. They just want to do hip hop. That's it. 

That's the whole city now. I have to say it has 

happened the same down in Havana, too. Up 

until around 2001, you could hear the music 

of Cuba in Cuba—other than tourist things, of 

course, which I don't count. But now, you get 

in a taxi and that's when you find out what 

people are into. It's Latin hip hop. I view that 

as the leading edge of the onslaught of the 

modem consumerism, because it seems the 

music gets co-opted to such an extent that it's 

like, "Here come the shoes and the jewelry 

and the product lines." 

You've always paid a lot of attention to the 

sonics of your recording& This is a particu-

larly fine-sounding album. 

Oh, thank you. Rail Jon Rogut, who is a real 
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good friend of mine, recorded everything. 

He did a great job—just beautiful—and he 

went through all kinds of hell doing it. We 

recorded at the auditorium upstairs at Vil-

lage Recorders (L.A.) trying to get a dance 

band sound. We worked with Pro Tools. 

We sampled every kind of crazy thing and 

did pitching. The whole thing became like 

a crazy puzzle that barely fit together. In 

the end, the challenge we had was that 
every song was so different from one from 

another, it looked like it was teetering and 

just going to fall off a cliff. 

Don Smith got it and wrestled the thing 

to the floor. Don saved this record. Don's 

got incredible resources and experience, 
so he knows what to do and how to make 

thine fit and sound more unified. Well, 

that was the trick. Because I tell you, at one 

point, I thought, "If this doesn't fit together 

and make sense, then it's going back to the 

drawer and I just don't care." It wasn't as if 

the workl or the music industry was saying, 

"Where's your Chtivez Ravine record? Hurry 

up! We want it!" I didn't have that problem. 

My problem was I wanted to put it out, but I 

wasn't going to do it unless it felt good. Don 

Smith made it feel good. He really made it 

work in the right arena sonically and made it 

I think it was John Lomax who said the worst thing 

for musicians is the promise of money because it usually 

means they will stop doing what they did. —Ry Cooder 

all thick. There are all kinds of different stuff 

in there. He certainly made it rock. 

After so much time trying to get this right; 

were there any issues you encountered? 

While we were finishing up, Don turns to 

me and says, "You know, you're going to 

have a problem with this record in the man-

ufacturing." I said, "Oh, God! What now?" He 

says he knows the Warners' system is to use 

Cinram and upload and download the music 

as files toward manufacturing. Every time 

they do this, the algorithms shift and you 

start to lose all this good stuff you like—such 

as the delays at the top where the voices are, 

where you've really concentrated on making 

them interesting and good-sounding. 

So, of course, I panicked. Here I am, 

finally three-and-a-half to four years into this 

and it had to be good. I went to the None-

such people and said, 'Tm going to show 

you the difference. You do your thing—that 

Cinram way—but I'm going to go to JVC 

and cut a master off glass." So they made 

one, and I went with the Cinram version in 

one hand and the glass master vLision in the 

other, and I went out to my Toyota, which is 

a reasonable way to listen to this. The differ-

ence was night and day. 

I said to the Nonesuch people, "I'm proud 

of my work and I need to know that it will 

go out to the world in the right way because 

it has no meaning otherwise. It's not linked 

to anything. It's not linked to touring. Its not 

linked to merchandizing. I don't see the back 

end of this in a natural-fiber clothing line or 

any such thing. This is it. This is the best I 

can do. You're going to understand that I'm 

not transactional on this. This is my artistic 

statement and I'm going to stand here and 

make sure that Is true." And they backed 

me up. We were able to persevere and get 

this [mastered] at JVC. 

But the handwriting is on the wall and I 

just don't know if it's going to be possible to 
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ever have a small victory like that again in 
the future. I just don't know what to think. 

I'm 58 now, so in my lifetime, it's come to 
this. I swear to you, I wouldn't do this if I 

thought my work had to come out sounding 

like pillows—like some soft-focused cloudy 
thing. If we're going to treat music differ-

ently—just as pure commodity rather than 
real human expression—then I guess it's 

another footnote, like the tape disappearing 
somewhere along the line. It's weird. 

You spent seven' years creating Chavez Ra-
vine. What was the quickest album you've 
ever made? 

Well, the record I did with All Farka Toure 

[Talking Timbuktu] took three days, because 

that's all the time he would spend. He didn't 
like Hollywood or LA., and he didn't like 

the U.S. at all. He was convinced there were 

evil spirits in the building. We were work-

ing at Western, which was then Cello, and 

he was convinced the place was full of evil 
spirits, and he may have been right. I said, 

'took, man, we keep the door closed and 

locked. Nobody's getting in here." He said, 
"No, they're in the building and if somebody 
comes in, like a helper or somebody, to 
bring us something, the evil spirits will come 
in with them so I can't stay here very long." 

We couldn't argue with Ali Farka because 

he's a very tough guy—a rough, insistent, 

dominating character. So you take three days 
and that's enough. We did a lot of work in 

those three days. 

I think [the soundtrack for] Paris, Texas 
took three days, too, because that's all the 

time [director] Wim Wenders had. That's an-
other example where you do what you can. I 

liked the idea. It's easy if your musicians are 

really good—like jazz players used to make 
an album in a day or two or three. That's 

no problem for them. Great players if they 
have an open form, can sit down and just go. 

When you start organizing things, then you 

go for a different thing and you might look 
for a different terrain, a different shape. 

The Chtivez Ravine project had to get 
done in its own time; that is all I can say. At 

one year, I thought I was done; I was certain 

I was done. Then by the end of the second 

year, I said, "Well, now I'm done, but it's a 
different record now." But then I decided, 

"No, I don't feel right. I like it, but I don't 

love it, so I'm not done yet." You just have to 
be open to these things. And have enough 
money to pay for it. Christ, it's expensive! 
There is malty magic to that kind of limita-
tion in a way sometimes. 

Absolutely! Especially if you have good, in-

stinctive people who respond and just go. 

This is off the subject, but what records read-

ay come to mind as being pivotal for you? 

Those Folkways collections were great. 
When I was a kid, it was hard to get that stuff. 

The only reason I heard blues was because I 
knew older people who were collectors and 

had records. When I was about 12 years old, 

I used to sit there every day and spend at 
least two hours a day playing these records 

and memorizing everything. That's the world 
that opened up for me on record. 
I remember when Sam Charters did this 

country/blues anthology of 15 or 16 artists 
on Folkways. It had an insert with photo-

graphs of the artists. At the time, I hadn't re-

ally heard of any of these people at all. He 

had everybody on there: Robert Johnson, 
Blind Willie Johnson, Sleepy John Estes and 

others. He had great taste because he had 
good ears, and so he picked the best record 

of each person and laid it out for you. 
There was nobody like those artists 

doing that kind of music in Santa Monica 

[Calif.]. It seemed very exotic and very ver-
boten and full of all kinds of mystery. I just 

thought, "I cannot picture these people. I 
don't know who they are or where they're 
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from or what it looks like." 

Eventually, I would meet some of these 

old guys. They'd sit there and say [he 

imitates an old blues artist], "Let me tell you 

boy...you do it like this." When I wasn't 

able to meet someone early on—like John 

Lee Hooker—I discovered that I had made 

up a whole scenario in my head of how 

he was playing and later realized I had it 

completely wrong! 

But it got me going. I made something 

out of that on my own, just by misreading 

the whole thing. Much later, when I finally 

saw [Hooker] and sat with him and watched 

him play, I thought, "Oh, my God! It's noth-

ing like I thought at all. All these chords 

I thought I was hearing, all these moves 

I thought he was doing, is just my mind 

filling in." So I thought, "Well, that's interest-

ing." So you end up doing certain things 

out of some personal fantasy level. 

It's like you read a book and your mind's 

eye takes some kind of ownership of that 

information and creates unique personal-

ized images. 

That's right! 

You were the flying saucer landing in their 

world 

[Laughs] Looking around and looking at 

things. But that's all I did; I didn't do any-

thing else. I didn't play football. I didn't go 

to the movies; that's what I did. So that's 

how you learn, I guess. 

Rick Clark would like to thanks M7SU's Court-

ney White for her hee assembling the story. 

BRAIN SPEAR 
FROM PAGE 123 

or other weird sounds. Instead, it's acoustic 

piano, organ and everything live—no se-

quences. We don't cut and paste anything; 

even background vocals go from the start of 

the songs to the finish. This was definitely 

different from what we have done in the 

past, because Spear really wanted to get that 

feeling. So the differences are actually more 

musical than sonic." 

O'Hare, who's worked with many of the 

top names in contemporary reggae, includ-

ing Zig,gy Marley, did the mixing, too, using 

the same Neve board. He says he kept most 

of the instruments fairly dry, with minimal 

EQ'ing. He used outboard gear and plug-

ins to approximate the "fatness" of 2-inch 

tape, which he loves. Spear was present for 

all of the mix sessions, and says, "We work 

closer together when we're mixing than 

when we're recording. I don't actually do 

I was thinking to go 

as close as possible 

to the '70s. When you listen 

to reggae today, nobody 

is carrying that kind of 

sound anymore. For some of 

us, it's our duty to achieve 

that original sound. 

—Burning Spear 

the mixing, but I know all the instruments, 

the arrangements, where things should go 

and what I want. I really love instruments, 

especially horns. When it comes to equip-

ment, I like the top-of-the-line because they 

can help you get the sound you want. I still 

like tape and think it has an edge over Pro 

Tools. But you don't see those types of ma-

chines around much anymore, and we did 

Freeman on digital tape." 

Spear, though, didn't go totally old school 

for Our Music: The release is a 21st-century 

DualDisc, with a DVD on the CD's (Upside. 

He thought embracing the new technology 

was a good and positive business decision, 

both for himself and for reggae in general 

For a small, independent record label, it was 

a big move. As Spear puts it, "You have to 

come strong and different with this music." 

O'Hare, on the other hand, says that it re-

quired nothing additionally of him techni-

cally; he just had to get used to a cament 

crew shooting while they worked. 

Generally speaking, though, the produc-

tion and mixing of Our Music went smoothly 

and was remarkably stress-free. "Spear went 

the extra mile on this album, and there's a 

real vibe on it," O'Hare notes. "I remember 

Spear's wife calling and telling me it was 

going to be a great album. She said, Makc 

sure his vocals are done well, and if he gives 

you any problems, give me a call.'" [Laughs] 

O'Hare never had to make that call. 

Meanwhile, the reggae star, who has al-

ready started working on material for his next 

album, waxes philosophical about his career 

path. "I've been in this business since 1969 

and saw all these guys [before me] do it. The', 

were just thinking about how to carry out a 

couple of dollars. But I wasn't paying atten-

tion to them. I was thinking about the show 

onstage and thinking about the future." 

SCHOOL 
SCHOOL OF AUDIO RECORD'f PRODUCTION a) 

NEVV YORK CITY 

'*# 

Institute of Audio Research 

800.544.2501 

64 University Place 

NYC 10003 

Licensed by NYS Education Department 

High School diploma or SED required 

Financial Aid if eligible 

• 4 Recording Studios 

(Orchestra - Voiceovers) 

• ProTools in All Studios 

• Surround Sound 

• Editing/Mastering 

• Producers/Musicians 
Available 

• Steinway B/Concert 
Timpani and Other 
Orchestra Instruments 

Recording Studios 

5609 Fishers Lane - Rockville, MI) 20852 
301.230.9100 - Fax 301.230.9100 

wmv.omegastudios.com 
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COOL SPINS  The Mix Staff Members Pick Their Current Favorites 

Richard Julian 
Slow New York 

Manhattan 

This isn't New York singer/songwriter Richard 

Julian's first album—apparently, he's had a few out 

on indie labels—but it's the first I've heard by him, 

and I'm thrilled by the discovery! Listening to this 

album is like reading a really good book of short 

stories—each song sets up its own mood and creates 

its own world, musically and lyrically. There are many 

ruminations on the human heart, on big and little 

moments observed or experienced, and excursions 

through the songwriter's psyche that move from 

comic musings to dark realizations, hitting many points in between. Musically, Julian moves easily 

between moody folk musings and tunes that incorporate bits of blues and jazz. Comparisons are always 

odious, but in his poetic and wryly confessional style, I hear echoes of Loudon Wainwright Ill; but in 

terms of the overall effect of the album, it took me back to the brilliant first record by Steve Forbert. 

Working with an ever-shifting group of really superb musicians (especially bassists Tim Luntzel and Lee 

Alexander, keyboardist Dred Scott and slide guitarist Tony Scherr), Julian's own acoustic guitar work 

helps give the music its pulse, while his voice—warm but worldly, with a hint of rasp—conveys much 

without over-reaching. The project has been wonderfully recorded and mixed for an intimate, in-your-

face sound; it feels like being in the same room as Julian and the musicians. And it turns out that's a 

very interesting and stimulating place to be. 

Producer: Brad Jones (one song produced by Lee Alexander and Norah Jones). Engineers: Brad Jones, 

Matt Boynton and Juan Garcia. Recorded at The Magic Shop (New York City); mixed at Alex the Great 

(Nashville) by Brad Jones. Mastering: Gene Paul/DB Plus (New York City). 

—Blair Jackson 

Herbie 
Hancock 
Possibilities 

Vector/Hancock 

Music 

What do you get 

when you combine Her-

bie Hancock with a broad range of talent, includ-

ing John Mayer, Annie Lennox, Paul Simon, Joss 

Stone, Carlos Santana, Damien Rice, Christina 

Aguilera; top-notch studio players from around 

the globe; great songs; and a great recordings? 

(Wonderful) Possibilities. The aptly titled CD is one 

of the latest efforts from Starbucks' Hear Music 

label with Hancock Music. Standout cuts include 

Aguilera's take on Leon Russell's "A Song for You," 

Damien Rice and Lisa Hannigan's " Don't Explain," 

Annie Lennox's " Hush, Hush, Hush" and Mayer's 

"Stitched Up." The only disappointments are an 

uninspired " Sister Moon" and a valiant but failed 

effort at making Stevie Wonder's "I Just Called to 

Say I Love You," featuring Raul Midon, sound hip. 

Still, this collection is a must-have. 

Producers: Hancock, Alan Mintz, Greg Phil-

inganes, Bryce Goggins, Bob Brockman, Yaron 

Fuchs, Steve Jordan, Alan Alagia, Paul Simon. (For 

studios, go to mixonline.com.) — Kevin Becka 
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Railroad 
Earth 
Elko 

Sci Fidelity 

The instrumentation is 

mostly that of a blue-

grass band (plus drums), but Railroad Earth 

sounds like they've listened to as much Grateful 

Dead as Bill Monroe—no wonder they are the 

rising darlings of the jam-band scene. The sextet 

has been around just five years, but in that time, 

they have established themselves as a formi-

dable live band, and this superb live two-CD set 

shows why: The group pens smart, memorable 

tunes; they display the sort of effortless virtuos-

ity one expects from a modern acoustic band; 

but most of all, they jam with confidence and 

purpose—there's no aimless noodling here, but 

lots of unpredictable adventure. With seven 

of the 13 tracks clocking in at more than nine 

minutes, you know these guys are serious about 

pushing the envelope. 

Producers: Railroad Earth. Recorded by Mike 

Partridge and Johnny Grubb. Mixed by Grubb, 

Todd Sheaffer and John Skehan at Chez Fur Stu-

dio. Frank Kevorkian/Avatar Studios. 

—Blair Jackson 
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Various Artists 
Gospel Music 

Hyena 

Is it really possible to 

capture the breadth and 

depth of gospel music in a 

single 18-song CD? Probably not, but this extraor-

dinary disc comes close. It doesn't have a single 

weak moment, as it bops merrily through some of 

the greats of black gospel, old and new(ish). From 

the former come offerings by the Golden Jubilee 

Quartet, the Swan Silvertones, the Harmonizing 

Four and The Trumpeteers. The middle period 

finds Original Five Blind Boys of Alabama, Sam 

Cooke & The Soul Stirrers and Mahalia Jackson 

sounding so fine. And from the " modern" era, 

there are dependable names such as the Staple 

Singers, Rev. James Cleveland and Dorothy Love 

Coates. From intricate harmonies to full-on testi-

fyin' shouts, this collection covers a lot of stylistic 

and emotional range. You'd have to be a zombie 

to not get a charge out of it, and even then, it 

might give you a pulse. 

Executive producers: Lee Friedlander and Joel 

Dom. Many different producers, engineers and 

studios, but none listed. Mastering: Gene PauVDB 

Plus (New York City). —Blair Jackson 

Clear Static 
Clear Static 

Maverick Records 

It's time to bring out 

your black eyeliner from 

the '80s (but please, not 

the tight black-leather pants) and get glammed 

out with Clear Static's self-titled debut. Harking 

back to the era of excess, Clear Static brings The 

Cure's heyday back to life. From the teasing lyrics 

of " Make-Up Sex" to the synthed-out lines swirl-

ing around " Near Years 1984" and "97 Lies," 

it's no wonder that the band landed the opening 

act for Duran Duran's 2005 tour—no joke. Full of 

spacious production thanks to producer/engineer 

Tommy Henriksen (Revis, Brooks Buford, Mighty 

Six Ninety), Clear Static gives a nod to its glam 

roots but also earns current rock cred with thun-

dering drums, deep bass lines and irresistible vocal 

hooks. Just beware of the dance-rock bliss that 

may occur from excessive listening. 

Producer/engineer: Tommy Henriksen. Mix-

ing: Mike Shipley. Additional credits: Jeff Pilson, 

Tony Phillips, John Ewing Jr., Valente. Studios: 

Sound City and Pilsound (both in Van Nuys, 

Calif.), Cherokee Studios (West Hollywood), 

Scared Stone. —Sarah Benzuly 
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SXSW 2006 Keynote: 

Neil Young 

Go to sxsw.com for 

registration discounts, 

conference updates 

and a list of 

showcasing 

artists. 

THE SXSW MUSIC AND 

MEDIA CONFERENCE 

showcases hundreds of musical 

acts from around the globe on 

fifty stages in downtown Austin. 

By day, conference registrants 

do business in the SXSW Trade 

Show in the Austin Convention 

Center and partake of a full 

agenda of informative, provoca-
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hundreds of speakers of interna-

tional stature. SXSW Music 
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in 2006. 
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COAST 

L.A. GRAPEVINE 

by Heather Johnson 

In our increasingly isolated society, where 

people can't hear their neighbor outside of 

the earbuds stuffed in their ears, where bands 

can make a record by e-mail and an engineer 

can mix it from the other end of the globe, 

it's a nice change to hear about bands that 

choose to share the same space, and about 

young engineers who can take old-school 

techniques passed on by their mentors and 

make them compatible with today's super-

advanced recording equipment. 

PHOTO SARAH SIMON 

album from the Red Hot Chili Peppers, 

a double-disc tentatively titled Stadium 

Arcadium produced by Rick Rubin. As a 

mix engineer, Hewitt had some singles and 

indie albums under his belt, but none at 

such an established level as this funk-rock 

foursome and their renowned producer. 

He's using everything he's learned through 

the years, from splicing tape to engineer/ 

artist psychology. 

It's not his first time working with the 

Peppers. In 2001, Hewitt 

moved to L.A. to work at 

Cello Studios with Scott 

on their album By the 

Way. After that, guitarist 

Frusciante enlisted Scott, 

with Hewitt assisting 

him, to engineer and mix 

Shadows Collide With 

People. "That ended up 

taking longer than Jim 

anticipated, so he told John, 

'Take Ryan in the other 

room and keep working, 

and when you're ready, 

I'll mix it,'" says Hewitt. 

"That wound up turning 

into two or three months 

of work, and we became 

good friends. About a year 

later, I recorded and mixed 

a series of six solo records 

with him on Record 

Collection." 

During that time, 

Frusciante mentioned that he'd like Hewitt 

to record the Chili Peppers' next record, 

but when the time came, Rubin hired Mark 

Linett. But Hewitt got a call anyway. "John 

and I could work quickly together and had 

a good rapport," Hewitt says. "At the end 

of a 10-hour tracking day, John wanted to 

do more work, so they brought me in to 

do all the overdubs with John and [bassist] 

Flea. I also ended up re-cutting what 

are potentially the first two singles and 

recorded the basic tracks for a bunch of 

other songs." 

The band recorded at Rubin's (reportedly 

—CON77NUED ON PAGE 136 
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Engineer Ryan Hewitt at The Pass 

In the case of engineer Ryan Hewitt, that 

side-by-side teaching came from some of 

the best recordists in the industry, starting 

in the Remote Recording Services truck 

with his father, esteemed live/broadcast 

engineer David Hewitt, when he was just 

13 years old. A little later in life, say, after 

college, Hewitt learned more tricks from 

Elliot Scheiner, David Brauer and Jim Scott. 

Not a bad start. 

Dozens of assisting gigs and a few 

choice lead engineer credits (Blink-182, 

John Frusciante, Alkaline Trio) later, we 

find Hewitt entrenched at The Pass in 

the middle of mixing the forthcoming 

NASHVILLE 

by Rick Clark 

SKYLINE 

I first bumped into Brad Vosburg years 

ago, when I was living in Memphis and 

he was a young hotshot engineer working 

at a number of studios around that town, 

like Kiva,Andent and, particularly, Eli Ball's 

studio The Warehouse, which was part of 

a production venture through PolyGram at 

the time.' lost touch with Vosburg when he 

moved to L.A. and I relocated to Nashville. 

While in LA., he worked extensively 

with Digidesign, primarily as a technical 

support specialist, technical trade show 

manager and product specialist. I recently 

found out he had moved back to this 

part of the country and is the owner of a 

studio he built, Fox Mountain Productions 

(www.foxmountain.com, Brentwood). 

Vosberg clearly loves the change from 

L.A. "I've always felt more comfortable 

in a studio environment producing, 

engineering, et cetera," he says. "It's like 

putting on an old pair of sneakers that just 

fit right. After working at Digidesign for 

five-plus years, I decided to come back to 

my roots in the South and slow it down. 

My wife and I became parents recently, 

and I wanted to raise my daughter in a 

different environment from Hollywood. I 

also decided this was a great opportunity 

for me to leave Digidesign, stop talking 

about Pro Tools and use the knowledge I 

had accumulated over the years. Nashville 

was the logical choice for me because 

it's got so much music diversity now and 

there's always a demand for someone 

with my skills." 

Besides producing and engineering, 

Vosburg decided to draw upon his 

extensive Pro Tools experience to offer 

one-on-one instruction in the Nashville 

market. Anyone who is stumped on how 

to navigate something in Pro Tools or just 

wants a great, pro-level tutorial on that 

format would do well to look him up; 

after all, Vosburg has received certification 

as an Expert Operator of Digidesign's 

Pro Tools Audio Workstations, a level of 

expertise presently shared by only nine 

other people in the world. 

"It became apparent that there were 

engineers here that desired a more 
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personal instruction approach, either 

to learn advanced techniques or basics 

from the beginning," says Vosburg, who 

teaches out of Fox Mountain. "So much 

more information can be covered in the 

same amount of time, and for high-end 

professionals, time is money." 

In putting together Fox Mountain, 

Vosburg set out to create a unique 

environment—not just another Pro Tools 

mix/overdub space. He also wanted to 
have a good tracking room and extreme 

isolation between the studio and the rest 

of this house. "We lucked out with 12-

foot ceilings in our basement, so we did 

a room within a room'—floated floors, 

angled windows, dead air space, multiple 

layers and buckets of liquid nails. One 

of the things I'm most proud of was my 

insistence upon having natural light. The 

designer pleaded with me to brick up the 

existing windows, but I found a way to 

keep the light by using glass blocks and 

laminated glass sheets." 

Vosburg has also been working on 

a number of projects, most recently with 

producer James House. One artist that has 

Vosburg particularly excited is Loretta Lynn's 

granddaughter Tayla Lynn. The project is 

for House's Villa One label, which is being 

—CONTINUED ON PAGE 136 

Brad Vosburg at his Fox Mountain studio, which offers a Pro Tools space, 

a good tracking room and extreme isolation between studios and home. 

NEW YORK 

by David Weiss 

METRO 

Martina McBride and band at Carnegie Hall for the Grand Ole Opry's 80th birthday celebration 

Striking similarities abound, but ultimately, 

New York City and Nashville aren't exactly 

thought of as two great tastes that go great 

together. Every once in a while, however, a 

fleet of cowboy boots is seen on Broadway, 

and when they are, musical magic is 

probably in the making. In November, the 

legendary Grand Ole Opry celebrated its 

80th anniversary at—where else?-57th 

Street and 7th Avenue, 

in the equally legendary 

confines of Carnegie Hall. 

Carnegie Hall stands as 

one of North America's 

most revered live venues 

since hosting its first 

concert in 1891, and 

85,000 events later, 

it shouldn't be too 

surprising that a country 

show or three has 

crossed its stage. In fact, 

this show was the third 

visit for the Grand Ole 

Opry, after memorable 

shows in 1947 and 

1961. Not surprisingly, 

expectations for the live 

recording of this event, 

COAST 

which featured such country stars as 

Trisha Yearwood, Vince Gill and Charlie 
Pride, were much higher than ever 

before, especially given the deep radio 

broadcasting and recording experience 

that the Opry's engineers have racked up 

in their Nashville venues: the Grand Ole 

Opry House and Ryman Auditorium. 

"We're the longest-running live radio 

broadcast in history," points out Steve 

Gibson, musical director for the Grand 

Ole Opry. "We produce live radio, live 

TV broadcasts on Tuesday, Friday and 

Saturday on Great American Country IGACJ 

cable, we're also streamed on the Internet 

and simulcasting to Sirius Satellite Radio. 

So on any given evening, we're presenting 

a live concert to a 4,400-seat auditorium 

and then airing it across the world." 

In Nashville, the considerable audio 

action is captured first through a Euphonix 

System 5 console before moving to a rig 

powered by Dual-Core AMD Opteron 

processors running Steinberg Nuendo. "We 

have in excess of 50 artists per week for the 

two-hour shows," adds Kevin Reinen, chief 

technical engineer for the Opry. "During 

that evening, there can be any number of 

—CONTINUED ON PAGE 137 
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SESSIONS A\D STUDIO \EVVS 

Front row: Chas Hodges and Cowboy Jack 

Clement. Standing: engineer Ron Lynn and 

Jerry "21." Allison 

HARBOURSIDE STUDIOS 
SWEET RECORDING ON VANCOUVER'S NORTH SHORE 

The newest addition along the North Vancouver, B.C., waterfront, Harbourside 

Studios (www.harboursidestudios.com) has set out its shingle for music 

recording, stereo and surround mixing, film and TV post-production, and a 

variety of support services. Launched in September 2005 inside an extensively 

converted warehouse, the one-room facility offers a Trident DREAM Series 24 

console, chosen partly "for its great analog pre's," says owner/producer Tony 

Rudner, who runs the studio along with manager Valerie Biggin. A Digidesign 

Control124 and a Pro ToolsIHD workstation also live in the control room, while 

iZ RADAR and Masterlink ML-9600 hard disk systems allow clients to work with 

either system, or some variation of the two. Visitors can also mix in surround, 

with monitoring provided by Dynaudio 5.1 6As, Mackie 824s and a Tascam DSM 

7.1 digital surround controller, with the ubiquitous Yamaha NS10s on hand for 

near-fields. 

With studio designer John Vrtacic providing a few pointers, Rudner and a 

team of builders constructed the studio from the ground up on floating floors. 

The mid-sized studio area contains two iso booths, one with a Yamaha G3 

grand piano; with the room's 16-foot-high ceilings, the space is suitable for 

most tracking sessions. "Because the ceilings are so high you get the feeling of 

a very large studio when you record," says Rudner. 

The studio itself, which has already seen activity from producer/engineer 

Jeff Dawson, who came in to record local artists Winston and Brendan 

Paris, is only one aspect of the multifaceted company. Rudner, a musician, 

composer and producer in his own right, also runs in-house publishing and 

production companies and a record label. 

BEHIND THF GLASS 

Harbourside Studios owner 

Tony Rudner in this (Trident) 

DREAM studio. Inset: The 

tracking room 

But the best perk of all—chocolate. Harbourside Sound smartly positioned 

itself right next to Thomas Haas Chocolates, which means some of the word's 

finest handmade chocolates and other treats are just steps away. Also nearby: 

Spa Utopia, cozy eateries and a view of downtown Vancouver. 

CHAS JOINS CRICKETS TRYSTAN LANE TRACKS 
NEW ALBUM IN THE WORKS ROCKERS ISSUE NEW EP 

Chas Hodges, the "Chas" of the British rock duo Chas & Dave, and 

Jerry "J.I." Allison, drummer for The Crickets, visited Ron Lynn's Merlot 

Sound Studio 

(www.ronnlynn. 

com/merlotsound 

.cfm), located 

just outside of 

Nashville, to 

work on tracks for 

their forthcoming 

Crickets album, 

which features 

a number of 

special guests. 

The legendary 

Jack Clement 

came in to play 

dobro, while 

Lynn manned the 

Yamaha 02R. 

Pop/rock group 

Trystan Layne recently 

tracked and mixed 

their forthcoming 

self-produced EP at 

SugarHill Recording 

Studios ( Houston) 

with engineer Josh 

Applebee. "Josh had 

wahliot of great ideas 

le recording;  

without him, I'm sure 

that the direction of 

this record may have 

gone a different way," From left: drum tech Robbie Parrish, Avril Asprec 

says lead vocalist/ (guitar/vocals), engineer Josh Applebee and 

guitarist Avril Asprec drummer John Simmons 

on their SugarHill 

experience. The group plans to hit the Houston club scene to promote the 

EP and its debut single, "Tomorrow Never Comes." 
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TI—IE MASTER'S CORNER 

JANIS IAN'S NEW BLACK 
INDEPENDENT MASTERING 

From left: Don Cobb, Janis Ian and Eric Conn 

According to singer/songwriter Janis Ian, Folk 

is the New Block—at least that's the title of 

her new album, just mastered by Don Cobb 

and Eric Conn at Independent Mastering in 

Nashville. Ian recorded and mixed the album 

at Masterlink on Music Row with engineers 

Chad Hailey and Rob Clark, and mixed to 

(what else!) Masterlink. 

STARCITY IN DEMAND 
STUDIO POSTS WORLD CAFÉ 

From left are Lily Salinas, StarCity Recording 

Company's director of operations; jazz legend 

Chick Corea; and Tom Emmi, president of Ace 

Entertainment. 

Tom Emmi, president of Ace Entertainment 

and education &rector at Philadelphia's World 

Café Live, selected StarCity Recording Company 

(Bethlehem, Pa.) for audio acquisition, 

mixing and post-production of the upcoming 

MusicLab at World Café Live. The program will 

be available from iN DEMAND Networks, an 

aggregator and supplier of video-on-demand, 

pay-per-view and HDTV programming. 

`41.-• 
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Sound on Sound clients made their way to the 

studio's new home at Right Track Recording (NYC), 

where the two companies are now partnered. Corey 

Gunz tracked with producer Chucky Thompson and 

engineer Young Guru; Field Mob mixed with Kenji 

and Pat Viala; The Bosses tracked and mixed with 

K Boogie and Steve Bauman; Bossman mixed with 

Rockwilder and Viala; LL Cool J tracked and mixed 

with Keezo Kane and Young Guru; and Interscope/ 

Aftermath mixed the 50 Cent movie soundtrack with 

Sha Money XL and Vials.. Over at Avatar (NYC), 

Donald Harrison recorded for Nonesuch's Katrina 

Benefit Album, Joel Dom produced, with Anthony 

Ruotolo engineering. Also at Avatar, Jay Newland 

produced an album for Nigel Kennedy; Lawrence 

Manchester tracked and edited music for the film 

Across the Universe; and Talking Heads held a 

listening party celebrating their new box set. For the 

Talking Heads gig, ELS Surround and Acura sponsored 

and drove two 5.1-equipped Acura sedans into the 

studio! Also, Travis came to track with producer Fran 

Healy and engineer Ross Petersen...Loho Studios 

(NYC) cranked out projects for Lindsay Lohan, in 

to record "I Want You to Want Me" with producer 

Butch Walker and engineer Russ T Cobb; Japanese 

rockers the Back Horn recorded their fifth album with 

engineers Joe Hogan and Gus Oberg...John Mayer 

and producer Ric Ocasek both visited The Cutting 

Room (NYC) for interviews with Matt Pinfield for HD 

Net broadcast. The interviews were filmed in Studio A. 

In Studio B, Carmen Electra contributed vocals to an 

Ultimate Hustla track, and Steve Greenwell recorded 

and mixed Susan Cagle's new release.. At StarCity 

Recording Company (Bethlehem, PA), Nathan Lee 

Jackson and Bridges and a Bottle both tracked new 

Future Disc Mastering (Los Angeles) engineer Steve Hall 

just finished Gerald Albright's new album, New Begin-

nings, in Studio 6. From lek producer Ron Moss, Gerald 

Albright and engineer Steve Hall. 

albums with producers Jeff Gilman and Zack Rizvi, 

with engineer Carl Cadden-James. 

SOUTHERN CALIFORNIA 

At the Pass Studios (L.A.), Ryan Hewitt mixed the 

upcoming Red Hot Chili Peppers album for producer 

Rick Rubin...At Chalice, Signet Sound and Westlake 

Studios (all L.A.), Ross Hogarth worked on tracks for 

Josh Graban with producer Walter A. Hogarth later 

Angwish completed their new album, All the Problems, at 

Catalyst Recording (Charlotte, N.C.) with producer/engineer 

Rob Tavaglione. From left: drummer Paul Robinson, front-

man Brian Bielanski and bassist Rachel Malmberg. 

commuted to Venice to record Oliver Black for producer 

Michael Beinhom, 

MIDWEST 

Producer Obese Genius visited Boiler Room (Chicago) 

to master the new CD from The Dysmal with engineer 

Collin Jordan...Producer/engineer Jeff Taylor mixed 

tracks for hip hop artist Kardel at Madjef Studios 

(Minneapolis). 

SOUTHEAST 

In addition to working on Angwish (pictured above), 

producer/engineer Rob Tavaglione worked on 

projects for Alex Mauldin and Dave Barry (aka DB) at 

Catalyst Recording (Charlotte, NC.).. Edwin McCain 

Is finishing tracks for his latest CD at the new ONG 

Studios (Greenville, SC) with producer Noel Golden and 

engineer Shawn Grove...Karian Studios (Nashville) is 

offering a discounted rate through February to CMA 

members—amenities and guest accommodations 

included. Call 615/230-4999 for details. 

SOUTHWEST 

Vibe Committee just completed recording and mixing 

their album with SugarHill (Houston) senior staff 

engineer Steve Christensen. 

NORTHWEST 
Papa Mati finished a new album at Hyde Street's (S.F.) 

Studio C with producer Dan Prothro. Jolie Holland 

worked on a live and studio album with engineer Justin 

Phelps. Additional work was done at Tiny Telephone 

(S.F.).. One Union (S.F.) engineer Joaby Deal worked on 

a 15-second Comcast spot featuring the Dave Matthews 

Band for PBS HD. The spot was designed to show the 

contrast between normal and HDTV...SF Soundworks 

(S.F.), which recently popped in a second SSL 9000J, 

welcomed DJ Shadow, in producing mixes for Lateef 

and 0-Tip with engineers Count and Rachel Allgood; 

Joe Chiccarelli produced and mixed projects 'or Burden 

Brothers and Animators; producer Lee Townsend 

teamed with mix engineer Adam Munoz for a Jonah 

Smith album; and PC Muñoz produced a new album for 

Derek Lassiter, with Allgood aid Justin Lieberman 

handling tracking and riming duties. • 

Send your session news to mixtracksheet®gmail 

.com. High-resolution photos encouraged! 
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haunted) Laurel Canyon mansion/studio 

(site of BloodSugarSexMagik) with Flea, 

Frusciante, drummer Chad Smith and lead 

singer Anthony Kiedis nearly elbow to 

elbow with each other. Amps bled into 

drums, drums bled into amps, and Kied.is 

ran through scratch vocals as they put 

down the basic tracks together. A Neve 

8068 and Studer A800s captured the whole 

thing onto 2-inch tape. "The band is all 

about good sound, and they love working 

on tape," says Hewitt. "They're incredible 

musicians, and they're all way into '60s and 

'70s rock 'n' roll, where the imperfections 

become signature to the song. They don't 

necessarily believe in 'perfect.' It's all about 

a vibe and a feeling being created. Working 

on tape takes commitment!" 

They went for the live feel, but stayed 

for months of guitar and vocal overdubs. 

Hewitt handled Frusciante's at both the 

Laurel Canyon mansion and Frusciante's 

home studio (which Hewitt helped him 

build), while engineer Andrew Scheps 

recorded ICiedis' vocals at the Laurel Canyon 

site and at Rubin's home studio. 

Hewitt thought his job would end 

there, but he didn't get off that easy. He 

auditioned and won what I'm calling the 

"2005 Great Chili Pepper Mix-Off." "They 

didn't have a firm idea of who they wanted 

to mix the record, so they had me and four 

other guys do a test mix," says Hewitt. "We 

all mixed the same three songs, and then 

Rick and the band listened to them blindly 

without knowing who was who and picked 

the mixer. It was nerve wracking. When I 

did the test mixes, I just went for broke and 

did what I like to do, which is make things 

big, exciting, live and just rock! If you had 

told me five years ago I'd be mixing a Chili 

Peppers record, I'd have told you you're 

crazy. It's an amazing opportunity." 

Working in The Pass' Mix Room on the 

automated Neve 8078A, they're wielding tape 

again, mixing the 38 songs they recorded to 

an Ampex 1/2-inch machine, using Pro Tools 

for backup and the Tonelux 1604 console 

for extra faders. They even edited on tape, 

cutting between different takes on songs 

that weren't one-take wonders. 

So aside from maybe a little tape hiss, 

how's it sound? "Everyone's asking me, 

'Are they bringing back the funk?'" Hewitt 

confides. "All I can say is, 'Yes.-

Sad but true: Just a few days before the 

holidays, O'Henry Sound Studios ceased 

operations. For the past 13 years, the three-

mom facility has hosted a range of music 

and film projects. Of the former, guests 

include Macy Gray, Lyle Lovett, Charlotte 

Church, Los Lobos and The Wallflowers, 

to name a few. But the studio's appeal as 

a film scoring and mixing site took hold 

early on, as well, with such projects as 

Anchorman, The Passion of the Christ, Elf, 

13 Going on 30 and the second two Matrix 

movies passing through the doors. O'Henry 

had one of the more popular live rooms in 

L.A.—Studio A, a 50x32-foot space, paired 

with a sprawling, 88-input custom console 

with API modules and EQs and 5.1 monitor 

matrix, among other features. The studio 

had recently installed a Digidesign ICON in 

Studio C and outfitted all three rooms with 

Pro Tools I HD3. 

Watch for further information on O'Henry 

in this column and on www.mLxonline.com. 

And meet our new L.A. editor in this space 

next month. 
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distributed through RCA. 

To record Lynn's vocal, Vosburg pointed 

out one of their favorite signal paths that 

best captures the magic: An Audio-Technica 

AT4060 and the API 512c mic pre through 

the classic Universal Audio 1176. 

Vosburg also recently wrapped up 

working with an indie modem pop/rock 

quartet called Dime Store Thieves for their 

album Got to Get in to Get Out. "They 
sound a little like Coldplay, mixed with 

Radiohead, a dash of Tom Petty and a 

pinch of some otherworldly jam band," says 

Vosburg, who co-produced the project with 

the band, as well as engineered and mixed. 

"They have this incredible work ethic and 

were very focused in the studio and open 

to experimenting with different recording 

techniques. Their songs are now available 

on iTunes." 

Another project Vosburg has recorded is 

the hip hop artist Versus for his upcoming 

spring release, Listening Session. "I mixed 

the record here at Fox Mountain using Pro 

Tools I HD, lots of outboard gear, [Empirical 

Labs] Distressors, 4-channel Transient 

Designer, some UA stuff, and for plug-

ins, Waves C4 and L3," he says. "I love 

everything about the Distressors. Besides 

the 'nuke' setting for room mics, which is 

obvious, I just like the way they sound at 

less-extreme settings. They're great for a 

gentle vocal smoothing. 

"The Transient Designer is also amazing! 

Back in the day, we used slow attack 

compression and frequency adjustments to 

give percussive tracks more thwack! With 

the TD4, I can dial in my attack or sustain 

independently of the frequency and tone. 

Now that I've used one, I can't imagine 

mixing without it." 

The Nashville Club Cubase/Nuendo 

users group has been meeting every fourth 

Thursday of the month at SAE for a little 

more than two years now, and at least once 

a year, they like to have a big event. This 

year, Grammy Award-winning songwriter/ 

producer Tommy Simms and Grammy- and 

Dove Award-winning producer/engineer 

Bryan Lenox came in to track an unsigned 

artist whom they are developing named 

Nikki Leonti. 

They did the 32-track session on a Dual-

Core AMD Opteron system running Nuendo 

3.1 at 24-bit/192k. The session also used the 

new Lynx Aurora 16 AD/DA converters and 

the AES-16, and RME AES-32 sound cards. 

The DAW had two Raid Zero arrays with 

more than a Terrabyte of storage, backed 

up to FireWire drives. 

Steve Lamm, of Cryptic Globe 

Recording and the host of Nashville Club 

Cubase/Nuendo, felt the event was a great 

success and was pleased with the level of 

participation throughout. "Dave Piechura 

from Vintage King brought in a lot of great 

high-end gear from the likes of Chandler 

Limited, Korby Microphones and Universal 

Audio," Lamm says. "Blackbird Rentals also 

donated a lot of excellent high-end outboard 

gear for the event. We also featured Seventh 

Circle Audio Preamps. Vince Melamecl— 

who has played with The Eagles, Bob Dylan, 

Jimmy Buffet and others, and is also a very 

successful songwriter—led a discussion 

about songwriting and technology. He 

shared so much about how he uses 

technology for creativity and songwriting. 

Chuck Moore from SAE led a discussion 

on surround sound technology and mixing. 

Greg Ondo, who is the national product 

specialist for Yamaha/Steinberg, was also in 

attendance and talked about new Steinberg 

products and fielded Steinberg-oriented 

questions." 

Lamm is also very enthusiastic about SAE 

and the school's support of Club Cubase/ 

Nuendo. "SAE is an outstanding teaching 

facility," he says. "They have a fantastic 

studio with an SSL 4000G and second 

control room with Neve VR Series console. 

In addition, they have a surround mixing 

room and many, many other smaller rooms 

for a huge variety of workstations. They 

have a first-class teaching staff and strive to 

keep on top of current technology, as well 

as old-school knowledge so they can pass 

it along to their students. They have been 

kind enough to let us host this users group 

from the time we started it." 

Send your Skyline news to mrblurge@mac 

.com. 
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different performances where you'll see five 
artists that cross the stage. We multitrack 

everything—that's 56 tracks coming off 

the stage—and record that into the AMD/ 

Nuendo rig. That ends up being 300 gigs of 
information per week. The reason we do 

all this is that you never know what will 

cross the stage: The open platform means 
anything can happen during the week. It's 

a structured free-for-all." 

For Gibson and Reinen, precisely 

recording the 80th anniversary concert 
for a 5.1 surround DVD and stereo meant 

balancing the freewheeling nature of the 
Opry with the refined, signature acoustics 

of Carnegie. "The Grand Ole Opry is a 
living, breathing live experience, and as 
such, we wanted to try to capture the event 

with historical and cultural perspective— 
you don't know when you'll capture a 

magical performance moment that will 

never happen again," Gibson says. "The 
key was to record everything to Nuendo 

with a view toward having it not only for 

archival purposes, but also a two-hour 

special for GAC and the option of a DVD 
remix. 

"I had an opportunity to listen to 

Carnegie Hall from a number of locations, 
and the stage is one of liveliest stage 

performance venues I've ever encountered," 
Gibson continues. "It's good but very live. 

The hall itself is remarkably even, with 

smooth and spectacular sound even up on 
the rear of the fourth floor, under the top 

balcony. Often without reinforcement in a 

hall, things start to get mushy in the corner, 

areas get built up or there's a lack [of 

certain frequencies). At any location from 

within Carnegie, everything remained— 

the detail, separation and clarity were just 

remarkable." 
With those characteristics in mind, the 

Opry crew—which also included TV mixer 
Steve Marcantonio, general broadcast mixer 
King Williams and head of technical Services 

Jon Mire—focused first on managing the 

sound from the stage. "There's nothing 

more frustrating than having too much 
volume in a magnificent hall," states Gibson. 

"Essentially, we encounter something similar 

with Ryman Auditorium. I'm not comparing 
[Carnegie and Ryman) one-to-one, but it's 

an old building designed for performance 
before amplification was ever available, 

and we've found there's a learning curve 

for artists who play at Ryman, where they 
need to play at lower volumes onstage. 

"Where the orchestra sits at Carnegie is 
an extremely live stage. It's such a fabulous 
building we wanted to keep the stage 

volume as low as possible. So instead of 

being an amplified program, we urged all 

artists to consider their material carefully, 

use as many acoustic instruments as 
possible and eliminate electric instruments 

with the understanding that volume must 

be kept to a minimum. As a result, people 

didn't use much signal processing. A 
couple of guitarists used stomp pedals, but 

there were no big pedal boards. We also 
went without in-ear monitors, which really 

encouraged more of an organic event and 
certainly a hall experience. Everyone was 

very gracious. We only had two guitar amps 
onstage, a bass amp with a DI and small 
drum kit with kick, snare, two cymbals and 

a floor tom." 

At that point, it was time to start plugging 
in the microphones. 

When all was said 
and done, the scheme 

numbered 32 stage 
inputs, plus nine more 

to cover the audience. 

In addition to four 

vocal mics (including 
two wireless), Opry 

specifications included 

Shure SM57s to cover 
the two Blackface 

Fender Twin amps, six 
Neumann BCM 104 

instrument mica and an 

Ampeg SVT-DI for bass. 
Camegie's standard 

audience coverage 

setup, including three 
Sennheiser shotgun 

mica from the stage 

front pointed L/C/R, 

plus a Schoeps mic 

hanging 45 feet high mid-hall and pointed 

straight down, was left intact. 

Next, the mica were run to Camegie's 
front-of-house Yamaha PM1D digital console 

(supplemented by a PM5D for monitors). 
"Very little compression was used because 

of the very low stage volumes," Reinen 
says. "They maybe had done a little EQ'ing, 
but no hard compression was necessary 

for any of the instruments other than the 

standard vocal compression. Reverbs were 

not necessary because of the brilliance of 

the hall." 

From there, the in-house Carnegie 

feed was split to a Sony Oxford-equipped 

broadcast truck parked outside supplied 

by All Mobile Video (AMV, New York City). 
Next, a MADI split went to a secondary truck 

where the Opry's mobile AMD/Nuendo rig 

captured the performance. "We took the 
split directly off the console—post-EQ and 
dynamics—directly routed from the Oxford 

to the MADI stream to us, interfacing 

via RME MADI cards installed from the 

DAW," explains Reinen. "One reason we 
use Nuendo is the ability to interface with 

MADI. You can't do that with Pro Tools, 

and our Euphonix System 5 console at 
home is completely MADI-driven, as well. 

So it gives us the platform and immediate 

connectivity that we were looking for, and 

the sound quality is fabulous. 
"We also couldn't do what we do 

without the power and durability of the 

AMD equipment. Currently, we back up to 
a 300-gig FireWire drive every week. When 

we upgraded to the Dual-Core system at 
the Opry house in September, we found 

that the speed and reliability upgrades were 

pretty incredible: Some of these are 5,400 

Steve Gibson (left) and Kevin Reinen at the Grand Ole Opry Studio 

rpm speed hard drives pulling in 56 tracks 

at 48k, and our Dual-Core AMD rig has 

knocked down the time for remix almost 
in half." 

As you might expect from a group 

of seasoned engineers recording an 
ensemble of pro performers in one of the 
most highly revered halls on the continent, 
the audio that passed through to the hard 

drives that evening was as memorable 

as expected. "We captured exactly 
what we wanted to," Reinen concludes. 

"The room is just phenomenal, and the 

room milcing that the Carnegie guys did 

allowed us to hear the nuances; every 

detail of everything we wanted. Today, 

with so much music being manufactured, 
the ability to take these phenomenal 

performers and capture it in raw form is a 

very powerful thing for us." 

Got news for the Metro? E-mail clavicle 
dwords.com. 
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on their labels to which color television for-

mat would be approved by the FCC—would 

end up being divisions of the same company, 

to say nothing of being owned by a Japanese 
conglomerate? 

These media behemoths have the mar-

keting, the advertising, the exposure in 

multiple mediums and the sheer financial 

muscle to make the biggest splashes in the 
entertainment world. And, of course, that's 

the primary reason why they remain so 

influential. But the flip side of that is audi-

ences like to be told what to like. We want 

people and institutions to look up to, to tell 

us how to behave and what to pay attention 

to. If a friend tells you something is cool, 

well, maybe it is. But if Warner Bros. tells 

you something is cool—especially if it can 
dress its marketing machine up as some kind 

of super-hip teenage online community and 

keep repeating it using the glitziest of music 
and graphics and costumes and toys and 

whatever—then it must be. 

In the classroom, we want the teacher, 

not the other students, to tell us what we 

need to know. We may know some people 

who make us laugh sometimes, but we 

always laugh at Jon Stewart and Jay Leno. 
In concert, we want the artist to speak to 

us, and we're not interested in what those 

around us have to say. (Would you please 

shut up!?) We watch talking-heads television 

and listen to talk radio because we want to 

hear what those people are thinking—that 

is, once we get past the narcissistic impulse 

of trying to get our phone call on the air. 

These institutions filter what comes our 
way, and we need them. There's just too 

much stuff out there for us to do it ourselves. 

Too many news stories, too many comedi-

ans, too many indie rock bands, too many 

cartoons for us to deal with, so we look to 

filters to help us. When we find a filter that 

we like, we stick with it, whether it's Utne 

Reader or Fox News. The magazine you're 

reading right now is a filter, and you're 

reading it because you approve of what we 
chooçe to present to you. 

The problem with any filter, however, is 

how it behaves when it gets, for lack of a 

better term, clogged. To stretch a metaphor 

much too far, a clogged filter fills up with 

hair and other bodily wastes, refuses to let 

anything pass through untainted and, before 
long, begins to stink. And the media com-

panies, especially the record companies, are 
in desperate need of a plunger or a good 
shot of Drano. 

The dogging in the media marketing 

world is caused by the unimaginable sums of 

money that are at stake. The cost of market-

ing a property so that it can attract enough 

attention to make money has risen to ridicu-

lous levels, and it's a phenomenon that feeds 

upon itself. The result is that every marketing 

effort has to pay off big and fast: Movies have 

to make back the bulk of their nut during the 

first weekend and new artists' first CDs have 

to ship Platinum. Making a record costs far 

less than it did 10 or 20 years ago, but the 

cost of promoting records far outweighs any 

savings on the production end. The idea 

of slowly building an artist—of supporting 

several releases that don't initially make a 

big profit so that the artist has a chance to 
mature and build an audience—is anathema 

Audiences like to be 

told what to like. We want 

people and institutions 

to look up to, to tell us how to 

behave and what 

to pay attention to. If a friend 

tells you something is cool, 

well, maybe it is. 

to companies that need to see an immediate 

return on every investment. When you've got 
that much at stake mucking up the works, 
very little can get through. 

The son of a friend of mine is an ex-

ecutive at one of the major labels, and he 
recently got a big promotion. The label, 

according to my friend, has only one really 

big act, and so his son is desperate to find 

a new act that will be as big. "He tells me 

there's just nobody out there," my friend 

says. Now I agree that there is a plethora of 

lame bands and singers trying to be heard 

(and not just on American Idol), but I also 

know that there are plenty of genuinely tal-

ented and appealing musicians who would 

die for the chance to record for that label, 

and who would be able to attract a good 

enough following to make decent bucks 

for everyone. But the label doesn't want 

that—they want an act to appear who can, 

overnight, goose the balance sheet of the 

whole operation in one fell swoop. That's 

not a filter, that's a brick wall. 

So is it time for the big record companies 
to go? A lot of people think so. Certainly, the 

labels themselves aren't doing much to win 

sympathy, what with suing college students 

and random Internet users, and placing nasty 

unremovable Trojan horses on customers' 

computers. In other industries, as in the 

animal kingdom, this is known as "eating 
your young." 

Now that broadband is within reach of a 

majority of American homes and businesses, 

certainly the mechanism for completely 

bypassing the Big Four is in place. We have 

other sources of information that can tell us 

what we want to buy. Computers that record 

people's buying and browsing habits are 

already making decisions about what other 

items we might want to spend money on. 

Just as online news services are getting bet-

ter at customizing news for each reader and 

eliminating anything that the reader might 
consider disagreeable, automated recom-

mendation algorithms in online shops can 
focus our choices so that we only know 

about things that we are considered likely 

to purchase—and in the case of creative 

products, we never learn about new authors, 

films or recording artists. 

As screwed-up and self-defeating as the 

record companies are, the potential of this 

kind of extreme "narrowcasting" could be 

even worse. There's a well-done and quite 

frightening Flash presentation from a fic-

tional museum some years in the future at 

www.EPIC2014.com. EPIC stands for Evolv-
ing Personalized Information Construct, a 

system that uses "his choices, his consump-

tion habits, his interests, his demographics, 

his social network" to determine what a 

user should see and buy. Without active 

participation from respected and authori-

tative human-based filters, which should 

include the record companies' A&R depart-

ments, many people will depend more and 

more on these automatons to make their 

buying and listening decisions for them. 

For some people with open minds and 

expansive tastes, the machines will make 

interesting conclusions, propose novel juxta-

positions and open up new areas of explora-

tion. But for others, whose purchasing habits 

are less broad, the machines will shrink their 

focuses even further. New acts and genres 
will never have a chance to get their atten-

tion. All users will be exposed to will be what 

the machines, in their cold logic, consider 

"safe" for them. The market will become even 

more fragmented as each user becomes his 

or her own filter. And the ability of music to 

reach out to people, to open their eyes, to 

change their minds, to teach them something 

they don't already know, to do anything at 

all except reinforce their own beliefs—and 

perhaps get them dancing—will be gone. 

Paul D. Lehrman is expecting his royale 

check to arrive any day now from the four 

people who downloaded his latest musical 
effort. 
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Trident Audio  www.tridentaudio.co.uk  94 

Universal Audio  www.uaudio.com  65 

Wave Machine Labs www.drumagog.com 118 

West L.A. Music www.westlamusic.com 117 

Yamaha(NEXO) www.yamaha.com 75 

Yamaha(DM1K/2K) www.yamaha.com 77 

Yamaha(PM1DV2) www.yamaha.com 81 

Yamaha(YCATS) www.yamaha.com 86-87 

Yorkville Sound www.yorkville.com  32 

AEA www ribbonmics com  142 

Atlas Pro Audio www.atlasoroaudio.com  143 

Bayview Pro Audio www bavvieworoaudio com  146 

Charter Oak www charteroakacoustics com  143 

Clearsonic www clearsonic com 143 

Coleman Audio www colemanaudio com 146 

Crystal Clear Sound www crvstalclearcds com  142 

OW Fearn  www dwiearn COM  142 

Hot House www hothouseoro com 141 

House Ear Institute www hei org  146 

Josephson Engineering  www.ioseohson.com 144 

Lonely Records  www lonelvrecordS com  148 

Media Services www.mediaomaha.CoM 147 

Odds on Recording  www oddsonrecordina com  145 

Omnirax WWW omnirax com  144 

Pendulum Audio www oendulumaudio com  142 

Play-It Productions www.play-itproductions.net  143 

Progressive Music www orogressivecds com 142 

Rainbo Records www rainborecords com 143 

Sonic Circus www soniccircus com 144 

Sound Productions vnvw soundoro com  146 

Ultra Disc www.cdsfast.com  147 

Vancouver Film School www vfs com 141 

MIX ADVERTISER SALES REGIONS AND REPRESENTATIVES 

NorthwesUNorth Central 

Greg Sutton 

847/968-2390 

potion rzpronerrlabusiness.com 

àouthwest 

Albert Margolis 

949/582-2753 

arnargollsgproredlabusIness corn 

East Coast/Europe 

Michele Kanatous Kevin Blackford West Coast) 

732/851-5937 Jason Smith (East Coast) 
InkanatousgprrnediabusIness corn 800/544-5530 or 510/653-3307 

mixclassOprimediabusiness.com 

140 MIX, February 2006 • www.mixonline.com 



Lightning-fast, ruler-flat, wide bandwidth, 

ultra-low distortion, phase-coherent 

professional monitoring tools 

designed to excel.. 

not voiced to sell 

VFS. A proven education for everything 

you see, hear, and experience in the 

ente-tainment ;ndustry. 
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GET IT moor 
There's a reason we've been here 27 YEARS! 

Avail: VISA & 
Master Card 

Progressive 2116 Soutlwiew Ave 
& po.k- Tampa, FL 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 

ES-8 Tube Limiter 

e • • - Ô: Pendulum Audio rs halm 

The ES-8 is one of the few compressors you'll find at a 
tracking session, on a mix bus, and in a mastering suite. 
It's the glue that will make your tracks sound like a record. 

Pendulum Audio www.pendulumaudio.com 
(908) 665-9333 

ii oat N1 ho lia', heard it kilo+++ ... 

VT-7 Vacuum Tube 
Nei Compression Amplifier 

D.W. FEARN é 610-793-2526 

www.duvfearn.com 

un • [-Ain • CORONA • SHAPED CD • CASSETTE • PACKAGING— 

NEE!" CDs? 
the choice is 

CRYSTALCLEAR* 
DISC & TAPE 

trusted experience for aver 30 years. 

1000 CDs • $999! (Complete , Retall Reade 
1000 Promo CD Pack • $5994 

OAKS 
711 TIMM 
Mean 

1000 DVDs • $ 1899! (Complete, Retad Ready) 

-800-ano-ocia 
vvvy I talClearOdS . CCDM 

LOOKING FOR 
OUTSTANDING 
HEADPHONES? 

SEE. HEAR. 

BOOTH 6799 HALL A 
NAMM SHOW 

ULTRASONE 

www.ultrasoneusa.com 
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VILA ffeL.K e:'11" Well . A411 eA 

NOW MANUFACTURING DVD ,s IN-HOUSE CALI. FOR DELIUS 

e, 300 p5k°9. $ 775.00 
1 000 Package:$1099.00 
VINYL PROMO 

Includes ¡- color booklet & 
I-color CD label from print ready 
film, jewelbox, shrinkwrop 

Includes 4 color booklet & 
2 color CD label from print ready 
film, iewelbox, shrinkwrop 

100 12" VINYL S799.00 'Wei's.; le'r $1 . 30 each 

500 12" VINYL S1,2419.00 REORDR S699 00 
1000 12" VINYL $1,779.00 REM« $ 1199 00 

PACKAGES INCLUDE WHITE JACKET w/ HOLE•MASTERING• FULL PROCESSING• 
((SI PFfSSI,IG. • 2 r0101 P3ESItt,i1Liciliitiound'• ÇHPINIONRAP • 001(1 A800S10 

ihfieno_ 
lid Me j. , 

brai '` 

AIR FOR OUR Fill IRCKtedtP 

Rainbo Records CD • DVD • VINYL • CASSETTE 
1738 Berkeley St.. Santa Monica, CA 90404 • ( 310) 829-3476 

Fax: (310) 828.8765 • www.rainborecords.com • infoerainborecords.com 

vrid 

ad* • 

HOW YOUR DISC LOOKS IS JUST AS 
IMPORTANT AS HOW IT SOUNDS . . 
CDs 

DVDs 

AUDIO MASTERING AND EDITING • 

VOICEOVER RECORDING 

MULTIMEDIA PROGRAMMING 

DVD AUTHORING 

GRAPHIC DESIGN 

PRINTING 

PACKAGING 

PLÁY- IT 
PRODUCTIONS 

WHERE SIGHT AND SOUND MERGE 
259 W. 30th Street, NT, NT 10001 TOLL FREE:1-800-815-3444 or 

212-695-6530 WWW.PLAY-11PRODUCTIONS.NET 

THE BOOKSHELF 
IS BACK! 

C.)1.111-11X 

j,Electronic blusician 

(e-x 

Your favorite trio of audio 

mags now offers online 

shopping access to top titles 

in the biz like MIM Pro, 

Mix's Master Directory, 

EM's Personal Studio Buyer's 

Guide, coveted Remix Hotel 

t-shirts and Remix CDRoms, 

Thomson Guide publications 

and more. 

Online at: 
remixmag.com/remixbookshelf 

emusician.com/embokshelf 

mixonline.com/mixbookshelf 

"SALES, DISTRIBUTOR & DEMO INFORMATION LOG ONTO: choderook 
OAKAC 0 U 

MegaPac 
Isolation Package 
7- feet of Headroom and 
Even More Isolation! 

CLEARSONIC PANEL 
Drum Shields 

SORBER 
Absorption Baffles 

Portable and Free-Standing 

When Buying a Microphone 
Ask Yourself Two Things 

How Does the Mic SOUND? and 
How Does the Sound Make You FEEL? 

g  - we're not recreating the old classics, 
we're creating the classics of tomorrow 

Specializing in over 60 

Brands of New High End 

Recording Studio Gear 
Microphones - Preamps - Compressors 
Speakers - EQs -A !D ÍA Converters 

www.AtlasProAudio.com 

The OSA MP1-L3 "Big Daddy" 
epsr-

OL..0 SCHOOL_ 

"On the lead guitar recording, we all ended up 

picking out the L3 as the best one. The open way the 13 

handled itself under extreme dynamics and SM. encourage 

us to use it on drum overheads...the 13 handled our stereo 

ribbon with room to spare and really captured the full 

spectrum of the kit with ease:* Craig Shumoker 

Tope Op Magazine Issue # 50 

Buy 1 0, ock, Get $ 100 Off 

Buy 4 OSA Pres à an OSA Rack, Get $200 Off 

Buy any 8 OSA pees & Get a FREE OSA Track Pack 

buzzaudio• 

1:3U010 

(A $600 Value) 

Ask about 
our demo 
program! 

O dew eye am CI» 

Shown Above - The MA2.2 Class A stereo pi comp 

Winner of 2006 Pro Audio eeview PAR bu' -

US Toll Free 1.866.235.0953 
International calls 813.662.5028 

Open until midnight EST 7 days) 
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JOSEPHSON ENGINEERING C.42MP 
"They have an excellent transient 

response, dimensionality 
and high-end clarity, making 

them great for stereo recording. 

The C42s sound like they cost 
twice as much, and they will get 

plenty of use in my studio." 

-Gino Robair 
(Electronic Musician, Senior Editior) 

JOSEPHSON 

1 8 / 

MIX guides 
THE ONLINE PRO ENCYCLOPEDIA 

LET US DO 
ALL THE 
WORK! 

http://mixguides.com 

Each Mix Guide includes reviews, 
new product announcements, 
applications, features, tradeshow 
reports and more, all in one 
customized category section. 

COMING SOOMie 

Electronic Musician 
Itand out and get noticed in the MarketPlace 

ection of Electronic Musician. 

MarketPlace is a cost-effective, high- profile buyer's section 
offering advertisements to enhance your company's prod-
ucts and services, websites, product catalogs and ancillary 
products. 

MOVE PRODUCTS FAST 

Contact your sales representative today! 

Jason Smith, East Coast Sales ( 510) 985-3276 

Kevin Blackford, West Coast Sales ( 510) 985-3259 

Order Line: ( 800) 544-5530 

Email: emclass@prismb2b.com 

Aria SC 
The mini workstation 
for your living mom 

The Aria SC 
gives you a beautiful home for your keyboard 
and mini computer studio 
• Room under the riser for 19" rack 

mount gear 
II Cable grommets galore for neat wire 

runs 
MI Cable trough under desk surface 

which can hold power bars, surge 
protectors and all the cables from 
the riser and desk areas 

• Optional KMS4 adjustable keyboard 
mouse shelf mounts under the desktop 

Suppoanex: CREAnvm 
INNOVA noN AND STYU 

www.omnirax.com 
info@omnirax.com 

Meatus music 'rand 

O. Box 1792 Sausalito, CA 94St6 
800.332.3393 415.332.3392 

FAX 415.332.2607 
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CI 

ONLY $149 

MC MIMI 

BISTEROIL 

ONLY $199 

tees guns 
ONLY $ 149 

?SO COW Pens 
ONLY $ 199 

'The DuplicatIon process 

writ be used for the orders 

under 1.000 

(71-t 'A_lli 

affinff. PM, •rrr coke snared 100* 25r 500* 1,000 2,500 

CDs CDs CDs CDs CDs 

51> 
ta: 0...0• 

pie Special mom 
dealt rc - armlet] raserl 

HOW • -.cat& 

D Special r—.47-7•Mill` 

bar code p2 1 cc .- amaray sl - 'maned 

F--cco Mastering Special 
OYER 00% OF TOE TOP 100 NITS Alf MOCO MASTERS 

• • • ProCeSS ran encode 21 Las of ...11C PI yam cd tor 
carom,, raffia-ready mastoc Crows of • ',astern's 

I addrbonal hooral!Se pm how incleding dills' desires. tweak:alma. 

- DI or 0,001.10 Dre•Maslerid 
• e• n 111.1110110 

- r(-;)(rArei IIIONNIMMI 
Odds 
(It r. DVD PUINUFACTURIN 

14 Sunset Way 

Hondean,. Mesada 19011 

702.310.60111 

wens oildsonrecarding corn 

7 6 1 

Don't miss out 
on eDeals! 

Shop Now and Buy Anytime. 

eDeals sends the best buys to your inbox so they're only a click away! 
This bi-weekly e-newsletter brings you product updates and 

blowout deals on manufacturer overstock equipment, demo gear, 
discontinued products and more. 

In addition, eDeals includes a services and employment section 
of interest to musicians and audio pros everywhere. 

Subscribe today at http://www.mixonline.com/edeals 
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If you want to hear what's there, you need what's helPriellir— 

It's always analogue in the end! 

TB4 MKII Talkback Monitor 
Four stereo inputs 

Selectable balanced stereo cue 
Selectable engineer headphone 
Balanced inputs and outputs 
Passive stepped attenuator 

Tracks to .05db 

Veleman udio 
(516) 334-7109 

www.colemanaudio.com 
coley@colemanaudio.com 

Two alternate speaker outputs 
Remote talkback microphone 
Remote talkback switching 

Talkback level control 
Handcrafted in the USA 
Built to  

www.bayviewproaudio.com 
Toil Free 888 718 0300 

MUSIC INDUSTRY MANUAL 

Now available in the 11S. Inn Mix. Electronic Musician and Remix 

DJ? Promoter? Producer?... 

accept no other resource, 

the new International 

Edition MINI 200516 is 

the reference book for the 

global music production 

and dance scenes, and is now available in the United States. 

Special pricing for readers of Mix, Electronic Musician 

and Remix, just $39.95 ( Dlus S&H). 

Order yours online- at mixcriline.com/mixbookshelf. 

emusician.com/embookshel or remixmag.com/remixbookshelf 

or call 800-262-1954! em # MIM05-06 

A Trusted Naine in Sound Since 1973 

Lonely 
RECORDS 

Get a FREE Catalog 
1.800.409.8513 

www.lonelyrecords.com 

National Price Guarantee 

GRAPHIC DESIGN, MASTERING, POSTERS, 
DVD, CARDBOARD, BARCODES AND MORE 

500 PRESSED 

Retail Ready CDs 

$799 

5 °Iflàbfis 800 é 203 é 5611 
Lwww.soui te:g 

If you've been delaying a move to digital because of interface or operational issues, 

the wait is over. 
The Yamaha Mill Digital Mixing Console 
offers professional digital console 
performance and features for 
live sound in a 32- or 48.channel 
system that can actually be easier 
to use than a conventional analog corisale. 

It sounds great, too, 

()YAMAHA 11117CL 
Compact and lightweight: 
48 channels in the space and weight 

normally required for 24. 

IN STOCK & NOW SHIPPING' Priced from $19,999 
  Shop With The PROS For Check Out Our INebsite! 
[-Lie The Best Deals Anywhere! www.souNopRo.com 
len  NEW, USED, DEMO & CLEARANCE ITEMS UPDATED DAILY • HABLAMOS ESPANOL 

CONSIGNMENTS ACCEPTED - WE BUY USED PRO GEAR 
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WHY CAN'T YOU GET A FAIR PRICE FOR A HIGH 

QUALITY PRODUCT THAT YOU DON'T HAVE TO 

WAIT THREE MONTHS FOR? 

-AFAR 

F. •ir 

We were just as puzzled 

as you, and that is why we 

created Ultradisc. Take our 

staff of knowledgeable, 
industry- proven 
professionals and let them 

loose on your project-we 
guarantee you will be blown 
away by the results. 

(866) 223-7327 www.cdsfast.com 

Get your copy of Electronic Musician's 

,gize4P9-UMfflg 
THE ESSENTIAL GUIDE 
FOR DESKTOP MUSIC 
PRODUCTION 

igefigiRMY% 
t It ULTIMATE REFERENCE 
MENTAL MRS, FEATURES, AND PRICES 
Of »ORE THAN Eel PRODUCES 
Yee.* 

I. 1 cruR Owm 

WindowsIPand OS 

hIEl FOR SOUMO »MGR • 

and emu. 0, 

More than 35 

product categories 

cover the latest 

computer-music 

hardware and 

software! 

To order Computer Music Product Guide online please visit 

www.emusician.com/embookshelf, 
or find it on newsstands wherever Electronic Musician is sold. 

1000 OTV 
$1.59 per/unit 

2000 ()TY 
$1.36 per/unit 

Poikage torludes 4 Panel DIGIPAN, 3 rotor td free burro& 

and CITBaby taro ' earshot= entry Clapboard ( teeytled look) 

also oualloble or no eatro rhorge 

VVVVVV.IVIEDIA0MAHA.COM or 1.886.891.9091 

T 0 
SEMINARS ON DEIAND 

YOUR TIME. 
ANYTIME. 
ONLINE. 

Audio Production Seminars On Demand are 

an exciting new medium for experiencing 

new products, applications and techniques. 

Sharpen your music production skills on your 

time, anyt me. Log on to learn more: 

mixonline.com i emusician.com I remixmag.com 

PRESENTED EXCLUSIVELY BY 

Electronic Musician' MIX* FIMIX 
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MIXClassified 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 marketplace. We suggest you buy wisely; mail-order consumers 
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 advertisements. 
For complete information on prices and deadlines, call (800) 544-5530. 

DIFFUSER PANELS 
WAVE-FORMS ACOUSTIC PANELS 

800-449-0845 
www.vibrantech.com 

SILENCE CASES 
Record Edit Mix Master... 

INK_ 
in PEACE. 

Attenuation cases keep your PC gear 
QUIET and COOL 

Multiple designs available 
starting at $429 

510-655-3440 

www.silencecases.com 

Subscription Questionse 

Call (800) 532-8190 

Ill= SIV,:ueNT 
58 Nonotuck St., Northampton, MA 01062 
Info: (4131584-7944 Fax: (413) 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier • Isolation Hangers 

Tube Traps • Silence Wallcovering • 

WhisperWedge • ProFoam • Clearsonic 

• Hushfoam • R.P.G. Diffusors • 

Sones • Sound Quilt • More 

www.silentsource.com 

infoítsilentsource.com 
QUALITY • PRICED RIGHT • INTEGRITY 

AcousticsFirsf 
888-765-2900 

Full product line for sound 

control and noise elimination. 
Web: Mtp://vwwv.acousticsfirst.com 

SEMINARS ON DEMAND 

Audio production seminars on 

demand are an exciting new 

medium for experiencing new 

products, applications and 

techniques. Log on to learn. 

www.mixonline.com 
www.emusician.com 
www.remixmag.com 

RPM AcousTicTooLs' 
PROVCR, A FFO EEEEEE Room S OLUTION. 

'RON TM. INLI•IC INDUSTRY'S LSADIN• 

ACOUSTICAL INNOVATO R. 

WWW .RPOINC .CONI ,PROAL1010 

RIP IG 
RIMS DIFF U SO R Se STF.S, 

ACOUSTICAL 
SOLUTIONS 

INC. 

(888) 529-9220 
www.acousticalsolutions.us 

Sound Abselben, Barriers, Mimi and bastion 

VocalBooth.com 
MODULAR SOUND REDUCTION SYSTEMS 

Listen to your dreams. 
Follow your heart. 
Don't ever stop. 

- Calvin Mann 

1111111181111MP 

541-330-6045 
WWW.‘ OCALB0051-1.COM 

Over 10,000 Studios Served 
Sound 

Auralex 

What About Your Room? 

LWhpRod ) 
SOUNO ISOtA-ION ENCLOSURES 

Celebrating over 15 years of 

reducing sound to a Whisper! 

Recording, Broadcasting, Practicing 

(3.5)(10.5) 
MDL 102126S 

19 Mzes and 2 Lewd, of Isolation Available 

New! Sound Wave Deflection System 
(Change parallel i•ells to non-parallel) 

Immediate Shipping! 

www.whisperroom.com 
PH: 423-585-582/ FX: 423-585-5831 

LACOUSTIC 
Design 

Consulting 

Products 

—.soundcontrolroom.— 
toll free 866-788-1238 

www.SoundSudœrs.com 
Be Professional, Buy the Best! 

Sound Isolation Booths 
Custom ProjectsSoundproofing Products 
& Free Advice Toll Free 1-888-833-1554 (or:: 541-947-2602 

REALTRAPS 
High-Performance Acoustic Treatment 

Rave Reviews From Top Pros 

"RealTraps totally have the market 
cornered. Their traps are ext ,:emely 
effective at making eve 
room sound great!" 

y -Winning Engineer / 
rAixer / Proclut.er, author of Mix It Like A Record 

DAW mixing course 

' 

Learn why REALTRAPS has fast become the most sou'ht•after bra 
treating pro recording studios and listening rooms. Please visit our we 
for a wealth of product information, demo iideos, and same of the cl 
explanations of room acoustIcs you'll find anywhere. 

866-732-5872 TRAPS 

i5r 
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UNDER COVER 
Custom Corers and Bags 

,S•pealier Cabinets / Consoles 
Anything! 

WWW.undereovernyc.com 
917 237 15,35 

Get your gear tinder Coser! 

www.mixonline.com 

CI111111111181111Nalle  

Vi DLOSYSTE \AS 
For the lastest news 

and technology check 
out VideoSystems at 

www.yideosystem.coni 

SHOOT • EDIT • DISPLAY • INTEGRATE 

MENT FINANCING 
* $100,000 Tax Write-Off in 2005 

* $99 Payments For The First 6 Months 
Specializing in Audio-Video Visit Our Web Site 

No Financials Required For Application & Qualifications 

New & Used Equipment 

New Businesses 
(With Clean Personal Credt) 

LFCI www.lfcl.net 
Call: 800 626 LFCI 

Employment 

The Department of Music & Entertainment Industry Studies at the 

University of Colorado at Denver and Health Sciences Center seeks a 

tenure-track Assistant Professor of Recording Arts. 

The appointment begins August 15, 2006. 

For a complete position description, qualifications and application procedures 

refer to http://www.cudenver.edu/cam/meis/recordingartsposition 

EEO/M/W/DN. 

millime 

1 

er 
For the lastest news 

and technology check 
out Millimeter at 

www.millimeter.com 

The Professional Resource for 
Production and Post. 

We have immediate opportunities 
if you've got the right stuff 
• Earn the highest income in the business 
• Thousands in incentives 
• Professional benefits including 401(k) 
and health insurance 
• Live in an affordable city with a great quality of life 

Sweetwater is growing at an unprecedented rate, and we 

are seeking Sales Engineers to expand our award-winning 

Sales Team. If you are highly motivated, have a drive for 

excellence and success, are committed to customer service, 

and are an expert with music technology, we want to ta k to you! 

Take the first step toward your new career by visiting 
www.sweetwatercomicareers or call Human 
Resources at (800) 222-4700 

C300EME,I1D 
Eilg DE= 

Your favorite trio of 

audio mags now offers 

online shopping 

access to top titles in 

the biz like AVM Pro, 

Mix's Master Directory, 

EM 's Personal Studio 

Buyer's Guide, coveted 

Remix Hotel t-shirts 

and Remix CDRoms, 

Thomson Guide 

publications and 

more. Visit online at: 

remixmag.com/ 

remixbooksheff 

emusician.coml 

embookshelf 

mixonline.com/ 

mixbookshelf 

1111eRE`111111X 
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Equirpmenî Por Sale 

Portable lso-Booths  

N ( 
ninnufae urine Inc 

800.888.6360 
clearsonic.com 

www.mixonline.com 

WE KEEP GREAT ROOMS HAPPENING 

?I 

et1 

Professional RI Audio 
Design 
Inc. 

ALWAYS A SOUND DECISION 

E Technical Services 
o 

Wiring 
on 

cu Installation 
-o 
o . 
:E3 Maintenance 

no 
0 Repairs 

Service Contracts 

3 PAD Custom Shop 

info@proaudiodesign.com 

ph: 781.982.26004 fx: 781.982.2610 

Our place or yours—your choice! 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

MOM 
NEVE- 1272 COMPONENTS 

www.vintech-audio.corn 
call toll free: 1-877-4-mic-pre 

Quartet ji Mercenary 
Edition • 

Pendulum Audio • 

r: 

QUM.. • 

N1‘lw.penduliimandio.com 

BAE REPRO 1272 PREAMPS with D.I. 

$1089 Single w/ps $1759 Two channel w/ps 

RAE REPRO 1073 $2550 Single w/ps 
• 

.) 00 e 
$4900 for 2 channel 1073 w/ps 

gle4 Atiedk;.11 
IE Ft 11.1‘11S NE S 

14300 Morten, Street • Sherman Oak, , 42 

818 784.2046 FAX 818 784.0710 
VVWW brentaverlIl con, 

D IDIITALPROA UDIO.COM 

DIGITAL AUDIO 
-E3 0 - 2 4 0 - 4 0 7 9 

\ 1-2 %.icutun lulu. Preamp 

www.dwfearn.com 

D.W. FEARN 

CLASSIC MICS 
FROM RUSSIA 

VINTAGE TUBE & FET 
Telefunken, NEUMANN 

AKG, LOMO, OKTAVA, etc. 

TEL/FAX: 011-7-095-250-4200 

E-mail: aeg210268@mtu-netru 

www.valvemics.webzone.ru/ 

TNashville Audio Connection 

Professional Audio Broker 

SSL • Neve • Studer 

www.nashvilleaudio.com 

(615) 847-3798 

ifi IC [00111011 
fOUCflT 

(11 

elloology 
ers 

osive 
edeith 111 

nende e neee  
Anne renew ore 

A1Ner 

THE DEFINITIVE 
TECHNOLOGY RESOURCE 
FOR MUSIC EDUCATORS 

To piece a classified ad in MET's 

NEW quarterly publication, 

please call our sales associates at: 

800-544-5530 
or email at: 
metcJass@ptismb2b.com 

odListeE 
pro soun 

The outlet for the finest new l& pre-owned 

recording equipment anywhere. 

IN> 

www.odysseyprosound.com 
1 - 8 0 - 2 4 9 - 1 8 2 1 

Phone: (978) 744-2001 Fax: (978) 744-7224 
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Upgrade Your 

Introducing the Vintech X73i! 
We put this piece head to head with vintage 
Nove 1073's at this year's AES show. It is 100% 
guaranteed to meet your expectations and is an 
incredible value. List price $1595 Special $1375 

01-1k mum 'medium maximum 

Variable Acoustic C-cimpressiori" 

The ONLY pop filters that adjust to YOUR voice. 
Maximizes vocal clarity while controlling pops and 
sibilance before the sound reaches the microphone. 

Professional sounding vocals with pop filters 
for the 21 century. NEW shock mount models 

www.popfilter.com 
Popless Voice Screens Tel: 1(800) 252-làù..) 

vintagekingaudio 

new 
used 

vintage 
wwwvintageking.com 

248.591.9276 

Subscribe to Video 

Systems online at 

tuww.videosystems.com 

mux 
For the lastest news 

and technology check 

out Remix at 

www.remixmag.com 

ELECTRONIC I URBAN 
PRODUCTION IPERFORMANCE. 

Exclusive Factou Authorized Resel'er 

ggSetISSIM 
Professional Audio Design, Irc. 

(781) 982-2600 

The Vintech X73 
Custom hand wired concentric style switches 
with gold plated pins. Swiss made military grade 
attenuator switch. List price $ 1995 Special $ 179b 

THE MIC SHOP 
TUBE MICROPHONES 

BOLGHT/SOLD/SERVICED 

Mic F'dwer Supplies & Cables 

Bill Bradley: (615) 595-1717 

Fax: (615) 595-1718 

www.micshop.com 

JOSEPHSON ENGINEERING, 

Iliosephson.com 

C700A 
Two-capsule condenser microphone 

Vanable pattem 
For vocals. spot and far-field pickt..p. 

NI 
IINFORCUS 

A SOUND ALTERNATIVE 

617.696.9360 
,oniccircus.corn 

digimusician.com 
...the ultimate Music & Audio technology store 

.. with maximum EURO service at minimum EURO 

Sound&Video 
contractor 

Be the first to know the most 

your industry. Subscribe to Sound 

& Video Contractor's e-newletters. 

Sound & Video Contractor Extra 
House of Worship 

Coporate AV 

www.svconline.com 

Don't wait to place your ad in the classified 

section. For more information, contact the MIX 

Classified Department. (800)-544-5530 
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NI \ Electronic Musician etemix 

Equipment Rental 

"RENTALS AND SERVICE" 
Providing The Pro Audio Industry with: 

ID I (a NJ* Rentals - Pro Audio Rentals 
* Systems - Pro-Tools Rentals 

* Remote Recording Services 

* Service Center - Pro Audio Repairs 

AUDIO * TransFer House - Multi-Format Transfers 

818.843.6555 www.dfxaudio.com 800.441.4415 

Subscribe online at 
www.remixmag.çom 

, 

4 (  
fir udi...6 

Furniture , he  

Now available in 
the U.S. from Mix, 

Electronic 
Musician 
and &mix 
)rder yours online 

mixonline.cornimixbookshelf, 

emusician.com/embookshelf or 

remixmag.com/remixbookshelf 

or call 800-262-1954! 

Item # MIM05-06 

I MIximom  
www.mixonline.com 

Sign up to receive the FREE Mix 
e-mail newsletter! 

ENTERTAINMENT TECHNOLOGY 

Get first dibs on hot gear deals 

with eDeals, the new bi-weekly 

enewsletter from Mix, Electronic 

Musician, and Remix. 

eDeals brings you product updates and 

blowout deals on manufacturer overstock 

equipment, demo gear, discontinued 

products and more. In addition, eDeals 

includes a services and employment 

section of interest to musicians and 

audio pros everywhere. Shop now and 

buy anytime. eDeals sends the best buys 

to your inbox so they're only a click away! 

THE ORIGINAL 
RACKMOUNT YOUR 65. WYNIS0-00X.COM 

ORDER TOLL- FREE: 588.5130.9188 

e sound consmnion E song Inn 

www.ArgosyConsole.com 
studio furniture 

800.315.0878 

AURAM 
RGOSY 

I=Mernix 

Sign up for the 

REMIX HOTEL Newsletter 

wwww.remixhotel.com 

OMNIIW 
STUDIO FURNITURE 

CODA DS 
with Sdecars 

ONWVIRAX BOO 332 3393 415 332.3392 

FAB 415 332 2607 

www.omnirax.com 

gear racks and more 
Modular, stackable 

oak furniture 
Factory direct since 1984 

Per Madsen Design 
Free brochure (mention Mix) 

800-821-4883 www.rackittm.com 
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Instruction 
•  

Learn the Art of Recording 4 41frov 

erh ingtitiff 

www.medireciiinbitaté.com 1.888.498.1122 

rRECORDING ENGINEER 
* TRAIN AT HOME 
Easy Horne-Study pr acid training in 
Multi-track Recording. Join our successful 

working graduates or build your own studio. 

Career guidance/ Diploma / Registwed School. 

FREE INFORMATION: 

.tudlo Institute of .tmerira 
814 46th. Ave Suite AL San Francisco. CA 90121 

Or visit us at www.audioinstitute.com 

Subscription Questions?? 

Call (800)532-8190 

THRESHOLD 
MASTERING 
Macy Gray • MIS-One • Aceyalone 

JEFF KING 

310.571.0500 
www.throsholdsountl.com 

7 Audio Recording 

NIP Technology Institute 
ORLANDO. FLORIDA 

• Extensive Hands-On Training 

• Music, SFX Design, Audio Post 

• Low Student/Teacher Ratio 

• Placement Assistance 

• Financing to Qualified Applicants 

• Accredited by ACCSCT 

FEATURING 

pm3 

NIX THEATER 

88 543-ART! • audiocareenconi 

DRT Mastering 

You will have the fat, siaminin' 
rnalor-labol sound that solls dam 

Or the work is free— 
Custom gear. leases results. Free broch 
800-184-2575 wvev.dreneetedny.com 

Get timely information delivered to your 

desktop. Subscribe to one of our email 

newsletters at www.videosytems.com 

Vi DEOSYST EMS 

MASTERING 
Guaranteed to give you 
that "Big Label" sound. 

$  ACnoambpgle&te AplibeuzMautcringl 

New York's Premiere 
Mastering Studio 

pp,9 
Check Out Our Website... 

www.musichousemastering.com 

1 L:cated in 9 - 10 NY, Serving the USince11989 

millimeter 
Check out millimeter's 

e- newsletters! Deliver 

the latest news direct 

to your inbox! 

Subscribe today at 

www.millimeter.corn 

- West Coast Sales rifZENFIUrinri 

(5101985-3259 

Jason Smith - East Coast Sales 
(5101985-3276 

Music Products/Software 
 e 

Kdler "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: dcirruumm@aol.com 
Web: www.chetmccracken.com 

e musician 
)(71:1A0 

Electronic Musician's weekly e-newsletter 

delivers the latest news direct to your 

inbox! Subscribe today at 

www.emusician.corn 

\9D you Œdllb dbajiM 

EÉ3 ulab2r_ I12( ffugui 
7î 1 O eIc412 

www.mixoraine.com • February 2006, MIX 183 



CO's EIVD's PROMO MATERIAL_ 
complete manufacturing of -end ready packages 

BEST PRICES • FAST TURNS 
PERSONAL SERVICE 

happy clu°sPórrierse SINCE 1985 

long or short runs • barcodes 
posters • stickers • postcards 

mastering • music videos 
INTERNATIONAL AWARO WINNING 

DESIGN & PRXILICTION 

Iii 
www eastcomultimecha.corn 

mu. M DI 1-800-365_8273 
OLUT 

.,ch more than 1.1 
million web visitors! 

The Entertainment eClassif eds are the user friendly, 

affordable way to connect buyers, sellers, job seeker 
and employers. Immediate response • Sell your gear 
to an interested market • Pest items yourself, anytime 

with self-service tool • Include a photo, audio or 
video file • Power search capabilties 

www.emusician.com/eMarketplace 

It you built it... 
let the world Know it! 

Mix Studio Showcase found 
monthly in Coast-To-Coast 

18001544-5530 

e/TAL 
OMAN Mastering 

Co Manufacturing 
Booklet Printing 
Graphic Design 

Unsurpassed mastering quality 
by Bob Katz 

CD Mastering is an art 
The Definitive, Award-Winning 

CD Mastering Website 
http://www.digido.com 
(800) 344-4361 in Orlando 

1,000 CDs 
Full Color 
Retail-Ready 

2 
0 

onl) $9 95 
CD • OVO • CD ROM • SHAFT D • Di. SETT. • PACKAGING 

STALCLEAR 
DISC & TAPE 

Trusted experience for over 30 years. 

-1300-13E110-0073 
www. crystalclearcds . cum 

HEY LOOK! WE'RE ON THE WEB! 
Toll Free: 41I Formats! 

800-538-2336 Best Prices! 
Nato.' Reccechng Suppbes In< 

www.tapes.com 

You should care 
who makes your CD. 

WE DO. 
•the best customer service in the business* 
•instant online quote 
•inhouse mastering, design & multimedia 
•quality finished CDs, DVDs & vinyl 

d ie. Mustc 
MANUFACTURING 
SERVICES 

www.musicmanufactwing.com 

US: 1-800-293-2075 
Canada: 1-800-6674237 

New York • Toronto • Montreal • St. Johns 
'Read our client survey results to find out more.  

154 MIX, February 2006 • www.mixonline.com 



Sound&Video 
contractor 

lspprrps.AIlsLnk-n .A. 

Lonely 
RECORDS 
Get a FREE Catalog 

1.800.409.8513 
www.lonelyrecords.com 

Retail Ready CD Packages 990 

Lowest Price 
Period! 

CD Audio / CD Rom / DVD Replication 

Video Duplication / Graphic Design 

Printing / Packaging / Pre-Press 

888.256.3472 
www.baHmedia.com 

For the best price in CO Reglication 

there is only one nunber you'll need! 

1.888.891.9091 
MEDIA WWw mr.DIP,ornAHA com 

Subscribe to 

MUSIC fOUCRTIOR 
TECHNOLOGY 
www.metmagazine.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 

vivnv.discmakers.comiremix 

DISC MAKERS' 

www.yourmusiconcd.com 
 30 0-F U CL 

COLOR 
PACKAGE 

$549 

1000 FULL COLOR PACKAGE $99 01 500 FU PACTardnel 
• 8-442-0933 

77-442-0933 

1000 Store Read CDs 899 
INCLUDES loo 

FULL COLOR POSTERS 

1000 Bulk CDs rhIn e:www.TrackmasterAV.com884.7 

Your l•stop shop for CD, AUDIO & VIDEO cassette projects! 

Studios 

mix 
[ transmissions ] 

Sign up to receive 

Remix's FREE email 

newsletter today at 

www.remixmag.com 

ND ALL PIPES 

SOU N 00W 

25 YEARS 

EXPERIENC 

(805) 493-57 

WWW.VI DEOSYSTEMS.COM 

'Fume ,-,ecji 

P 2 

II III 

' .  e 

, .PMeenllel • In% 

"MI! -.J.., 
'WW1 g - 'Tame 

• 

World class mobile recording studio for sale in Atlanta 
GA. Consists of truck, trailer 8t tons of new equipment 
including Pro Tools HD 3 Acccl System, Control 24, 8i 
5.1 Spkrs. Records 48 live tracks. Completed in 2005 
Owner can't afford to keep it. Must sell immediately at 
a bargain, packa e rice of only $249k. 404-545-7019. 

MUM • • l 

Dkage Deal: 
$1.35 M for Studio and Building 
Irdividually: 
$350K Studio, S1.2M Building 

Commercial Studio and Retail Building  

6,195 square feet, 2 floors. 2nd floor studio, 1st floor: 3 
tenants: Cigar Rolling Factory, 2 Medical Offices. 15 years 

in business, owner relocating. Many international stars have 
recorded at OceanVu including Shakira's " Pies Descalzos" 

Truly Produces Great Sound. Meticulously Hand Built. 
Studio rooms provide privacy with a cozy, creative, 

comfortable atmosphere, full kitchen with dining table, lounge 
with Futon, 65- inch TV, video games, VCR/DVD and cable. 

Fully equipped business office. See all the rooms, floor plan, 
equipment list, credits, and reviews at www.OceanVu.com. 

Meanwhile...we are still going strong with great rates. 
If you are interested in recording here, we can work 

something out. Special Promo: 1st song free* 

When you are here, you own the whole place. 
You are the King/Queen. Mi Casa, Su Casa. 

OceanVu Records/Productions: Looking for talent. 
E-mail: Heilbron@hotmail.com 

OceanVu Recording Studio 
5825 S.W. 8th Street 2nd floor, Miami, Florida.3141 

1.111.6wAw.OceanVu.comiek305:97,8z3892  
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The Quad-Processor MOTU Studio 

Run more virtual instruments, 

plug-ins and disk tracks than 

you ever thought possible 
With two dual-core processors at speeds up to 2.5GHz per core. the Apple Power Mac 05 

Quad doubles the punch of its dual-processor predecemor. Do the math: Quad-core processing 

means four Velocity Engines and eight double-precision floating-point units for blistering 

performance of up to 76.6 gigaflops. What does that mean 'or your MOTU Digital Performer 

eudio? Run MachFive. MX4. the Symphonic Instrument and dozens of other virtual instruments. 

proœssing plug-ins and disk tracks without even batting an eyelash. This is the wicked-fast 

Mac that you've always dreamed of. Blaze through yoar work deliver ahead of schedule and 

astand your clients — because this bey really moves. Prices start at 51999. 

Large capsule mic 
The new RODE NT2-A can be plugged directly 

into ¡our 828mkIlor Traveler FireWire interface. 

This professional large capsule 11") studio 

nicrophone incorporates three-position pick-up 

patterns. pad. and high pass filter switches 

conveniently located on the mic body. Al the 

teal of the NT2-A is the Australian designed 

and manufactured HF1 dual diaphraom 

capsule. The frequency and transiem 

response of this new transducer has been 

voiced to complement today's modern 

recording techniques and yet still evoke the 

silki smooth character a' the legendary 

microphones of the 50's and 60s. These 

features provide the flexibility and superlative 

audio characteristics that make the 1112-A 

one of the most versatile condenser mics 

available. The NT2-A's variable controls allow 

switching between Omni. Figure 8. and 

Cardioid polar patterns. The three position 

high-pass filter provides a flat response or 

an 80Hz and 40Hz high pass filter. Toe 

microphones Pad can be switched batween 

o da. -5dB and - 10dB. The NT2-A comes in 
a soft pouch with an M2 stand mount. 

8-

Stackable MOTU audio I/O 
All MOTU FireWire interfaces. includIng the Traveler. 828mk11 a id 896HD. are stackable, giving 

you a cost-effective, expandable system that delivers stunning cuality and performance. Toucan 

daisy-chain up to four MOTU interfaces to your Mac — even the sleek and portable PowerBook — 

and record all inputs simultaneously. For example, you could ccnnect four Travelers directly to a 

PowerBook to record 64 inputs to 64 tracks simultaneously at 48kHz. If you connect four 8961110s, 

you can record 72 ieuts to 72 tracks — all to the internal hard drive. On today's multi-procelsor 

G5's. you can expand even further with a PCI FireWire card. With four Travelers conrected tc the 

on-board FireWire bus. plus a fifth Traveler connected to the PCI FireWire card, each with 20 inputs. 

that's a whopping 100 inputs recorded simultaneously to 100 separate tracks. Make in mistake: 

a MOTU native system with multiple interfaces delivers astonishing performance and value. 
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Unprecedented Native Studio Power 

Wireless transport control. 
Looking for transport control of Digital Performer that goes way beyond your mouse or the extended 

keypad on your Mac keyboard? Try the new Frontier Design GroupTranzPort the world's ' irst 

wireless DAW remote controller. This convenient, compact unit frees you from your conventional 

position, sitting in front of your Mac. Now you can control Digital Performer from anywhere in your 

studio. TraniPort has plug-and-play compatibility with DP, thanks to its dedicated DP contrdl surface 

plug-in software. In addition to controlling all of DP's transport functions. you can also arm tracks 

for record, set markers, punch in/out, start loops and more usirg TranzPorts intuitive interface. You 

also get real-time feedback on signal levels, timecode positron, track names and more via the backlit 

LCD and LED indicators. Controlling DP has never been more fun, convenient and flexible' 

Compact MIDI control. 
Looking !or the ultimate compact keyboard controller for your MOTU studio? 

The Alesis Photon X25 Portable 25-key USB MID controller/audio interface delivers the 

revolutionary Alesis Axyz controller dome and ten 360-degree rotary knobs, giving you 

powerful hands-on MIDI control of your Digital Performer studio and software plug-ins. 

Advanced features include 24-Bit 44.1/48 kHz USB audio I/O with balanced stereo audio 

inputs and outputs, 25 key, velocity sensitive keyboard, full-size oitch and modulation 

wheels. and an LCD screen with dedicated encoder for fast and easy set-up. 

On-demand Waves DSP. 
I'or large-scale multitrack recording systems. it is good practice ro offload plug-

in processing from you host computer. The Wars APA-44M delivers on-demand 

Waves processing to your MOTU native desktop studio via standard Ethernet. Open 

your existing Waves plug- ins as usual in Digital Performer via the new Waves 

Netshelr . But now you can run up to 6 Waves IR-1 Convoluiion reverbs at 44.1kHz 

at once, and save your CPU power. Need more Waves processing? Just add another 

APA-44M with the snap of an RJ45 Ethernet cable. It's that simple. For extreme 

processing needs. connect up to 8 units to your network. The APA-44M is equally 

at home connected to a laptop, desktop or both. Just transfer your Waves authorized 

iLok. YoL can even share a stack of APA-44M's enong several computers across 

the Waves Netshell network The APA-44M ushers in a new era of state-of-the-art, 

distributed-network Waves processing for your MOTU mult:track studio. 

5-bay removable storage. 
The Glyph ST 205 is a 2U five-bay Fire Wire enclosure offenr g many 

advantages for large-scale multitrack recording, including hot-swap 

portability and convenience. Specifically designed for applications requiring 

multiple irives. it can be configured with four FireWire hot-swap ST Key 

drives uoto 500GB each. Its expansion bay offers toe option ctAIT t•aclup, 

a SCSI or Fire Wire hot-swap receiving bay. DVD-R,TRW or CD41111A. Using 

Glyph's proprietary Integrityne hot-swap technology, you can easily shuttle 

content to other GT Series enclosures. To keep your studio qiet CT Keys 

incorporate sound-dampening composite metal technology in their frames. 

includes a-year warranty, plus overnight advance replacement warranty 

in the first year for ST Keys. 

Illi111111111,111 
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The Quad-Processor MOTU Studio 
The groove. 
Spectrasonics Stylus RMX v1.5, the 

award-winning " groove standard", gets better 

and better with new features like " Chaos 

Designer"' Bun- for stuttering edits, 500 

incredible new categorized Multi grooves and 

250 slamming new Kits. It's even easier to leam 

RMX now with the new Reference Guide/Help 

System and hours of brand new tutorial videos 

-including one specifically for Digital Performer 

users! 

Mastering & restoration. 
Your DP mastering and processing lab awaits you: BIAS Peak Pro 5 delivers award 

winning editing and sound design tools, plus the world's very best native mastering 

solution for Mac OS X. With advanced playlisting. Superb final-stage processing. Disc 

burning. Plus PO subcodes, DDP export (optional add Di), and other 100% Redbook-

compliant features. Need even more power? Check out our Peak Pro XT 5 bundle with 

over $1,000 worth of additional tools, including our acclaimed SoandSoap Pro, SoundSoap 

2 ( noise reduction and restoration). Sqweez-3 & 5 ( linear phase multiband-

compression/limiter/upward expander), Reveal (precision analysis suite), PitchCraft 

(super natural pitch correction/transformation), RepMO ( linear phase ED matching), 

SuperFreq (4,6.8, & 10 band parametric ED) and GateEx (advanced noise gate with 

downward expander) — all at an amazing price. So, whei yoMre ready to master, Peak 

Pro 5 has everything you need. It's the perfect complement to DP. 

Or, perhaps we should say, it's the perfect finishing touch. 
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The control room. 
The PreSonus Central Station"' is the missing link between your 

MOTU recording interface, studio monitors, input sources and the artist. 

Featuring 5 sets of stereo inputs (3 analog and 2 digital with 192kHz 

D/A conversion). the Central Station allows you to switch between 3 

different sets of studio monitor outputs while maintaining a purely 

passive signal path. The main audio path uses no amplifier stages 

including op amps, active IC's or chips. This eliminates coloration, 

noise and distortion, enabling you to hear your mixes more clearly and 

minimize ear fatigue. In addition, the Central Station features a complete 

Purified power. 
To get the most out of your MOTU studio gear, you need the cleanest power possible. The 

negative effects of poorly supplied wall outlet AC power on your gear can be dramatic, without 

your ever knowing how good your gear can really sound with properly supplied power. 

Furman Sound introduces the all-new Power Factor Pro with its ground-breaking Clear Tone 

Technology"' , which actually lowers the AC line impedance supplied by your wall outlet while 

storing energy for peak current demands — over 45 amps of instantaneous current reserve. 

Additionally. Linear Filtering Technology"' ( LiFT) dramatically lowers AC line noise to 

unprecedented levels in the critical audio frequency band. Also included are Furman's unique 

Series Multi-Stage Protection Plus (SMP+) surge protection and automatic Extreme Voltage 

Shutdown ( EVS), which protect you from damaging voltage spikes or sustained voltage overload. 

studio communication solution with built-in condenser talkback 

microphone, MUTE, DIM, two separate headphone outputs plus a cue 

output to enhance the creative process. A fast-acting 30 segment LED 

is also supplied far flawless visual metering of levels both in dBu and 

dBfs mode. Communicate with thearlist via talkbaek. Send a headphone 

mix to the artist while listening to the main mix inthe control room and 

more. The Central Station brings all of your inputs and outputs together 

to work in harmony to enhance the creative process and ease mixing 

and music production. 

FURMAN 
UPI. NE POWITI 

ro INTkoN Trro• 

Equipped with the same LiFT and SMP+ features, plus EVS Extreme, the Furman Sound 

IT-20 II ultra-low noise oalanced isolation power conditioner is designed for the mos; criiicel, 

ultra-low noise installations. Delivering an astonishing 80dB of common roise reductonTrom 

20Hz-20kHz. you're assured the lowest possible noise floor fer all the gear in your MOTU 

studio. The IT-20 Its bold transformer design assures a contained mat.rneIic field for complete 

isolation from sensitive studio components nearby. The ultimate in purified power. 
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Unprecedented Native Studio Power 

Hands-on automated mixing. Accurate monitoring. 

1111111111111 11111111111 

Imagine the feeling of touch-sensitive, automated Penny & Giles faders under your hands, and the fine-

tuned twist of a V-Por between your fingers. You adjust p!ug-in settings, automate filter sweeps in 

real-time, and trim individual track levels. Your hands fly over responsive ccntrols, perfecting your mix 

—free from the solitary confinement of your mcuse. Mackie Control delivers all this .n an expandable, 

compact, desktop-style design forged by the combined talents of Mackie manufactunng and the MOTU 

Digital Performer engineering team. Mackie Control Universal brings large-sonsole, Studio A prowess 

to your Digital Performer desktop studio, with a wide range of customized control features that go well 

beyond mixing. It's like putting your hands on DP itself. 

The Mackie HR-Series Active Studio Monitors are considered some of the most 

loved and trusted nearfield studo monitors of all time, and with good reason. These 

award-winning bi-amplified monitors offer a performance that rivals monitors 

costing two or three times their-price. Namely, a stereo field that's wide, deep and 

incredibly detailed. Low frequencies that are no more or less than what you've 

recorded. Fitgh and mid-range frequencies that are clean and articulated. Plus the 

sweetest of sweet spots. Whether it's the 6-inch HR-624, 8-inch HR-824 or dual 

6-inch 626. there's an HR Series monitor that will tell you the truth, the whole 

truth, and nothing but the truth. 

The MOTU system experts. 
When it comes to putting together MOTU recording systems, nolody does it better than 

Sweetwaier. Whether you're building a simple portable recording rig with a Traveler and an 

iBook ora 128-track powerhouse Digital Performer studio centered around the latest Quad Core 

:G5, Sweetwater can help you select the perfect components for your MOTU system. from the 

specific MOTU audio interface model, to contrcl surfaces and hard drives, to plug-ins and studio 

monitors. Even better, we can install, configure, test and ship a turnkey system straight to your 

door— all you'll need to do is plug in the system and start making music. 

Why sitar) anywhere else? Call the experts at Sweetwater today' 

11 (800) 222-4700 
www.sweetwater.com HIPPING 
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E-mu Emulator X Desktop Sampling System 

Synthesis and Sound Design Secrets 

Fl 

— 4 

-mu's Emulator X desktop system is 

a monster sampling synth with the 

  kind of functional depth that can 

take some time to master. And although 
you can always simply sequence the gazil-
lion available sounds and turn a few preset 

knobs, there's nothing like programming 
your own custom sound. Here are a few pro-

gramming ideas that can really speed you 

ah ,ng and keep your head in the music. 

TEMPLATES 

E-mu implemented the idea of user settings 

for nearly every module, although these are 

sort of tucked away. Right-click in any voice-

processing field, and you're prompted to 
select a factory template or save the current 
settings as a template. These are available 

not only for the obvious filter, envelope and 

LFO settings, but also for the Amplifier, Key 
and Tuning modes; lag and glide processors; 

and all effects. So save, name and organize 
the templates often, and your programming 
will go faster and faster. 

Grabbing work from any professionally 

produced sound bank is easy. If you really 
like a repeating rhythmic envelope that 

animates the filter in a soundscape pad, 
then right-click and save it as a template, 

which you can apply to any sound in any 

bank in the future. The same would apply to 
snatching some exquisite Z-plane morphing 

filter that took a dedicated programmer a 

long time to perfect. 

MODULATION TEMPLATES 

the Emulator X modulation matrix is 
astonishingly powerful, with lots of real-

time and automated controllers that can 
be mapped to any and all parameters. So 
if you have spent time setting up complex 

arrays of preset cords or find effective preset 
cord setups in some of the synth presets in 
your sound library, then save and name 

those templates and spend time dialing in 
the tweaks rather than doing all that extra 
setup. Some of the presets in E-mu's Vintage 

collection use all 36 cords for incredible 

modulation effects—grab those, too! Also 
available are savable templates for the initial 

controller amounts, which include sends to 
the effects. 

One step further: You can use this page 

as a MIDI monitor while 

you manipulate the synth 

parameters from your 

sequencer. Automating 
voice parameters is a very 

organic and expressive 

way to play and control 

the sampler. You can 
even label the "scribble 

strips" to easily see what 
you're modulating. 

MASTER TEMPLATES 

Need an instant and 
very different-sounding 

keyboard pad? Master 

templates combine all 
voice-processing settings 

(in the Voice Processing 

menu). These let you save the template of 
all the voice-processing parameters for a 
smoothly enveloped, filtered and chorused 
string pad that you might stumble across 
and apply to some custom sound. The 
preset cords and initial controller amounts 

are key to the sound of many exotic synth 
presets. Be sure to also store and use these 
templates when you're trying to repurpose 

found programming. 

BROWSE YOURSELF 

Just as Photoshop sports a Browser 
window that lets you check out and 
compare graphics files on your hard 

disk or CD, Emulator X features an 
amazing Import Sample function that 

you can use in the same way. Instead of 
browsing a soundware CD by playing and 

considering each of the files separately, 
select Import Samples, locate the CD, 
shift-click as many files as you can and hit 

Open. There are lots of settings here, but 

make sure that Build Preset is checked in 
either Chromatic or White key mode and 

Import. Now you can "play" a preset full 

of sounds, loops or effects and get a more 

visceral feel for the sounds and how they 

work with each other. 

SAMPLE YOURSELF 

'Elie system includes an onboard recorder 

module with some relevant "sampler" 

functions. Connect a dynamic mic to your 
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E-mu Emulator X's main screen shows file names at a glance. 

interface's input and dial up some level. 
Select Acquire/Chop Samples from the 

File menu, hit the Record button and do 
something for five to 10 seconds. Say OK. 

Now you can let the computer chop it up for 
you. Set a gate threshold level, a pre/post-
milliseconds tolerance to avoid trimming 

attacks or decays, and a Hold amount to 

ensure a minimum sample amount. Then 
select Apply, which renders that recording 

into meaningful and playable audio events 

in the list below. Dialing in the threshold 
is tricky, but it's much easier if you zoom 

in vertically just enough so that you can 
grab and move the threshold markers 

themselves. This allows you to set them 
visually with the waveform. 

Select the top region and use the 

down arrow and space bar to quickly 
audition. If the results are close, then you 

can manually adjust each start and end; if 

they're not, then adjust the parameters and 

apply again (discarding the first batch). 
This allows you and your performer to 

freely express yourselves during sample 

recording, without starting and stopping 
the recorder. You can then quickly save to 
the sampler, where an auto-build preset is 

available, making the whole process from 

recording to playing the individual sounds 

on the keyboard extremely fast. 

Gerry Bassermann is composer/producer 
based in the San Francisco Bay Area. 
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VIENNA SYMPHONIC LIBRARY 

Natural Intelligence 

Introducing Vienna Symphonic Library's Virtual Instruments 
10 VIENNA INSTRUMENTS — 1 SYMPHONIC CUBE 

Three years ago the Vienna Symphonic Library redefined the sample library by introducing 

the Performance Tool, bridging the gap between static samples and dynamic performances. 

Now the next revolution is at hand. VIENNA INSTRUMENTS, the most powerful Virtual 

Instruments on the market, embody intelligent Performance Algorithms into an easy-

to-use VST/AU plug-in to orchestrate an inconceivably vast array of samples. For the 

first time hundreds of inspiring articulations can be combined in one Preset and 

on a single MIDI track. Vienna's proprietary Performance Detection analyzes 

intervals, repeated notes, patterns, and even speed in real-time and automatically 

summons the appropriate articulation or nuance. If you never imagined a Virtual 

Instrument could read your mind, think again. Never before has composing 

been so natural, fast, and so much fun. 

SOLO STRINGS 
CHAMBER STRINGS 

ORCHESTRAL STRINGS I 
ORCHESTRAL STRINGS Il 

HARPS 
WOODWINDS I 

WOODWINDS II 
BRASS I 

BRASS II 
PERCUSSION 

Log on to www.vsl.co.at: 
Watch the Video Tutorials and listen to demos. 

Check the availability of individual collections and release dates. 

Visit us at the Winter NAMM Show, January 19-22, 2006, Booth #6730, Hall A 

VIENNA SYMPHONIC LIBRARY 
www.vsl.co.at 
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The Traveler is dope. 

It goes with me on stage in front of thousands of people 

at gigs all over the planet, from Australia to Miami. 

With stellar performance and incredible sound. 

ANNEM ANISE. 
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