HAPPINESS: HOLLY ' GOOD !

A HOLIDAY
GRAB BAG
OF GEAR CHEER

10"

Defining
the Future:
of Recording

wvww.eqmag.co

TOM ROTHROCK
PAT DILLETT
GUY SIGSWORTH
BAD RELIGION
RECORDING IRAQ

IECEMBER 20N08




ENHANCED MIDI PROGRAMMING

Tracktion 2 features a fully revamped MIDI editor with faster
note entry, quicker editing. more intuitive keyboard control, and
improved viewing of notes and controllers simultaneously.

EASIER RECORDING

Tracktion 2 lets you record your ideas as fast as
they come. Just drag the audio or MIDI input
icon to whatever track you like and hit record.

85k to setect This track; deuble-click to expasd o thnink &t
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DRAG-A-FILTER

Wanna add a VST plug-in, pull up a VSTi instrument, route to
an Aux send or add some EQ? Just drag a filter to the track
you want to effect. It's really that simple.

INSTANT INFO

Tracktion follows your every move wiith its Properties
Panel. Click on an audio clip and see its fade-out
curve; click on a MIDI clip and quantise away; click
on a reverb plug-in filter and fine-tune the pre-delay.
The relevant info is always at your fingertips.

IMPROVED METERING
When setting levels, T2 can turn the
full screen into a giant meter bridge
with the press of a button.
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EXTERNAL SYNC

In addition to Tracktion’s ReWire host
functionality for use with applications
like Reason, T2 supports MIDI Time Code
{MTC) and MIDI Machine Control (MMC)
input/output, plus MIDI Clock output.

QUICKTIME SUPPORT
Tracktion 2 supports Quicktime™ video
playback. Select a movie and start
composing music, add effects, replace
your dialog,and win your Oscar®.

@ use 64-bit math when mixing tracks

SUPERIOR 64-BIT, 192KHZ MIX ENGINE
Much has been made about the"summing bus"in DAW
software. Tracktion 2 features a new high-definition
64-bit mixing engine for uncompromising sound.

QuickTime

@ www.mackie.com © 425 487 4333 (Outside U.S.) = 800 89




YOU CAN'T PUT A PRICE ON FREEDOM.
BUT HOW DOES $199* STRIKE YOU?

There's nothing like the creative freedom that comes wizh having a
complete suite of music production tools at your fingertins. Unfortunately,
most comprehensive music software packages come with steep learning
curves and price tags upwards of $500. Until now.

Amplitube LE

Introducing the Trackt‘on 2 music production bundle. A comp'ete, powerful
production suite with 2verything you need to take your music from initial

A inspiret'on to final mixed-and-mastered CD—with as-good-or-better results
SampleTank SE - than software costing several times its price.

Our acclaimed Tracktion 2 software represents the easiest way to record on

your Mac or PC—with a clean single-screen interface, un imited track count,
a 64-bit mix engine, VST and ReWire support, and the ability to export your

music 1o other audio software with ease.

With bundled Amplitube™ LE Guitar Amp
Simulator and Sampletank™ SE Sample
Player, the LinPlug RMIN™ drum machine,
the reFX Slayer 2™ guitar and bass plug-
in, and a full suite of Mackie Mixing and
Mastering tools, you'll never lack the right
software for the job at hand.

VY -

And with T2's list price of only $199 all this
creative freedom won't break vour budget.

Download the Tracxtion Z demo today at
www.mackie.com/t2.

SIMPLE. POWERFUL. REVOLUTIONARY. TRACKTION 2.

* Suggested Retall Price. Actmal de aler price may vary.
For a lumited time, get a FREE artist website and 6 months.of hosting from www.broadjam.com when you bey and reglster Tractkion 2.

MNACKIE.
Q
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I YOUR MIX SOUNDS GOOD ON THENG,
ITLL SOUND GOOD ON ANYTHING

HS80M

HS50M

HS50M

5" white polypropylene cone

- 3/a° dome tweeter

+ 70-watt biamplified power

- XLR and V/a’ connectors

- Room Control ard Frequency Response Switches

HSB8OM

- 8" white polypropylene cone

- 1 dome tweeter

- 120-watt biampffied power

+ XLR and V/a" connectors

- Room Control and Frequency Response Switches

HS10W

+ 8"long stroke 120-watt woofer

- Dual XLAR and Va' inputs

- 3 balanced XLR outputs (Mix, L&ER)
* Phase switch

- Low/High cutoff

e

HSIow

a a (%)

\\- "

C ’

HS SCRICS FOVWERCGCD MOMNITORS

The new HS Series powered monitors were designed to be true studio
reference monitors in the tradition of the famous NS10MS. That means,
‘mixes that sound good on Yamaha HS speakers will sound good on anything.
In fact, that's the ultimate test of a reference monitor. Even better than

that, HS series speakers not only sound good, they look great, too.

The HS 10W powered subwoofer complements the HS speakers and easily
handles today’s bass-enhanced music or the most dramatic surround effects.
The HS 10W subwoofer uses a bass refiex design cabinet that maintains high
efficiency and low distortion. You can combine HS50Ms or HS80Ms with the
HS 10W subwoofer to create differerit 2: 1 (stereo) and 5: | surround sound
systems. So check out the new standard'in near-field reference monitors at

a Yamaha dealer near you.

- @YAMAHA

© 2005 Yamaha Corporation of America All rights reserved.
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APOCALYPSE HO HO HO

"What do they say about me, Willard?"”
"They say you're an assassin, sir”

"Am | an assassin?”

"I don’t know, sir.”

We were up the Nung River at MusicPlayer Live! Two days now.
Without a paddie. Anderton, American journalist, jumped
around the landing docks when we finally pulled in, spittle
flecking his glasses. "Is £Q a good mag? Is £Q an evil mag? Is
the editor’s letter impenetrable and insane or merely insanely
impenetrable? Am | going to be the one to explain all this? Are
they going to believe me: NO! Wrong! It's got to be YOU." His
hands danced in the air in front of him as he fidgeted against
the accumulated anxiety of all the restless natives in his forum.

Ho ho ho. OK. So here we go {in English}: Readership is up,
newsstand sales are up, subscriptions are up. We just finished,
with the buy-in of 1,000 of you readers, the 2006 Editorial
Calendar (go to eamag.com and if you ask nicely maybe we'll
post it for the masses), and this year that we just stunningly
finished will only be outshone by next year. We're talking a
MONITOR issue like our past MIC issue. We're talking geniuses
dishing here like they don’t dish anywhere else on what clearly
constitutes the finer points of our quickly changing art. We're
talking reviews that, now listen carefully, DON'T LIE, and are
done by our rogue’s gallery of producer’s big and small.

And because this is The Holiday Issue and we're in such a
holiday mood for giving, we're also talking THIS issue what with
its 10-page JOE CHICCARELLI interview of KEN SCOTT, coffee
talk chat style, about DAVID BOWIE, THE BEATLES and all and
sundry. We're talking mini-interviews with TOM ROTHROCK on
JAMES BLUNT, we're talking PAT DILLETT's letting his love
down easy in an open letter to her here in black and white, and
we're talking GUY SIGSWORTH on BEBEL GILBERTO.

And it gets even better than that. As in E-ticket better. Wild
knuckle fights featuring gear vs. gear, app stuff to help you push
it to where it's never been pushed before, and, now get this, an
editor’s letter that has absolutely nothing to do with blood-
sucking monkeys, my band Oxbow, or words like ass. Or tuba.

Do tell.

We just did.
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THE STUDIO STANDARD FOR RECORDING GUITAR.
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VARIAX

P With the irtroduction of POD, Line 6 forever changed the way rusicians recorded guitar. But that was just the

begiinn ng. Line 6 spent the rext four years study ng and painstakingly modeling the most sought-after guitars in the
world. The resut? One guitiar that authentically recreates the sounds of twenty-tive classics: Variax.

Now vou can instantly go from a thick lead so.nd modeled after a vintage ‘57 Les Paul*, tc a twangy rhythm based on a
39 Telecaster* at the flick of a five-way switch. With a Variax in the studio, you'il never have to stop the creative
pracass just t= cnange guitass and retune. Variax delivers authentic vintage and modern tones all without hum so you'll
never have to sacrifice the quality of your reccrdings. From gorgeous sounding holiowbodys, to 12-strings, acoustics, or
even a sizar, you'll have the sounds of an ertire studio full of inspiring instruments. right underneath your fingertips.

Just tum the knob and believe your ears.

» www.line6.com

orld Radio History




TUNE IN, TURN ON, PUNCH QUT

JUST A NEW YORK CONVERSATION

TOM ROTHROCK ¢
JAMES BLUNT,

From Badly Drawn Boy to Elliot Smith to James Blunt to
Richard Thompson it seems you’ve managed to do at least ONE
thing on each of those productions that just elevated the record
from OK to great. What was that one thing, how'd you do it,
and why d you choose to do it?

Tom Rothrock: If on each project | could go to my rolodex and
pull out the one perfect card that says exactly, guaranteed, "great
record” would it be smart to give it to you?

If you didn‘t want to be savagely beaten: yes.

TR: Hmm. . . . Whether I'm going into a writing session, preparing
for an album production or meeting with a film director to discuss
composing, there is one constant: | know that there’ll be an exchange
of ideas. What makes for great collaborations starts with a balance
of talent. A record producer has to work with the capabilities of the
artist at the point of recording. Conversely, the artist is held to the
producer’s breadth of experience and style. It's then answering the
challenge of these dynamics that occurs during the process that
makes for great results. Interestingly, | have found the same rela-
tionship in film composing between the director and the composer.

e

BY THE EQ STAFF

You bring a distinct rock sensibility to recording pop and your
rock bonafides are well known but what exactly did you “bor-
row” in order to beef up arguably lighter pop fare?

TR: My first year of high school | did my algebra homework every
day listening to Back In Black for the whole year. No exceptions. |
haven’'t met many other artists who weren’t influenced by that
record, even if they’re a bluegrass band.

Great record. What about it did you like so much? Outside of
the fact that its perfect as a soundtrack for inebriation? Or
better yet howd it influence your most recent thing: the
James Blunt record? We mean how'd that go?

TR: Pretty well until | overdosed on some spiked brownies that
James had slipped me while recording a piano ballad in the bathroom
of someone’s house whom | had never met. James, it seems, had
found his own way of challenging my dynamics.

Producers who you like and listen to regardless of WHAT
they ‘re doing.

:: Not surprisingly, Mutt Lange. Also Dr. Dre. However, much of
my inspiration comes from outside of music. | find architecture very
powerful musically.

OK. In a fight between you and that other famous Mancunian,
West Coast dwelling ex-pat Morrissey, who wins?

Fighting doesn’t get you laid. | think Morrissey would agree.

Nice side step.

-

Tom Rothrock
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by Noa Lazerus

Scene opens: We see Lazerus
seated studying in the library sur-
rounded by university texts and
his PowerBook. He is immobile
and staring at the ceiling.

Music up (Bad Religion):

LOS ANGELES IS BURNING
When the hills of Los Angeles
are burning

Palm trees are candles in the
murder wind

So many lives are on the breeze
Even the stars are ill at ease
And Los Angeles is burning

Lazerus shakes his head,
"Damn, they're at it again.”
Scene fades. . . .

The first thing you notice after
mixing Bad Religion Live at the
Palladium in 5.1 surround will be
the formidable, hyper-catchy,
philosophically rockin’ earworms
that gnaw their way into your head like mental floss. They will sing to
you at the most unexpected times for weeks on end thereafter. Its been
tough on my Master's degree studies, for sure. Bad Religion's music
is like that — it hits you on a lot of different levels and you love it for
that reason. For the dynamic surround mix for the soon-to-be-released
concert DVD, the band performs a choice selection from their massive
musical catalog for a live performance at the famous Hollywood
Palladium that is . . . something to behold.

But it's been a few years since | was involved in a live concert record-
ing and mix session. The last one was an unusual gig in Londor with
members of Pink Floyd, the horn section from the Scottish band Wet,
Wet, Wet, and Tom Jones who sang songs like EMF's hit single,
"You're Unbelievable.”

For Bad Religion Live, | used the Audio Cube system, which | was
introduced to when | began working for Chace Audio in 2001, The
Audio Cube, or AC-5, is designed by Cube-Tec, a German comrpany.
It is a PC-based workstation and works seamlessly with Nuendo
and Wavelab software platforms for its innovative new tools. It was my
discovery of the Audio Cube that eventually led to a sound ~evoiwution
as | found more opportunities to work with music in film. The Audio Cube
is both a multi-channel digital audio workstation and a forensically
sophisticated audio restoration platform.

And so for Bad Religion Live at the Palladium | tried a new and exper-
imental approach I'd been considering for some time. This invoived using

the Audio Cube’s mastering tools, which were so effective on stereo
material, and deploying them on each individual track of the multi-track
live recording. To do this, | imported the origina! Pro Tools live multi-tracks
‘nto a session in Nuendo and then set abeout using the mastering
tools in the Cube on a track-by-track basis. The live recosding sounded
good and there was decent separation thanks to the team that did the
original remote recording. | set uo a configuration of tools and started
with the kick drum. | used a set-up that cascadea the Cube's Analog
EQ and two mrulti-band compressors to deal with specific aspects of
the sound.

I then went into the Cube-Tec Vitalizer, which allows the user to
da a variety of things from adding compression to an analog EQ to
additional pass and, of course, vitalizing. | also used a tool called
the Loudness Maximizer, which handles the overall sound in a new
way that allows for wide range of dynamics and control — like
packing the sound into a fat dynamic range and increasing volume
without charging the sound. The concept worked beautifully and |
applied this technique to every track from hi-hat to the bass to all
three of the guitars. As a result, | could row optimize each sound
for its specific need. Fat, controlled lows on the bass guitar and kick
drum, increased depth on the snare, and a crisp edge on all the gui-
tars. | was even able to enhance the natural ambience of the audi-
ence tracks in a very refined manner. And a'l of this occurred
before mixing even began.

www.eqmag.con DECEMBER 2005 EQ 4



BRO RELIGION

When | was finished with muiti-track mastering, the session was
exported to FireWire and set up in ProTools. For the mix | worked along-
side Chace's surround mixing ace, James Young, using the Harrison Series
12 mixing console. it was great to work with Jim as he taught me a
great deal about mixing in surround. He explained that one of his pet
peeves is that so many good music mixers are shy about using the cen-
ter channel. This is because we have grown up accustomed to mixing
with a false center of stereo mixes and are unfamiliar with using a des-
ignated center channel.

Jim played several different music mixes, which he had collected
in surround, and all were good but the mixes that embraced the mix
technique using the discrete center channel for things like vocals
and kick drum and bass guitar sounded far more dynamic since they
used the full perspective of the speaker layout. This is a key aspect
that music mixers can learn from film mixing. Brett Gurewitz, Bad
Religion’s guitarist/writer and president and founder of Epitaph
Records, was present at various stages throughout the mix process
and was intrigued with the surround dimension of the live mix. Brett
is a mixing engineer and producer and was very erudite in his
understanding of what goes on in the studio environment and offered
some good suggestions along the way.

And so the multi-channel mastering experiment | conducted before

the mix paid off and made the final mixing process much easier, as |
had taken some time to really sculpt the individual sounds. The indi-
vidual tracks sat very well once | had created the first initial Mix and with
a live show and time constraints, that is a very positive outcome. The
fact that the band is so great live is what this DVD is all about.

Scene opens: Peaceful yard at dusk, Lazerus is home watering his plume-
ria trees, stares at the sky, drops hose, shakes head:

“Damn! Earworms in the garden.”
Music up

SUPERSONIC

Well here | go again, everything is alien

How does it feel to be outstripped by the pace of cultural change?
My deeds are senseless and rendered meaningless

When measured in that vein

| could go supersonic, the problem’s chronic

Tell me does life exist beyond it?

When | need to sate, | just accelerate into oblivion. . . .

Grammy-nominated engineer/mixer Noa Lazerus works at Chace Audio
and is also a musician, composer, and university student currently com-
pleting his Masters degree.

LOOK SEE

Revolution in the Head:
The Beatles’ Records
and the Sixties (Pimlico)

IAN MACDONALD

Only rarely does a book appear whose merits exceed the hyperbolic
hosannas of back-cover blurbs. Such a volume is the newly released
Second Revised Edition of Revolution in the Head: The Beatles’ Records
and the Sixties by the late British writer lan MacDonald.

Combining musicology, articulation, and the ability to tell a story

well, MacDonald lets the chronicle of The Beatles and the explosive era
to which they were symbiotically related emerge, song by song. He
repeatedly reveals the nature of the creative process that undergirds
their work, both in its human elements and in the ridiculously inspired
application of audio experimentation by George Martin and his team in
the comparatively primitively equipped environs of Abbey Road.
Unequivocally, he concludes, “The Beatles’ way of doing things
changed the way things were done and, in so doing, changed the way
we expect things to be done. That the future is partly a consequence of
the existence of The Beatles is a measure of their importance.”
Throughout, MacDonald writes about the people who made this
possible with the kind of subtlety, lucidity, and celebration of essential
detail for which one hungers in any genre. And be forewarned: One
skips the footnotes at one'’s peril.

A work of power and significance, this book must be embraced by
anyone who would know what makes great music great. —David Flitner

8 EQ DECEMBER 2005 www.egmag.com
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TWO FOR TWO
GUY SIGSWORTH + TUOMAS KALLIO on BEBEL GILBERTO

When remixers mix and then the remixes are mixed onto a record
of remixes, you have the flex of remix mastery in all of its glory.

What?

Yeah, exactly.

Forthwith two of the geniuses (genii?) behind Bebel Gilberto's
completely inspired Remixed.

Guy Sigsworth: | was right in the middle of producing songs for the
Sugababes third UK album (Three) when | met Bebel. It was at the point
where every song had around 40
tracks of vocals to sift through; and
although | knew the end results would
turn out great it was quite a job to
assemble. So Bebel turned up and |
just loved her energy and fun. She
makes music-making feel like some-
thing naughty and mischievous.

We wrote “"Cada Beijo” within
about an hour of her coming through
the door. | was imagining the sound of
Walt Disney's Jungle Book, with its
bass flutes, and this song was my
attempt to recreate that feeling with
a modern twist.

Later, when Marc (Hollander —
owner of Crammed Discs) asked me
to remix a song, | told him 'm not a
deejay, so I'll give you an alternative
song-form version. I'm very proud of
my remix of Bjork's "All Is Full Of
Love,” where | reharmonize the
melody, rehear the sound of the song,
but it’s not primarily about the beats.
| did a remix for David Sylvian that was
also in that spirit.

Anyway, | asked for two songs
to choose from, and Marc sent me
everything from the multitracks in
WAV form. | quickly settled on "O
Caminho,” because | heard a clear
feeling for it. At first | heard it like an old Frangoise Hardy song,
"Tous les gargons et les filles,” that kind of thing. Or maybe
Bacharach/David? But | was also hearing the kind of guitar sound you
can hear on Lalo Schifrin's Bullitt score — like a jazz ptayer caught
up in a 1960s love-in or something! Most importantly | wanted to
hear a spooky harpsichord doubled by vibraphone, because it
reminded me of all those UK TV themes of the 1960s and '70s: The
Prisoner, Randall & Hopkirk (Deceased), Man In A Suitcase, and the
Harry Palmer films with Michael Caine, The Ipcress File, and Billion
Dollar Brain.

| love all these elements from the past, but | don’t want the
result to feel merely like a stylistic exercise. You still have to come
up with riffs and chords that are good regardless. How did | actually
do it? Well, | worked out the guitar part, but trusted playing it prop-
erly to my friend Kate Havnevik. It was my Gibson 335 played into a
POD. In a former life | was a classical harpsichordist, so | played
that part. Most of the rest was created with well-chosen samples.

10 EQ DECEMBER 2005 www.egmag.com

I'm perfectly happy to use someone else’s factory double bass
sound, because | know that after I've finished processing it :\n Pro
Tools it'll be something different anyway. The drums were a mixture
of an old jazz kit from Battery, and live playing of my Yamaha
Cocktail* drum kit. We used effects like Reaktor’s Spring Tank a lot.
Basically everything had to sound either pre-1970 or post 2000,
with nothing in between. With my engineer, Sean McGhee, I'm
always looking out for the sounds you hear in 1960s movies when-
ever the plot involves brainwashing or hypnosis — usually it's dis-
torted tape delay feeding back on
itself — and we got one in on
Bebel's vocal just before the end
of the song.

Tuomas Kallio: It was tridky. | had
no idea who else was invalved and
no idea of the style of other
mixes. | got some five to six
tracks to choose from and we
went on with "Winter.” But
Nuspirit Helsinki is a lot about
trying to concentrate on the
music itself as a whole, rather
than separate layers (not doing
remixes by simply replacing the
rhythmic patterns of a given track);
it's also always been about mixing
electronic production with organic
live instrumentation. So on
“Winter” we decided to go for a
combination of Detroit techno-fla-
vored electronic beats and lush
string arrangements. Why? Well
the vocal performance and melody
of the particular song felt like that
to us. We also wanted to sustain
the relatively fast tempo of the
original. And we did not have too
much time to put it all tagether.
So we took a string quintet (actually
three violins, viola, and a cello), a percussionist, piano (heavy
effects), a Detroit-style riff on a Juno, sub bass line and an electronic
beat. And we always try to explore a vocal track for example just by
concentrating on the vocal performance, melody, and lyrics and
often try not to listen too much to the original backing tragk. We like
to think of what we do as reinterpreting music rather than remixing
a track.

Guy Sigsworth, remixed "O Caminho” and has written and pro-
duced tracks for Seal, Bomb The Bass, Lamb, Talvin Singh;, and
Madonna. He's also produced songs for Bjork, and worked as her
musical director.

Tuomas Kallio remixed "Winter” on Bebel Gilberto's newest, Remixed
and manages to be part of Nuspirit Helsinki, a Finnish coflective of
DJs, producers, and musicians whose magic wands have touched
everyone from Yoko Ono to Nicola Conte.



POWERCORE UNPLUGGED

Build your own PowerCore System!

Now you can get the powerful new PowerCore PCI Mkll DSP Card without the bundled plug-ins.
It gives you the opportunity to tailor your PowerCore setup to your specific needs by choosing from
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Featunng
STEVEN LEE

Miking Guitars in the
Studio: Steven Lee

This well-paced DVD gives a good, basic grounding in recording acoustic and electric
guitars in the home studio. It demonstrates the recording process using a PC-based record-
ing system and a Mackie mixer, and the 10 chapters are presented logically, starting
with some good basic studio theory and including signal path, different types of A/D
converters, how to set up headphone mixes, and so on. The acoustic guitar chapter also
includes demonstrations of stereo miking, using pickups, and some common multiple
mic phasing problems.

Moving onto the electric guitar, the chapter starts a little confusedly with a demonstra-
tion of re-amping, but then you get some solid information on amp recording with a lot of
the different miking possibilities explained, demonstrated, and explored. | liked the fact
that instead of always reaching for the EQ, Steven shows you the different tones available
by using three different mics on one speaker. Excellent advicel

The last chapters tell you how to build a fort to baffle off the amp (and give you lots of
mixing tips). And then there's a nice little bit on guitar intonation adjustment and the-oh-

so-important “please tune often” request.

This DVD gives a lot of helpful info and tips on mic choices and mic placement, recording direct and then re-amping,
and noise problems and their solutions. He also gives you some good tricks: using different rooms (including putting
the amp in the bathtub — cute!), and my personal acoustic guitar favorite, the ear and body mic set-up.

A friendly and professional DVD. —Bart Thurber

DEAR JOHN!

THE E

It has been over for a while row, but | have only recently begun to feel
like | can talk about it

We were together a long time, which is what made ending it so dif-
ficult. Me and Analog had same great times together, but no more. Sure,
we still see each other from time to time, but it isn't the same. She is as
warm as ever, always giving me back more than | put in. But lately she
seems a little high maintenance. Those rituals we had just to make music
together really wore me down. | know my friends liked her. Some of them
still do. But sometimes you lhave to move on. Sure, | had been cheating
on her for years. At first it was just a little fling once in awhile . . . she was
a "comp buddy,” if | may be crude. Now she is my new love

Her name is Digital.

| will admit that what first made her attractive to me was that she
was cheap, and a little dirty, too. But she has changed. She has
become more sophisticated. | am not ashamed to be seen in public with
her anymore. She filled the void that Analog left when she got so needy.
Digital never asked for anything. She was always there, always ready,
always willing to give me another track and never punish me with
crosstalk. Gone were the nights spent lying awake listening to Analog's
timecode bleed.

This would have all been good — a perfect dalliance. She doesn't
ask much of me, | don't ask much of her, very simple. But then our rela-
tionship grew. Digital began improving herself. It was little things at first,
but | could sense that she was really trying to please me. | began to
return the favor, opening rayself up to her. Trusting her with more and
more of my life. Analog cortinued to grow more distant. Days stretched
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REAK UP BY PAT DILLETT

into weeks, and then months with-
out seeing her at the studio.
Meanwhile Digital always had time
for me, and she was learning what
| liked. She began to provide me
with all the good features of my
relationship with Analog, but with
none of the hassles. She didn't
make me take her to expensive
places. We could work all day
together and never leave the house.
She hardly ever asked for expensive
gifts and accessories, while it
seemed like Analog was asking
me for a couple hundred bucks every 16 minutes or so.

Now we are happy together, me and Digital. | admit | have trouble
keeping up with her sometimes. She's so young, she’s still changing
and growing, always wanting to try new things. | know | sound like a
guy going through a midlife crisis, but | feel like Digital is keeping me
young too. Do | miss Analog? Sure | do, she was my first love. We were
together over 20 years. | worry about her now, that she will have
trouble finding someone to take care of her. | will always be there for
her but | can’t give her all the attention she needs. It toak me a long
time to get over Analog. | will always remember the good times. | even
let her keep the MRL | gave her, to remind her of how we were
always in perfect alignment when we were together. Once. But no more.
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IT'S NOTYOU. IT'S ME.



The Spike Powered Recording System from Mackie puts so many

professional tools in the hands of musicians, it's nothing less than
inspirational. Based upon our popular Tracktion Z Music Production
Software and the sleek, portable XD-2 interface, the Spike system
gives you killer Mackie mic preamps, unlimited tracks (as many as your
computer can handle), 24-bit sound quality, a high-resolution 64-bit
mix engine, VST plug-in and Quickiime video support, and bundied

Final Mix mastering tools for creating polished, professional-sounding

Spike now inctudes a full versian of our
popular Tracktion 2 Music Production

that keeps the music flowin' Visit mackie.com/spike to get inspired. Software* and Final Mix CD Mastering Tools.

CDs. Better still, it's all controlled with a simple, single-screen interface

SPIKE POWERED RECORDING SYSTEM: THE INSPIRING INTERFACE FOR MAC OR PC.
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THE SORROWS OF YOUNG
WERTHER

Hello. My name is Whit Aldridge. First and
foremost | would like to congratulate the £EQ
staff for publishing the best magazine in the
world! | am a huge fan, however, | am currently
enrolled at the Art Institute of Atlanta in the Audio
Production and Engineering degree program.
While furthering my knowledge of the arts
of recording and every other aspect of the
industry, my wallet is being sucked bone dry.
| would really like to keep reading your gift to
the world but the cover price is just a bit too
much for my monthly expenses. | am inquiring
about a student subscription or maybe a cou-
ple of compensated issues. | hate to ask but
| want to "be in the know"” with all of you guys.
If there are any possibilities that you know of
please let me know.

Sincerely,

Whit D. Aldridge

Marietta, Georgia

You know, you seem like a plenty smart guy, it's
almost amazing to us that you missed that if you
SUBSCRIBE to EQ you save huge bundles of
jack. So go to eqmag.com or use one of those
blow~in cards that litter your apartment floor, jack.
You won’t be sorry you did. —Editor

MY EVYES!!! MY EYES!IINY

By large studio standards, I'm a really small
operator! | have been recording live concerts, pri-
marily acoustic, orchestras, choruses, bands,
church groups, for about 40 years in the

‘.\fv\‘

LOVE LETTERS FROM FIGHT FANS

Baltimore/Washington area. As you are probably
aware, almost no studios are willing to make
remote recordings that are usually 2-track and
everything is live. Consequently, there's almost
no competition in this market segment,
except, of course, those folks with a DAT
and two mics who think then can do it them-
selves. Since | use Neumanns 414s, Millenia
Media, Lucid, VLZ-Pro, 1176's, Lexicon, etc.,
and a high level DAW, this isr’t really competi-
tion once | get in the door. My final product is
CDs (used to be LPs, then cassettes) and I've
done almost too many to count.

I'm also a full-time computer center director
at a large community college.

And I've been reading £Q for many years but
your latest CHEMS to format by
B BT vocy menmior

y annoying!

It makes the article hard to read. The Change
in font size and style destrous
any flow of the article and the
thought process THAT THE READER HAS under-
way in absorbing what the writer is S&hil 1.

GET rid OF this PROTOCOL and KEEP the
font/size/style constant!
Regards,
Wally Knapp
Ellicott City, Maryland

You got it, chief. —Editor
YOU IDIOT GENIUSES

| spent most of last night poring through back
issues of £Q and thought I'd write you.

First off, BT is probably one of the best
interviews ever. It's like he's forever on coke,
except it's not the cokelthat turns you into a
complete a-hole. It's magic coke that allows
him to empty his superhuman brain in the
most accessible way, thereby allowing him to
come off as personable, knowledgeable, and
very cool. '

The biggest thing | noticed though L the lack
of standard magazine consistency. At first this
annoyed me. | wanted my regular sections. |
wanted my traditional one-pagers and recurring
themes. Then | realized something. Yes, you have
a few regular items: Room With a VU, the ses-
sions bit in the front of the book, etc. But for the
most part, you seem to fill your pages with
content, rather than fill your pages with thematic
placeholders . . . then try to squeeze in content
that fits. This creates a kind of editorial spon-
taneity that's very, very refreshing. It makes you
scan every page for fear of missing out on
something you didn’'t know was there to begin
with. Too often | find myself passing over chunks
of my favorite magazines because, for some rea-
son or another, I've fallen out of lust with my
"sections.” Not in this case. Oh, and any mag-
azine that has Dean Kuipers writing fPr them is
automatically rope-a-dope.

This isn't a ‘round-the-back pitc‘n for free-
lance work. (I'm still not enough of a tech
head to review gear and gadgets.) Just want-
ed to email a “good on ya” for breaking the
mold by doing away with the mold altogether.
Have a good one.

Richard Thomas (by email)

THE MAKING OF STRANGE WE SHOULD MEET HERE

PRAUL TURPIN SPERKS

and Daniel Anderson were

Hello. I've been asked to tell you about the making of Idiot Pilot's Strange
We Should Meet Here CD. It's a story that starts at home with free soft-
ware, and ends with two 18-year-olds signing to Reprise/Warner Brothers.
| mixed the CD very early in 2004, and formed a small label in
Bellingham, Clickpop Records, to release it a couple months later.
On May 17 of this year, it was re-released by Reprise, with new art-
work — but the original mix and mastering were unchanged. Since then
| have been touring the U.S. and UK with Idiot Pilot and the band has
really begun to take off. But, let's go back to the beginning.

| first met the band six years ago. A friend of mine brought them
into Bayside Recording studio to try to finish their first EP. At the time,
my studio partner Chip Westerfield and | had just finished moving into
our new facility in downtown Bellingham. To make a long story short,
the songwriting and the singing of these young men impressed me.
| did some editing and mixed the record, and subsequently mixed their
gig at a local outdoor festival as well. Not long after that, Michael Harris
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suddenly the only people in
the band, along with a com-
puter, and Idiot Pilot was born.

Both Michael and Daniel
became regular fixtures around
the studio and musically went
through an experimental stage,
refining their collaboration and sound. Daniel began using his laptop
for some electronic experiments and played these for Michael — and this
was the beginning of the signature Idiot Pilot sound. Over the next year
(late 2002 through 2003), Daniel programmed countless composi-
tions and Michael would pick out which ones to pursue and collaborate
on. This was all done at home in Daniel's basement. The software at
this stage was a copy of Pro Tools Free for PC on Windows398 along with
some early version of Fruity Loops. The hardware generally consisted
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of a small Casio keyboard, Daniel’s guitar, a few
pedals, a real piano, a bass, and Michael’s
voice. Daniel played or programmed all the
instruments and Michael sang vocals and many
layers of backing vocals. These tracks from the
basement became the basis of Strange We
Should Meet Here. It should be emphasized
that at this point, the songs sounded very
much like the final versions. Most of the final
instruments were tracked, and the arrange-
ments and rough mixes sounded great. Finally,
Idiot Pilot announced that they were done, and
ready to figure out the next step.

The next two steps were a series of pro-
duction meetings At the meetings, the band
and myself, along with Chip Westerfield and
Dave Richards, listened to all the rough mixes
that Daniel had made at home. Our goals
were to decide which tracks were destined to be included on the album,
and also to figure out what, if anything, needed to be done to them. At
the first meeting, we listened to 22 songs and gave them each a letter
grade. Fifteen of these songs got an "A} and so we decided to concen-
trate on those for eventual release. In the long run, some even newer
songs were added and a few of these "A” grade songs are now the cream
of the crop of the unreleased B-sides. Many of the songs oniy needed
changes in the mix, and we decided that | would attempt to remix the
entire record in Pro Tools at the studio. However, we also decided that
a number of the songs needed to be re-sung, and that the bigger epic
rock songs needed some real drums to be layered onto the programmea
drums to take the energy level up a notch.

Next it was time to transfer the material from Daniel’s computer to the
ProTools HD system at Bayside Recording. Unfortunately, this is where we
hit a major snag. Daniel brought me the files — but we didn't have access
to either a Windows98 PC or a Pro Tools LE system. Of course, ProTools is
truly cross-platform software, but Pro Tools Free was not. It only ran on Win98
OR MacOS 9 — and in addition, these files weren’t cross compatible
between those systems. It wasn't in the budget, to buy a Win98 PC and aw
mBox just to do the transfer — and we couldn't find anyone who had this com-
bination of gear! Eventually | borrowed a Windows machine and an mBox and
a Windows copy of Pro Tools LE from three different people and finally got
the transfer to work. Once the files were opened in Pro Tools LE on the Windows
machine, then | could resave them in a compatible format that would open
on the Pro Tools HD systems on the Macs in the studio. The album almost
didn’t happen just because we couldn't cross the PC-Mac divide.

But by this time it was the Fall of 2003, and we entered the stage
of additional tracking. Daniel and Chip got on the task of recording
Michael's additional vocals. These were usually sung through a Neumann
M147 through an Avalon VT737 tube pre with some compression. | called
on a local drummer, Aaron Ball, to try his hand at layering real drums on
top of the programmed beats. This wasn't easy, as it required bm to rock
very hard, but keep track of changing time signatures and music that he
wasn't intimately familiar with. Overall, the drum sessions went well. But
since, we wanted to retain the feel of the drum programming, | did need
to spend a lot of time editing the real drums to match both the timing
and repetitive nature of the programmed beats. However, there were a
few spots where it was appropriate to change the programmed beats to
match the drums (some fills) — and so occasionally roles were reversed.
The drum editing was a combination of using Beat Detective, and some
good old-fashioned cut-paste-nudge. After this main phase of additional

16 EQ DECEMBER 2005 www.eqmag.com

tracking was done — | made new
rough mixes and we reanalyzed
the songs. By now it was cut down
to 18 songs including several new
ones. Eventually four more would
be cut.

At this point, unfartunately, the
project got delayed agan. During the
remainder of the Fall of 2003, the
studio was fairly busy and we
needed to accept a bunch of extra
work to bring in money. So, the
Idiot Pilot final mixing sessions
got delayed several times. Some
work got done in ©ctober and
November, but final mixing didn’t
really get under way until the end
of the year.

The album was "mixed in the box” using ProTools HD. The most important
use of effects were creative use of reverb and some cool anc unusual outboard
effects pedals. The reverb i Lsed the most was Audio Ease’s Altiverb. | love the
way it can add to a sound and change the ambience without sounding like tra-
ditional verb at all, and the regular verb’s just sound right to me. This is largely
true of any convolution revero — but I'm very familiar with Altiverb’s presets and
so far, | prefer them. The two pedals | used the most were the Moogerfooger
MF104, and a Schumann Electronics PLL. The Moog is generally my ‘secret
weapon’ — | use it liberally on vocals and occasionally other instruments, | also
use it with the band at live shows. The PLL is a crazy hand-made analog harmonizer
that resynthesizes the input into a square wave and can add new harmonies from
there. | used it on a few bass lines to create far deeper and intense Synth Bass
sc[>unds.The rest of the plug-ins were generally Waves and Bomnb Factory.

| The mixing took a fairly long time. First of all the verses and choruses had
a very different sound from each other on most cuts. Also, despite starting
with only eight tracks in the origind sessions, many of the songs had grown
té have a very large number of competing vocals and instrumental layers. Another
allenge was that many songs had two different bass parts (electric bass and
synth bass), as well as twe entire drum layers (programmed drums and live
drums). During mixing there was also yet another final level of additional track-
ing. At the last minute, we replaced a guitar solo in one song, with an impro-
vised keyooard solo by Danie! (tracked using the Logic ES2 soft-synth on my
laptop). Also at this point | added depth to several tracks by programming addi-
tional synth bass and strings parts that exactly doubled the ariginal parts.

The mixing took about 26 half-day sessions. Just about all of the time,
Ilwas working on the mixes alone. But, | constantly made new mix CDs
for the band and other co-producers and would get comment sheets back
from everyone. Then another round of mix changes would Happen to each
song until everyone was pretty happy. A few songs went through only
five or six such revisions, but same of them went through about 10. On
Feb 8th, we decided that mixing was completed. We certainly would have
lixed to send away the mixes for a top-level mastering job, but since we
still didn't have a budget in place, | mastered it myseif. One of the
advantages of this is that, if something sounds funny during the mastering
process, you can just apen up the mix and make some changes and then
import the improved version into the mastering session. | am the per-

on at the studio who does the in-house mastering, butijit's not prefer-
able to master something | have just finished mixing. But sometimes you
just have to do what is needed. Amazingly enough, when the record was
eventually re-released, the label did not require any remixing, and sur-
prisingly, no re-mastering either. Which must mean | had dope my job right.
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Professional Instrument Collections
ProSessions Producer by Sonic Implants is a comprehensive

2U-8IT PROFESSIONAL LODES

The ProSessions 24 series: delivers loop libraries created by
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library of multi-formmat instruments drawn from the vaults of the
renowned soundware developers at Sonic. Implants. Every volume
has been superbly sampled and programmed by the
award-winning Sonic Implants design group and is compatible with
EXS24, HALion, Kontakt, MachFive and Reason.

Orchestral Strings
Professional Onchestral Strings Library
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some of today's top recording artists and producers. This all- star
collection has also been recorded in 24-bit audio for incredibly hagh
fidelty. Whether you're looking for irspiring loops or an arsenal of
sound effects, ProSessions 24 delivers incredible quality.

Antonio Dilillo Signature Electro Patterns Vol. 1

24-4t Electro-Industrial Loops

Jimmy Chamberlin Signature Drums Vol. 1

24-bit Drum Loops

Mike Garson Signature Piano

24-0it Piano Laops

Bunker 8 Beyond Foley Vol. 1 — Inorganic
24-oit Sound Effects Library

Bunker 8 Beyond Foley Viol. 2 — Organic
24-bit Sound Effects Library
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($495)

This 2nd-generation, USB-
powered recording interface
features two analog inputs, two
analog outputs, two channels of
S/PDIF I/O, MIDt I/O, phantom
power, zerd latency-monitoring,
and more. Ships with the Pro
Tools Ignition Pack, which
includes special versions of
Propellerhead Reason, Ableton
Live 4, IK Multimedia
SampleTank 2, and a host of
other plug-ins.
digidesign.com
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($175, $269)

Designed for recording bass, gui-
tar, and vocals, each of these USB
interfaces features a mic input
with preamp, an instrument input,
stereo line inputs and outputs,
stereo headphone jack, and Line
6's GearBox modeling software.
The UX2 adds a second mic
input, analog VU meters, S/PDIF
out, volume controls for the
headphone and main outs, and
more. Much, much more.
line6.com
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($1.250)
Released to commemorate the
company’s 10th anniversary —
thus the AE call letters — this
fixed cardioid pattern mic has
the same guts as Brauner’s
Phantom C, but comes with a
black and gold finish, a signed
certificate of authenticity, a
dozen roses and dinner, and a
matching shockmount and alu-
mirum case. Designed for
vocals, spot instrument apps,
and lovers of all ages.
braunerusa.com

BY KEVIN DOWENS

($1a9)
Hosted by Grammy-winning
angineer, mixer, and producer
Charles Dye (Jon Bon Jovi,
Ricky Martin, Julio Iglesias), this
part instructional DVD/part Pro
Tocls session-based interactive
mixing course tackles such
subjects as compression, EQ,
saturation, separation, anc
effects, and how they relate to
each other with respect to the
final mix.
kagimedia.com



($99.95 per pair)

These powered desktop monitors
boast a feature list you'd
expect from a more wallet-
busting set: MDF cabinets, silk
dome tweeters, fiberglass
insulation, magnetically shielded
drivers, high-temperature voice
coils, bass boost controls, RCA
and 1/8" inputs, stereo head-
phone out, and a custom bass-
reflex ported design.
m-audio.com

($750)
Constructed of hand-matched,
military-grade components,
this compact (3 W x 6* D x
6° H) single-channel micro-
phone/instrument preamp fea-
tures a balanced, dual-servo
transformerless design, an
internal linear AC power supply,
a hi-impedance instrument
input, dual analog outputs, a
highpass filter, phantom power,
and four metering LEDs.

troe-systems.com
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($799)

The folks at Joemeek call this
single-channel mic pre/optical com-
pressor/de-esser/enhancer “the
most technologically advanced
product” they‘ve ever produced.
In addition to mic, line, and
instrument inputs and AES/EBU
and S/PDIF (optical and coaxial)
outputs, the oneQ boasts an
“lron” switch, which alters the
preamp circuit from solid state to
transformer coupled.

joemeek.com

www.egmag.com DECEMBER 2008 EQ

The HS Series consists of two
powered monitors — the 70-watt
HS50M ($249.95) and the
120-watt HS80M ($449.94) —
and the HS10W powered sub
($599). Both two-way monitors
feature balanced XLR and 1/4°
jacks, master level controis, and
trim switches for adjusting fre-
quency response. The HS10W
sports a 120-watt, 8" long-stroke
woofer and three balanced
XLR outputs.

yamaha.com



($174.95)

Designed for use in mastering,
noise reduction, volume maxi-
mization, and other sound design
applications, Version 5 of this
dynamics processor allows inde-
pendent compression or expan-
sion/gating of up to six bands. New
features include support up to
192kHz, new presets and preset
management, and perband
bypass, solo, and mute controls.
wavearis.com
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Wave Arts: MultiDynamics S

ST » Preset

($79.98, $89.98)

These cases are constructed
from durable thermoplastic, and
feature molded mic drops
that secure either six or nine
standard-style microphones.
Other features include a padded
compartment for cables and
accessories, security locks,
heavy-duty latches, and a
spring-loaded handle with a
rubber kung fu grip.
guardlancases.com
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($1,250)

Packed with six military-grade
vacuum tubes running on 600-
volt power rails, this high-voltage,
class-A, two-channel micro-
phone preamp delivers 75dB of
gain and a signal-to-noise ratio
of -100dB. Highlights include
mic, line, and instrument inputs,
selectable microphone input
impedance, a variable highpass
filter, analog VU and LED meter-
ing, and more.
prosonus.com

($495)

Happiness is a warm Revoiver
(RTAS/AudioSuite, Mac onlyl, a con-
volution reverb plug-in that offers
image response “sculpt-ahbility,”
dedicated and routable EQ, two
syncable delay lines, and special-
ized stereo imaging. In addition tc
the included impulse library of
reverbs and acoustic spaces,
Revolver’s analysis taols let users
model any acoustic space, out-
board gear, or signal path,
mcdsp.com
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by Steph Joral

JHSON SLHTER

PROJECT: Recording Bass:
Queensryche, Operation:
Mindcrime Il

ORTES OF RECOROING: May
2005 - September 2005
STUDIO: (mabile or otherwise):
J's Mobile Audio Love Unit
(Have Jams Will Travel); Five
Knuckle Bullet Studios;

Mike WVilton's Home

Studio; Synergy
LOCATION(s): Redmond, WA
and Redwood City, CA
OFFICIAL RLBUM TITLE:
Operation: Mindcrime Il
PRODUCER/ENGINEER:
Jason Slater

Jason Slater is a busy man. The bass
player/songwriter/producer/programmer
and engineer is best known for Third
Eye Blind, Good Charlotte, and his pro-
ducing and engineering for acts like
Twisted Method, Slaves on Dope,
and Apartment 26. But Slater also
regularly collaborates with Queens of
the Stone Age's Troy Van Leeuwen,
with whom he just finished the debut
album for Van Leeuwen's Enemy pro-
ject, Hooray for Dark Matter. And now,
he's just finished producing the new
Queensryche record, Operation:
Mindcrime 1. Slater's producing
adventures with Queensryche began
after his band Snake River
Conspiracy went on tour with them.
“We hit it off,” says Slater. "The
next thing | knew we were working on
the record.”

Slater had been a Queensryche fan
when he was a teenager so the
opportunity to produce their record

was a metalhead wet dream come true. "1 was a fan of
the bass playing on the first few Queensryche records,”
says Slater. "And being a bass player myself, | was flattered

that they asked.”

SIGNAL PATH
When it came to recording the bass tracks for Operation:
Mindcrime Il, Slater invoked the use of three different

And every-

thing counts to
Slater. “I start
with a great
instrument, and
from there | use
the highest
quality equipment
{ can get my
hands on.”
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signal paths to capture the muitiple bass tracks he
intended to use for the record. First, direct through a
Little Labs D.I. box to a Summit Audio pre amp. Next,
through an Aguilar DB924 Bass pre amp to an Avalon Dl
and then to a Summit Audio compressor. Third, through
to a Gallien Krueger 1001 RB head and a 4 x10 s@aled
cabinet, miked up with an EV RE20. The tracks were
recorded into TASCAM MX-2424s.

To say that Operation: Mindcrime Il is slightly
bass heavy would be a severe understatement, and
might also be considered a serious invitation for a
bar brawl with Slater — who lives and breathés bass.
"The key when using this many tracks for thef bass is
keeping everything in phase,” explains Slater. ”|
always adjust the miked signal so the phase i
aligned with the direct signal.”

Zon basses make up a good part of the bass-end of
the project. “You have to start with a great sounding
instrument to get a great recording and — to me —
these are it says Slater. “We used a five-string Sonus
series and a five-string Piccolo. And on a few tracks we
used a 4-string VB series”

MIC POSITION

Slater used RE20 and FET U47 mics to record the bass
tracks. As for his preferred position, Slater responds, “|
mic things very closely.”

And everything counts to Slater. | start with a great
instrument, and from there | use the highest quality
equipment | can get my hands on,” he says. "It's critical
to use a short, high-quality cable between the instru-
ment and the DI or amp. In my experience, that has had
a huge impact on the tone.”

PROCESSING

Siater deployed both hardware and software effects to
process the signal. "I've been using MOTU's Mach 5
sampler, Altiverb 5, and Crane Song'’s Phoenix plug in,”
he says. “And | really like the older Summit hardware
that was designed by Dave Hill.”

And that's not the only legacy gear that came into
play. "I have a couple pres from an ill-fated modular
system that | relied on a lot, and the TPA-200 pretty
much kicked the crap out of any other tube pre |'ve
heard,” attests Slater. "For solid-state pres, I'll usually
go with the Crane Song Flamingo.”

TRACK NOTES

The recording of Operation: Mindcrime Il took place
across four different studios. Thanks to portable
technology, the band could continue touring while
the record was being made. "This whole record has
been mobile,” says Slater. "We have been working
between Geoff Tate's, Mike Wilton's and Scott
Rockenfield’'s studios in Washington, my studio in the
San Francisco Bay Area, and tracking backstage on
two tours.” Operation: Mindcrime |l wilt be delivered
in January 2006.
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CONTRCT: sculpturedmusic.com
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INO HERRMF

COMPANY: Sculptured Music  As the son of a

German racecar driver,
Dino Herrmann grew

LOCATION: Los Angeles  up knowing what it
KEY CREW: Dino Herrmann ~ means to be fearless

and, dare we say, dri-

ven. And after tearing through his required apprenticeship
in Germany, he left his hometown to do just that: take on
the American {music] Dream convinced that being a
successful composer was possibly the most logical thing
in the world to be/do.

So after moving to Boston in 1989, Dino power-
schooled it nitro-style straight through his music courses
at Berklee, finishing all of the
classes for his four-year degree
in just two years. Fast forward
six years now and Dino is a
savvy DAW guru who is launch-
ing a successful composing
company called Sculptured
Music, and busting his way into
music/film as a composer, engi-
neer, programmer, and editor,
contributing to Destiny’s Child,
Jennifer Lopez, and American
Hi-Fi, and is credited for his work
on films from Alien Vs. Predator
to The Day After Tomorrow.
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Dino Goes To Hollywood
How did he do it? Straight out
of school, Dino scored himself an assistant position at
Rusk Studios in Hollywood. "There | learned all the stu-
dio stuff: miking techniques, working on SSL and Neve
consoles, and later mixing,” he says. "It was even better
than school.” He eventually got to do some rap mixing for
Candyman and Prince Paul, and mixed a record that went
gold for Latin recording artist Daniela Romo.

Then, after just two years at Rusk, Dino moved on to
calculate and execute a series of successful entrepre-
neurial exploits: a recording studio that built its clientele
recording bands for less than 10 bucks an hour, becoming
a Logic guru, programming and engineering for some of
the composers he met through his consulting work, and
partnering with orchestrator Daniel Hamuy to launch a
company called PowerKeys that provides custom shortcut
keys for Logic, and keyboard guides, to pros.

One thing led to another and by 1997, Dino was able
to close his low-budget recording studio, buy swank digs
in the hills above Los Feliz, and plunge hardcore into
composing, editing, and engineering for film, TV, com-
mercials, and pop music.

Dino’s Studio Setup
Dino runs his productions on a dual

NN

2 .5GHz Power Mac G5 stocked with a Pro Tools HD 3
Accel card and an HD 192 interface. The computer is
loaded up with Logic, Reason, and Live, as well as a
collection of his favorite plug-ins. "I've been using the
Waves Platinum bundle for post production for many
years and | love the equalizers and the compressors
they have,” he says. “When | bought the Pro Tools HD
3 Accel card, it came with about $10,000 worth of
plug-ins, including Amp Farm, and | just love it. | also
love all the Bomb Factory ones, the Focusrite plug-ins,
the Indigo, the Sony Oxford, and Reverb One.”

But what he's totally crazy for is Sound Toys’
PitchBlender. "PitchBlender | adore,” emotes Dino. It's
got this crazy flanger. You can
get weird sounds with it and
change your sound to do per-
cussive things, like time-delay
them. That's my favorite
plug-in.”

In the native world, Dino
relies on Spectrasonics’
Trilogy, Atmosphere, and
Stylus instruments. "} also
have my EXS library canverted
from my Rokand and
GigaStudio libraries,” he says.
“And another good thing that
| have is Retromatic EXS
Manager. If you have more
than 30,000 sounds, you
need this. It scans your EXS
samples, matches them to the patch, and loads them
into the sampler.”

He also loves the EVP88 software instrument. "And
Yellow Tools Culture is the best percussion plug-in ever
made,” says Dino. "It sounds so real, but you have to
learn to play it because it's hyper mapped to multiple
velocity levels. | also have Yellow Tools Majestic Bass and
Candy saxophone software instruments. And Tape Delay
is a fantastic delay from Emagic.”

Why Dino?

The key to his success? “| have a very broad spactrum
because I've been doing Top 40, R&B, hip-hop, electronica,
and classical,” he says. But he also gets gigs with the
sheer power of speed. Dino sums it up, “One of my
teachers at Berklee, Carl Beatty, told me: ‘Be fast. If
you're working with a producer and you like to laok at
things and figure them out, great. But that's not a good
thing when you're in the studio. Just learn your stuff and
be fast. That's how you get hired again.*




Let the iB.capture.your
creative genius.

KEEP IT SIMPLE
The i5 is designed with one purpose in mind: To be the best all-purpose dynamic
instrument microphone on the market at a price that everyone can afford. We succeeaed!

With over 20 years of experience in designing and manufacturing high quality, high
performance dynamic microphones, Audix brings you the i5 - a perfect solution for a wide
variety of tasks. Both on stage and in the studio, the i5 handles guitar cabinets, horns,
percussion, acoustic instruments, and even vocals.

Simple, elegant, and easy to use, the i5 is able to handle over 140 dB of SPL without distortion.

Main Features

¢ All purpose utility mic for stage and studio ¢ Frequency response: 50 Hz - 15 kHz

e Easy to set up, simple to use ¢ Clear, natural sound reproduction

* Right cardioid patterr: for feedback control ¢ Durable cast body with protective steel grill
e VLM {very low mass} fechnology e Built to last a lifetime

AUDIX

PEARFORMANCE 'S EVERYTHING]

FOR A DEALER NEAR YOU CALL: 800-966-8261 ) ) )
Audix Corporation. PO Bax 4010. Wilsonville, OR 97070.

TEL: 503-682-6933 FAX: 503-682-7114 www.audixusa.com ®Audix Corp 2005, All rights reserved. Audix and the Audix logo are trademarks of Audix Corporation.




We invest a fair amount in our studios and gear rigs. Yet
despite their importance and value in studio environs,
electronic keyboards are often — surprise, surprise —
neglected. A little extra care and diligence, however, can
help keep your keyboard controllers, synths, and work-
stations in good shape for a lot longer.

Public Enemy Number One?

Dirt and unwanted material working its way into your
keyboard. Electronic keyboards use one or more sensitive
key contacts to trigger a note when a key is pressed.
When these contacts get fouled with foreign matter, key-
board responsiveness suffers. You can’t prevent every
speck of dust from sneaking in between the keys, but
some preventative medicine will help. Shield the key-
board with a non-porous dust cover when it's off and not
in use. Watch out for liquids. Soft drinks are the most
damaging, but all kinds of liquids (coffee, beer, wine)
can cause expensive damage to keyboards. So make a
conscious effort to keep drinks and other liquids away.

Common symptoms of dirty or damaged contacts
are: No note when a key is pressed, “doubled” notes
when a key is pressed, or no velocity sensitivity (often
maximum velocity is experienced). In some cases these
contacts can be cleaned to alleviate these problems.
Disassembling the keyboard is necessary {and can be
rather complicated), but if you can get that far, a dry cot-
ton swab can often do the trick. (Check documentation
to make sure servicing a keyboard yourself is safe and
doesn't violate any warranty eligibility BEFORE taking it
apart!) In other cases, key contacts may need to be
replaced to fix the problem.

Key contacts from a Kurzweil keyboard can be
pulled back and cleaned with a dry cotton swab. lt's
not a sure-fire fix, but if you're willing (and able) to
do some work yourself, it may save some bench-time.

If your keyboard is moving around with you for gigs,
tours, or other purposes, make sure it's got a safe home
while in transit. While the original box is often safe for a
shipment or two, it's not made to be used over and over
again. Find a sturdy hard-shell case that fits the size and
profile of your keyboard. Yes, it's an investment, but a
good case can cost far less than many repairs.

The other side of protecting your keyboard is often
overlooked. The rear panel — opposite the keys — con-
tains the essential connections to your system. Audio,
MIDI, and power cables dangle behind the keyboard

EQ DECEMBER 2005 www.egmag.com

This keyboard survived several overseas trips in its origi-
nal cardboard box, until a baggage handler dropped it off
the plane’s luggage ramp.

awaiting a wrong step by a zealous assistant or a clumsy
spectator. One good yank on a cable plugged into your
keyboard, and internal wiring could be easily damaged. |
like to simply foop all my cables under the keyboard and
on top of an arm of my keyboard stand. That way,
there’s a little slack and tne worst case is mcre likely to
be a broken cable (much cheaper to replace)

Loop cables over the arm of a keyboard
stand to leave a little slack in case some-
one trips over a cable.

Last but certainly not least, keep the data in your key-
board protected. Use whatever backup method is avail-
able for your keyboard: floppy or hard disk, smart media
cards, or sysex dumps.

Like with the rest of your studio, use an ounce of
prevention . . . or two.

Todd G. Tatnall is the Senior Tech in Sweetwater's
Technical Support Department.
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A One performance. Get it right.

t-’ Pros demand the best from the tools they use.
Power Tools... by Radial.

Radial JD7 Injector .o oul '
Lultar freaks rejoice! Drive up to 7 ampluf‘ers at the same
nime without changing the original tone of the guitar and do
it without buzz or hum caused by ground loops. Record a dry
track with the built-in DI and send the signal back to the
JD7 and re-amplify it to 7 amps and effect pedals. Addictive.

Radial J48 Active DI - suggestnd 151 57199 U5
For great sound without choking, look no further than the
Radial J48. Features a 48V phantom supplied active drive
circuit with a unique DC-to-DC transformer isolated switching
power supply to provide amazing headroom while
eliminating hum and buzz caused ground loops. Radical.

Radial JD1 Passive DI - sugaecied list 5129

Jensen Transformer equipped, the Radial JDI has become the
standard passive DI in the business. Exceptional noise rejection
eliminates troublesome ground loops and virtually zero phase
distortion at any level makes the JDI a must have for studio
and siage. Available in single, stereo or 6-pack. Magic.

Radial X-Amp Re-Amplifier i 159

Ever wish you could go back and change the sound of a pre

recorded guitar track? Now you can with X-Amp. When

tracking, record a spare dry track and play it back through the
X-amp after the guitarist has gone home. Two outputs lets you
drive amps and pedals to create thick new textures. X-plosive.

Radial JPC Stereo DI - tuiiygnsti ‘
Designed specifically for PC sound cards, DVD players and
all those cool consumer devices that cause nothing but
havoc, the JPC is 100% transformer isolated to eliminate
nasty ground loops and equipped with a 48V active drive
circuit for long cables. Easy to use. Great sounding.
Indispensable.

Radial JDV Super DI - suggested Hist 444

There is no finer DI than the Radial JDV. 100% discreet

Class-A topology with a feed forward design that sounds

so true, it'll make the hair on your arms twitch. Drag™
Control pick-up load correction, A or B inputs, 4
instrument amp outputs, hi-lo filters and amazing
headroom combine for the most powerful DI ever

made. Unbeatable.

Radial...The world's finest direct boxes

TRne

1638 kelset Way, Port €Coquitlam BC V3C 5W9 tel:604-942-1001 email:info@radialeng.com
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RING WARTIM

The war zone vocal booth and
other harrowing tales of survival
and recording in Baghdad, Iraq

As soldiers in the U.S. Army's First Cavalry stationed in Baghdad,
Irag, Neal Saunders, Terrance Staves, Ronin Clay, Edward Gregory,
Michael Thomas, Marion Sanders, and Michael Davis spent a year
from '04 to ‘05 on the job, rolling through the rough-and-tumble
streets of Baghdad ferreting out insurgents, surviving ambushes,

LIFE DU

and avoiding roadside explosives.

And in their downtime, these seven soldiers worked together
as a rap group called 4th25 {pronounced Fourth Quarter, as in
the crunch time, do-or-die fast minutes of a game), holed up in their

living space with a compact recording setup, work-
ing through their fear, confusion, and frustration,
and coming to grips with their reality by making
music. The result of this group’s war zone recording
sessions is the album Live From lrag, and it has
nothing to do with politics, red or blue opinions, or vot-
ing strategies. According to Sergeant Neal Saunders,
it's all about reality and survival.

Where were you stationed?

We were stationed in Baghdad, Iraq, in Camp War Eagle,
but the name was later changed to Camp Hope for
whatever reason. It's right outside Sadr City.

How’d you record the album? | mean how'd you
rig everything up given the situation?

Well the hard part was trying to find somebody to send
us the equipment. It's funny, every audio company has
all this "support soldiers” stuff on their websites, but when
| tried to put my orders through, they always all said, "Oh
sorry, we don't ship to APOAEs"” — a deployed-overseas
kind of address that soldiers use. So it was hard, but |
finally got with a guy through a friend of
mine, a dude in Philadelphia who was con-
nected with Sam Ash, and he was all over it.
| think he was actually more excited about
us recording an album out there than we
were. He helped me get all the stuff we
needed, that we could afford, and on a tight
time line. Plus he mailed it all himself at the
post office and we paid him back.

So he hooked us up with a Motif Es6,
and of course we expanded it with all the
memory. He also hooked us up with a
Yamaha 01X, which we used for the mix-
ing console and as a DAW with the com-
puter sequencing software that we had. We
ordered Digital Performer but at the time,
it wouldn't work with the Yamaha mLAN
setup, and we wanted to minimize the
number of cables and cords that we had
to pick up, so the mLAN really helped a lot.
We finally went with Logic and recorded

Straight outta Sadr: Sergeant Neal
Saunders saying hello to his little friend.
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Striking the perffect balance between passion and precision,
SONAR 5 shatters the limitations found in ordinary digital
audio workstations. Offering a complete spectrum of

creative technologies, fully integrated with cutting edge

engineering and mixing tools in a native-powered, open
host environment, SONAR 5 inspires your artistic expression.

Out of the box you get powerful multitrack recording and
editing, an arsenal of 31 effects and 8 instruments, loop-
based creation features, and one cf the most flexible
mixing configurations available. Version 5 offers erthancements
throughout the program including Roland® V-Vocal™
VariPhrase technology for amazing vocal edits and Pure Space™
Convolution Reverb. At the heart of SONAR 5 is a
groundbreaking 64-bit double precision fioating point
mix engine that sets new standards for digital mixing
through dramatic increases in dynamic: range. And
SONAR 5 is expandable with native support for VST,
DirectX, andl ReWire instruments and effects, and any
Windows compatible control surface or audio interface
{even M-Box or Pro Tools | HD).

Grammy and Emmy Award winning musicians, producers,
composers, and engineers turn to SONAR to fire their
inspiration and deliver professional results. Whether you
are one of these select few, or are aspiring for greatness,
choose SONAR 5 and set your music free.

s
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 SONAR

PRODUCER EDITION

cakewalk

For more information visit



v
.‘ p .' .y‘

Purple Heart Vet Marion Sanders on the keys.

the entire album with it. We picked up a Rade NT2000 mic, a pair of
M-Audio BX8as and an [Ap»le] PowerBook. That's pretty much ali of it.

You mentioned minimizing cables in your recording setup.
Was that a necessity because of the lifestyle of deployment,
or space? Or budget? Habit?

We wanted to keep all that stuff out of the way, plus it was extra
money that would have taken away from a piece of equipment that
we needed. 1 usually bought stuff on the 1st and 15th of the
month because that's when we got paid. So money was tight. As
Soon as it came in, it was gone.

Was the material on the album created while you guys were on duty?
All of this was inspired by our deployment in Irag. We had nothing
before we got there. We ordered all the recording equipmen: there,
and we wrote, created, recorded, and producea all the music there. The
only thing that wasn't done in Iraq was the mastering of the fnished
product. We sent it from there back to the U.S. to get mastered.

What was the recording process like?
It was hard. We usually had to record in between missions, but there
was so much inspiration, everything was just pouring out of us — every-
thing we were going through is what we put into that album. It was
probably one o the easies: things I've
e ever done, as far as having to write lyrics
AN and make music. It was just flowing out
1 of us and we cou.dn't catch it all fast
: enough. You know, we'd go out and get

y
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It’s funny, every
audio company has
all this “sugport
soldiers” stuff on
their websites, but
when | tried to put
my arders thraugh,
they always all
%did, “0Oh sorry

we don’t <hip

to APOAEs.”

in an ambush and then come back and
we were just feelin’ it. That snit is crazy,
man, and we wrote down exactly what
we were feeling at the time.

Is that the theme of the record?
Well, the overall vibe is that, for the
first time ever, you are hearing a
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dio-technica

wavw. audio-technica.co

“As good
as it get

AT2020

Cardioid Condenser Microphone

s '

*The AT2020 comes from a company with an amazing list

of great products for project and home studios, and will likely
become a standard in that market.”

Dave Jones Performing Songwriter March/April 2005

——

“If you want an affordable mic that will work on a wide variety of sources,
the AT2020 is hard to beat. It sounds great, is quiet, and, sheesh, at that
price, go out and buy a pile of them.”

Mitch Gallagher EQ September 2005

—

"A budget mic with a big-ticket sound....
you'll get more than you pay for.”
Scott Burgess Pro Audio Review June 2005

"With the AT2020, Audio-Technica has succeeded
in bringing its standard of construction quality
into the entry-level price range.”

Nick Batzdorf MIX May 2005

©

“Not all inexpensive mics are the same. The AT2020 is proof. | don't know how
Audio-Technica did it, but this mic is well built, comes with useful accessories,
and offers solid performance at an amazing price.

Garrett Haines Tape Op September/October 2005

——

"The AT2020 aliows (and even begs) you to try it in
applications that you might not consider optimal for
a condenser....You should be able to use this mic
for everything from insect mating calls to jet
propulsion testing.”
Darwin Grosse Recording June 2005

——

"Judging by the price, (the AT2020) is aimed at
project and budding home studios. But given
the horizonlike frequency-response chart, this

puppy may be aimed at more experienced
studios, as well. Who couldn’t use an extra
studio condenser or, at this price, several?”
Doug Eisengrein Remix July 2005

——  —

"Simply put, the AT2020 is a fine mic at any
price, but at $98 it's a value proposition
you almost can't afford to refuse.”

Michael Molenda Guitar Player April 2005

—

"If the $100 price range is your budget, then rest assured that
the AT2020 is as good as it gets in a condenser mic that can
handle vocal and instrument duties.”

Steve Langer mojopie.com April 9, 2005

——

"With the introduction of the AT2020, Audio-Technica has
broken the price barrier without sacrificing sound quality or
rugged reliability.”

Chris Gill Future Music June 2005

(audiotechnica.



you're not gonna tell your parents or your
wife or your kids that you're afraid
you're going to die, so you have to hold
your breath when you talk to them.
Then there are songs like “Fuck ‘Em.”
I've gotten a couple of angry emails
about that song, saying things like we're
glamorizing murder. But if you really
listen to the album from beginning to
end, you'll realize that there's more
going on. It's about the transfarmation
of us as soldiers, from safe civilian life
to a place where the people were try-
ing to kill us, not because they knew us
and didn't like us, but because we were
wearing this uniform. So it's about what
it takes to survive. A |ot of peaple want
to discuss this war as a right-orwrong
In country: Ronin Clay in the vocal booth. issue, but it's not a matter of right or
wrong for soldiers — we're there, we're
candid response about being involvea in this conflict from a source doing it, and it's a marter of life or death. We have to become
that's in the thick of it, while we were in the thick of it. This whale what it takes to survive, and a lot of people don't unaerstand
album is just raw and it's how we felt at any given moment and in that transformation. The song “Testament of a Soldier” is about how
every given moment. The song "Holdin® My Breath” is about regular people will never understand how and why | became what
something that every solider goes through: When you call home, | had to become, so just leave it alone. There's a lot of anger, a lot
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Music 1s your passion, make it your career.

Learn Audio Recording at The Conservatory

2 locations | 8 control rooms | 6 labs | 6,000 sq. ft. live sound venue

Conservatory of Recording Arts & Sciences
2300 E. Broadway Rd., Tempe, AZ 85282 | 1205 N. Fiesta Blvd., Gilbert, AZ 85233

800-562-6383
www.audiorecordingschool.com/eq.html

Nationally Accredited by ACCSCT | Internship as part of graduation | Financial Aid available to those who qualify
Manufacturers certifications include: Digidesign, T.C. Electronic, SIA, Antares, & Waves
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What the pros are
saying about Gefelk:

Bil VornDick - Zngiteesed 42
Grammy-nom nated reco dings
and 8 Gsammy winrers. Aristsin-
c ude Alison Krauss, Bob Dykn
Chat Atkins. Belz ~leck, fa™ws Tav-
lor, T-Bene Burnett, Mask I Connor
Ralph Stanley and Dolly Pawton.

It's. like having a

secret weapon...

My Gefell mics are

extremely clear i .
and tzansparent.

They giwe me the

definition that

maty other mice

do not capture.”

A an Siverman - Emg n2ened 21
Grammy-nominated rexzriings
Credits nclude Craka Kham Morah
Jeres, eap Trick, The Kines, Beno
Valdes, Ricky S<zags, Bil Vionroe
Art Garfunkel, Meatloaf, Keth Ri-
chards snd The P-oducers.

t's the ultimate ccmpliment when a
singer or musician
says thay've never
sounded better. In
particulag, the sound
of the UM900 is spar-
kFng, enormous and
exciting. My Gefell

icophones hawe
ezrned this praise
ime and aga n.”

David Rideau - Vulti platinum en-
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Real History

Since 1928, Gefell has led the world in microphone technology, starting
with the world’s first condenser. In 1935, the remarkable M7 capsule
was introduced.That led to the legendary sound of the U47, the U49
and in 1957, the UM57 - the first
ever multi-pattern microphone. w
Today, Gefell continues the
tradition under the direction
of Mr. Kihnast Jr. with the
original M7 capsule featured

in the UM75 and UM92.1S
tube microphones.

Georg Neumann with Chief Engineer
Mr. Kithnast Sr. - circa 1933

Real Quality

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

M930 matched stereo pair with
SH93 X/Y bracket

G I IITM

the original hand-made German microphone

CTRONICSLTD. - 1638 KEBET WAY, PORT COQUITLAM BC V3C 5W9 TEL: 604-942-1001 FAX: 604-942-1010 EMAIL: info@gefell-mics.com



We built a vocal booth When we first
got to the building we lived in, some
soldiers had been living there before us,
and we replaced them and moved into
their space. There was one room that
had been made into two rcoms by a
divider wall, which was just made out
of two-by-fours and eight-by-four-foot
sheets of plywood. | figured they were
gonna remodel anyway, and | didn’t
ask anybody, but out of necessity we
tore the wall down. We popped all the
nails out, got a saw, and cut it loose and
cut it all down. We cut a door out of one
of the eight-by-four sheets, we reused
all the nails from the wall, and we cre-
ated an eight-foot-by-four-fcot booth
There are fire extinguishers that go
3 inside every tank, and they come in
Tools of the Trade. foam boxes, so we ripped up all the
foam, and then we got some sleeping
¢t confusion, a lot of frustration on the album — fer the first time mats from Iraqi civilians who came on base and sold us stuff that
ever, you get inside a soldier's mind while he’s be ng a soldier. we needed to keep the camp up and running. We put five mats in
the vocal booth — one on each wall and one on the ceiling —
How did you record vocals, and did working in a war zone affect and then lined the walls between the mats with the foam from the
that process? tanks’ fire extinguisher boxes. It wasn't perfect, but you know, it did
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“I’'ve been buying audio gear
for years...I just bought a
Millennia Origin, and for the
first time, | 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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the job. We could be in there recording verses and we didn't wake
anyone up or bother anyone. And it kept most outside sounds out.

Did your commanding officers know what you guys were up
to, or express any kind of opinion on the project?

Oh yeah, they knew what was going on. There was no way we could
hide all the equipment that was coming in, and we openly talked
about it. We even put out a casting call for the album just to get
people involved in it. And a lot of people came through, but |
don't think they really understood the concept. They were all like,

NEW DRUMMERPACKS

by MATT SORUM,
SLY DUNBAR
and

ZORO!
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"Live from lraq? | wanna talk about cars
and Fims, and what they're doin’ on the reg-
ular rap scene. | can't miss a beat!” And |
think the chain of command thought that's
what we were doing, too. | don't think they
understood the seriousness of the album.

Since the album’s come out and you guys
have returned from the Middle East, have
the military or any of your commanders
tried to stop you from selling the album?
No, they haven't. When we got back, there
was a little bit of concern about where some
of the images on the CD and same of the
video and images on the website all came
from. But what they and a lot of people fail
to realize is that, if you know what you're
doing on the Internet, you can find anything
you want. We were 100 percent into this pro-
ject and we knew that we didn’t want to use
any of the photos or video that we had access
to, S0 we just went on the Internet and it just
s0 happened that a lot of the stuff we found
coincided with what we had gone through
and what we were rapping about, and some
of it actually does pertain to the specific
area where we were stationed. We put
some of our own photos that weren't military-
involved on the website, like pictures of
children and billboards and just regular stuff
like that. But all the stuff that we thought
would be sketchy, that people might have
problems with, we made sure that all of
that came from the internet so we had some
type of plausible deniability. There was one offi-
cer who saw a picture of ours that he didn't
like so he took it to the battalion commander,
and the battalion commander basically said,
"What do you want me to do? None of this
is classified information.” So that was that.
And that was right when we got the first ship-
ment of CDs, back in March, right when
we got back from Iraqg. By the time the offi-
cer saw it, it had already beenm out there
and everyone else had seen it And aside
from that one situation, all we've gotten
from everyone is praise.

Check out 4th25°'s music online at
www.4th25.com.
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preamplifier, we knew we had our work cut out for us. After all, the finest audio
engineers in music recording, film scorimg, major artist tours and premier music
and recording schools have rel:ed on the model 801R system for its stunning
sonic performanrce and rock-solid reliability for years.

So the newly designed m802 system can now be contralied directly from
Digidesign® ProTools|HD?® systems, compatible control surfaces and
many other MID! devices. DPA 130V microphone users will be thrilled
to know they can order a 130V option on a channel pair basis.
We have incorporated an updated signal path which ismow
fuily balanced from start to finish, resulting in a noticeable
dynamic range improvement and the output current has
been increased so that very long audio cable runs can be
achieved without signal loss. Plus, we have included
a provision for a high definition 24-bit/192 kHz
converter card in the future.

The new sza nless steel chassis comes from
ou- m series monitor controllers and
we have completely redesigned the
‘ Remote Control Unit to provide greatly
improved ergonomics and system

‘ control.

= = Whatever your application, we

. invite you tc discover the
remarkable sonic perfor-

mance and functionality
of our neww m802.

We're confident that

it will help you

make the finest

\ recordings
\ of your
career.

Je < s i 53 #1

for ail the facts, visit www.gracedesign.com or call 303.443.7454
lio Histo



JOE CHICCARELLI? GENIUS. CERTIFIED. CERTIFIABLY. KEN SCOTT?
GENIUS. UNDENIED. UNDENIABLY. THE TWO OF THEM TOGETHER?

on. mvéoo, GET THE CAMERA.

JOE CHICCARELLI: 1t's great to see you again. I¥'s been some years
since we met during my assistant engineer days at Cherokee Studios
in Los Angelzes. Well, let’s start at the beginning of your career. | know
that your first gig of note was as an assistant for the Beatles?

KEN SCOTT: Yes. | was actually on side two of A Hard Day’s Night
“he non-film stuff

JC: And then how'd you end up getting to engineer Magical
Mystery Tour?

EQ DECEMBER 2005 www.eqr

KS: At the time | was going througt the whole EMI training,
which was starting in the Tape Library, then becoming an assistant,
then you move up to cutting playback acetates and mastering, and
then, perhaps, you get moved up as an engineer. | got lucky.
Geoff Emerick and | have discussed how it came to pass that | took
over on Magical Mystery Tour. He says it was a planned vacation



for him and everyone knew about it, so, he just went on vacation
My recollection is that this was the start of his getting fed up with
working on the Beatles’ sessions and he just went out, because,
otherwise, if everyone knew he was going on vacation, plans
would have been made to get someone to take over for him
They weren’'t. It was discovered only a week before that he was
no longer doing the sessions. So, | got moved down from mastering
| had a week just hanging out in sessions and then | was on
Terrifying. It was awful, but the very first session we were doing

was trying to redo a version of “Your Mother Should Know" that
they had already recorded at some independent studio

JC: So they were using outside studios before the White Album?
KS: Yes. And that wouldn't be the first time. For instance, "All You
Need is Love” was recorded at Olympic with Eddie Kramer as

the engineer. So they recorded "Your Mother Should Know” at
another studio and Paul wasn't completely satisfied with it, he wanted

www.egmag.corn DECEMBER 2005 EQ
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to try and re-record it, so that's what we did first. Honestly, | had
no idea what | was doing. It was a complete write-off, but because
of my past history with them, they were willing to accept it and we
moved on from there and | carried on working with them.

JC: 1've heard that they loved to try everything and anything and
the sessions would drag on for weeks. That it wasn't like plug in
a guitar and go!

KS: Well, they would take ages to get the basic track. Remember,
back then, we're doing it fourtrack and there's no, ‘Okay, the
drums are good, let's keep them and then redo other things. They
were all mixed together on one or two tracks, so you had to get
everyone happening at the same time. So it would take a while,
with everyone learning the arrangement, and just playing it the way
they wanted it played.

Take something like "Sexy Sadie," | think that was three days
just to get the basic rhythm track, and it was just them in the stu-
dio playing and the tape going the whole time. At the end of the
day they would come up to the control room and ask what were
the good tracks, which we would have kept
a note of: 'Take one was quite good, then
Take five, etc. And they listened, and
then they would say, ‘Okay, we'll try again
tomorrow. That kind of thing.

And the sessions were long, long.
Mainly, because of the way Abbey Road
was: It was always booked to start at
2:00 M. Quite often, they wouldn't arrive
until much later. IF they showed up. |
mean sometimes they didn't. We would

actually reached the point even with arrangements where they would
literally play what they wanted the strings to be on a piano and
George just scored it. It wasn’'t so much writing the arrangement
as just scoring.

JC: So, the White Album was actually not so much them getting rid
of George as much as George had been leaving to some degree?

KS: Yeah, perhaps. The thing that no one can quite comprehend is
that the Beatles’ sessions could be so boring. They could go on and
seem never-ending and nothing seemed to be happening, and, at
times, they could be difficult to work with. Oh, most people at Abbey
Road did not want to work on Beatles’ projects. It's like a family,
when you're in there five, six days a week, all of these hours
with the same four people, at times you're going t¢ rub each
other up the wrong way. It's natural.

So, yeah, George Martin probably felt that he was having less
and less to say in what it was that was going on In terms of the
engineers’ position, the producer back then was classified as an
A&R man, he wasn't called a producer, as such, and it was Artists
& Repertoire; his whole thing was pick-
ing songs and making sure they were
arranged correctly. So, the producer
didn't really bother too much about the
sound. So in the beginning it was all
Norman Smith, and | don't think he got
anywhere near the credit that he should
have gotten.

But they'd all be there for a basic
track. . . . Whoever wrote the song would
come in, run it through with them all,

always know if they weren't going to turn
up because the fans weren’t outside —
they always knew. It was amazing. You
could go stick your head out the front
door, 'Oh, the girls aren’t there screaming,
looks like they're not coming in today,
we might as well go home.

JC: What was the whole collaboration
like between George Martin and the band?

THE THING THAT NO ONE CAN
QUITE COMPREHEND IS THAT THE
BEATLES’ SESSIONS COULD BE S0
BORING. THEY COULD GO ON AND

SEEM NEVER-ENDING AND NOTHING
SEEMED TO BE HAPPENING, AND, AT
TIMES, THEY COULD BE DIFFICULTTO
WORK WITH. OH, MOST PEOPLE AT
ABBEY ROAD DID NOT WANTTO
WORK ON BEATLES' PROJECTS.

they'd work out the arrangement, and
start to get the basic track. Once the
basic track was down, it tended to be
much more whoever wrote the song was
the one that would be there gll the time
and the others might not even show up
for days on end — until it was finished.
And if Paul had to come in ta put a bass
track on one of George's, George would
say, 'Come in on Thursday and we’ll put

For instance, were you an assistant to
Geoff Emerick or Norman Smith?

KS: Norman Smith.

JC: So, what was the interaction like? Was it different from what
it turned into in the ‘70s and ‘80s where the engineer was very
integral to the session? How often did you jump in and say, 'Hey,
could we try this sound?’

KS: Oh yes, with the Beatles they encouraged us. They were
open to everyone coming up with ideas. | think, Chris Thomas has
said before now that his first occasion in the sessions for the White
Album . . . well, George Martin was on vacation and Chris Thomas
was his assistant. So, he got Chris to come by in place of him and
Chris said he was terrified, he thought they hated him because he
came up with some suggestion, | can’'t remember the exact idea,
but their response to him was, 'Who the fuck are you?' basically.
But they went ahead and tried it anyway and that kind of thing went
on, especially toward the end because they wanted to try every-
thing. My experience was that George Martin lost control of them
and became less important to them as time went on. | think they
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the bass on it, and he'd come in and
then go. It was very much like that. The
individual songwriter took the control of the process.

JC: Do you have a favorite cut from those experiences or a favorite
sound or something?

KS: One of the things that always fascinated me is the way people
read things into records that weren't necessarily there. The classic
for me is in the song “Glass Onion.” There's a drum thing that goes
blat blat. It happens three times in the song. Well, with that drum
part, even though it was on the basic track, we double and triple tracked
the snare drum onto one separate track. But we were still four-track
at that point, might have been eight-track, | can’t quite remember.
Well, | had a new second that day and | wasn't quite confident in him,
so we had to do what seemed to me like a tight punch-in after
the third blat blat and | wasn't prepared to let the second do it, so
| said, 'Don’'t worry, I'll do it, and we'd do a couple of takes, didn't
happen, then, finally, we come to the last take, | pushed the record
button early, and we're going onto the same track as the blat blat.
So | accidentally erased the doubles. So in the first two sections of
the song it's fine but on the third section it's only the original.



mu-mmxy

yE 1*‘%&; 4&" MKIRSY! — el Ky 7
(ME

l |'
./ | lt’_

3

"1 just returned fram the greatest week of my
life! The roster af legendary artists that coached,
schoaled and entertained us was incredible.”

— Barry Rosenbaum, Camper

- February 16-20, -...
2006 President’s weekend o 4

Hollywood CA

CAMP MGHLICHTS.

© Small group instruction from celebrity rock 'n roll musicians Q&

© Daily jam sessions with your band and rock star counselor ‘g’ _ # Jock Blades, Night Ranger, Camp Director

© Daily meals witk celebrity musicians and campers QQ & Gary Burr, Carol King Band/American Idol (Songwriter)
© Professional recording studio and rehearsal space Q # Kelly Keagy, Night Ranger (Drums)

® Vince Melamed, Jimmy Buffet/ Eagles, (Keyboards}
@ Michael Lardie, Great White, (Keyboards, Guitar)
® Simon Kirke, Bad Company, (Drums)
® Jerry Rennino, The Monkees, (Bass}
# Bruce Kulick, Kiss (Guitar})

w Jeff Pilson, Dokken, (Bass)

© 10+ hours cf jamming daily

¢ Photograph and autograph opportuntities

© A professional CVD of you jamming with the stars at House of Blues
© No experience necesscry - All musical levels are welcome

Cootl Morhing Lmatica The Siogsons

The Nuw Yook Times The Tonught Show
The History Chonel Tha Today Show
Playboy Macnrme The Wall Steet Journol

CBS Morning News *wople Magatine

REGISTER NOW! For Further information:

Visit: www.RockandRollFantasyCamp.com

’ RocKrROLLJ
2 ool orCall: (888) ROC-BAND (888)-762-2263

>

EE

sponsored by: (UGN keyboard m =0 T Ch@?lc THE WALL STREET JOURNAL (R D]




42

What's funny is the number of people who've said, Ah, it's so brilliant
the way they took it from that big sound down to that small one at
the end there, what meaning did that have?’ | admit it, | fucked up.

JC: So as a gear junkie gimme the goods on the Beatles' guitar
sounds, Beatles drum sounds, mics, or anything that was like a
go-to piece of equipment.

KS: Quite honestly, | can't even remember but | know, at some
points, we were using a STC 4038 over the top of the drums. At
some point we were using an AKG D19 as an overhead. The
kick was probably an AKG D20. The Fairchilds would have been
the drum compressor and for vocals, sometimes piano. Also
the Altec 436 modified by the EMI staff. The Altecs we would have
used on bass, sometimes guitars, sometimes even across the entire
mix. As well.

JC: Wow. So even then, you were compressing the stereo or
mono bus?

KS: Sometimes, not always. Oh, yeah. If
it called for it.

JC: Could we talk quickly maybe about the
Beatles' guitar thing? Was there any par-
ticular set-up? AC30s for the most part or
a little bit of everything?

KS: Yes Voxes, but there was some exper-
imentation by the White Album, we even
used Fenders. Not everything was Vox at

that point. The miking was Neumann 4

U67s. Maybe a foot to two feet away.

-
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JC: And not a U67 smashed up against the DEA O

grill cloth? This is a pet peeve | have. It
seems that somewhere in the '80s this idea
of an SM57 up against the grill cloth aimed
right at the center of the cone has become
the accepted way to mic a guitar. All these D
classic sounds that we think are the great- // [}
est guitar sounds ever, | don't know if

people ever used 57s then, and if they

did, | don't think they put them there.

& Y

KS: No, they didn't use them. No, they didn’t put them there. But,
you see, one of the other things that has changed, which has
changed the way guitars sound is these high output pick-ups. You
take an old Strat or an old Tele with the original pick-ups, plug it in
and you'll get this amazing sound. Nowadays, those high output
pick-ups have this weird high end that you can never completely
get rid of. And it just gets so annoying. | think every engineer and
guitarist should really understand the effects these pickups have
on the overall sound of their rig.

JC: Yes, that's absolutely true. You always find that you're trying to
get rid of that white noisy thing on the top end. So then you start
to roll off the top end or move the mic off axis and then you start
to loose the punch.

KS: Yes, one of the things that you learned back then, because you

didn’t have much control over the sound was it had to be right in
the studio to start with. And, if it's not, you ain't going to be able
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to do too much in the control room and it came from the guitar, which
is the starting point, where that string moves, that's where you have
to get it from. It just carries on from there.

THE LATE GREAT GUITAR

JC: You've worked with some of the greatest guitar players ever and
that's quite a privilege, so | was hoping that | could talk about a few
of them, the amps and guitars that they played, and what it was
like to work with them. Let's start with Jeff Beck. | recently saw
Jeff playing at a Music Care's benefit and he was so amazing and
it hit me at that moment that the art of the guitarist has dropped
to such a low level compared to what it was in the '70s. He was
the highlight of the evening and [ realized 'just what a great gui-
tar player is supposed to be! It killed me that night to walk out of
there thinking about it; just his tone, the nuance, as well as his
dynamics are just tremendous.

KS: Jeff was amazing. | did Truth and There and Back, | saw so many
different sides of him because | had worked with him over such a

long period of time from the first solo
| 1} album onward. | even worked with Jeff on
some of Stanley Clarke's projects like
School Days. He always played on one
track on each of Stanley’s discs. | saw Jeff
in the 'very confident phase’ and then the
times when you had to coax nim along.
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! JC: So when you would work with Jeff
Beck or George Harrison did you go out
to the amp and make sure the tone was

g dialed in?

T KS: No. They knew what was needed, you

/ ) didn’t have to. It was just there, you weren't

trying to fix something. | would have miked
him the way | tend to mic everybody,
either U67 or U87 in front of tHe amp and
sometimes a distant mic. As | say, it
comes from the instrument, you don't
have to do all of that multiple miking kind
of thing when the musician is giving it to
you. If it comes from the instrument, you
don't have to work too hard to get the sound, it's just there.

Steve Morse, from the Dixie Dregs, he would never stop prac-
ticing, it didn't matter what was going on, he would always
have a guitar and he was practicing scales. We'd be doing violin
overdubs — he’d get on the talkback, “Yeah, it was a little sharp,
let's try it again’ and all the time he's just practicing.

JC: What about George Harrison? You were engineered All Things
Must Pass. One of the tastiest and most melodic guitarists ever,
not to mention brilliant choice of sounds.

KS: Oh, George was just a wonderful person all-round. George was
a perfectionist, an incredible songwriter as well. Ampwise it was
usually Voxes and Fender, never Marshalls. As you know we
often used Leslie cabinets. The mics would have beeniprobably a
KM 64 or a KM 56 on the top and a U87 or a U67 on the bottom
because, once again, it was only a mono track, so we didn’t have
to mic both sides.

JC: Would he double track slide parts at all?
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KS: At times, yeah, actually. Oh, well, with the Beatles, one of the
things on the White Album that doesn't often get picked on by peo-
ple is that on a lot of the tracks, the basses were doubled with a
Fender Six-string bass. Parts were worked out very carefully
because there would be two people playing. In fact, there were a
couple of tracks where it was also doubled with a vocal as well.

JC: OK. Lightning round: John McLaughlin?

KS: An amazing technician. He always liked to show off his technique.
There's nothing wrong with that, it's only that he would try and put
as many notes in as possible, which, at times is great, but at times
it would be better to just have one note, as opposed to 50,000 notes.

JC: What did you do when miking his acoustic guitars?

KS: 1t would probably be simply an AKG 414 in that era. But, he
always used Marshalls turned full-blast. We went through a situ-
ation where we had started Birds of Fire in England at Trident, we
were going to finish it off at Criteria in Florida. This was during the
BeeGees time where the sound of every
American record would be acoustically
as dead as possible. Ve went in there and
he turns up his guitar and amp and he
starts to play and it sounds so small so he
just turned everything up more, this was
a 100-watt Marshall turned full-blast and
it sounded ridiculously small, it blew up
instantly, we thought, ‘oh, it's got to have
been a problem with the amp — put up
another one’, and it was exactly the same,

JC: Because you get boxed into the chord changes. Frank Zappa did
this at times. Frank, | think actually got it from Brian Eno.

KS: | also worked with Warren doing some mixing on a Duran Duran
album. Warren called me up and | just love him so much that | had
to do it. He was a great asset for Duran Duran as far as I'm concerned.

JC: | wanted to ask you about Missing Persons because | know it
started out as a spec deal at Frank Zappa's home studio, and it turned
into you producing and then managing the band.

KS5: Yeah, well, it was initially a demo. Frank had just built a new
studio but he was out on the road. He knew my reputation
enough that | would find every single damn fault in that studio, so,
he let us use it knowing that by the time he got back off the road
it would be working perfectly. Those demos that we were doing,
that's what eventually was released. We put it out ourselves as an
EP. We got shot down at every major label in the Statas, | think,
three times — most labels in England twice, and a couple of
labels in Australia and no one wanted to touch them. So, we
knew we had to do something and we
were also trying to get managers involved,
and they didn't want to deal with it or only
wanted Dale. So | jumped in, lock, stock,
and barrel. Once one of the tracks had
become the most requested record of the
year on KROQ, we suddenly got a deal.
A terrible deal, but we got a deal with
Capitol and sold 800,000 records.

STUDIO, STUDIO

it was just the room was so dead, it just
ate up everything. Criteria wasn't the
right studio for Mahavishnu Orchestra,
they needed a live place, that's why we
ended up at Electric Ladyland in New

WHAT DID TRANSPIRE WAS THAT
SINCE THEN | HAVE HATED NEVE. IT
WAS THE TWO COMPETING THINGS,
YOU HAD THE NEVE SOUND OR YOU
HAD TRIDENT. THEY SOUNDED 50

JC: So shortly after Abbey Road you
moved over to Trident Studios?

KS: 1'd been doing some engineering for

York. John liked to crank. There were
times, for me, it may have been just a lit-
tle too distorted, but that's the way he liked
it. The guitar he used most of the time was
his double neck. I'm not sure if it was
Gibson, | can’'t remember, but it had the
12-string and 6-string necks.

JC: Mick Ronson?

KS: Unbelievable. His whole guitar sound was always perfect,
from a technical point. Miking it was again a U67 or U87 just in front
of his speaker. He used to use a single cabinet Marshall. But he
always went through a wah-wah pedal and he would get his tone
by setting the wah-wah pedal at a point he liked. That's how he always
got his sound. So he would kind of crazy EQ everything. All the Bowie
stuff was done with the wah.

JC: Warren Cuccurullo?

KS: Warren, yeah, there’s no one quite like him actually. One
remembrance is a track on the first Missing Persons’ album called
Noticeable Ones. We were trying to get the guitar solo; we tried
and tried. Nothing. And, so, finally, Warren says, 'When we get to
the solo section, kill the track. [ said, 'What?' "When we get to the
solo, turn off the volume of the track and let me try it without any
music going on. We got the solo first take.

EQ DECEMBER 2005 www.egmag.com

COMPLETELY DIFFERENT YOU WERE IN
ONE OF TWO CAMPS AND BECAUSE OF
HAVING SOME INPUT AS TO HOW THE
A’-RANGE WAS GOING TO BE, | WAS
MORE ON THAT SIDE.

producer Gus Dudgeon and | said to him,
'Look, I've got to get out of here, time to
move on, any suggestions?’ He said,
'I've been working at a place called Trident.
Why don't you come down and we'll set
up a meeting?’ | went down there, met
with the owners, the Sheffield Brothers,
and started working there shortly afterward.

JC: Let me ask you a couple of things about Trident because, as you
know, | started at Cherokee and they had all Trident ‘A-Range
consoles and I'm a huge fan of that desk.

KS: Well, at first it was actually an old Sound Techniques board, the
studio went through two boards before they started to make the
A range. Some of the early Bowie tracks were done on that Sound
Techniques. But the whole thing with the ‘A-range was that the
Sheffield Brothers wanted to take over the business in every way. They
wanted to get into management, video, and manufacturing, as well.
One of the staff engineers, Malcolm Toft, was an extremely tech-
nical guy. So they said, 'Why don't you design a board and we'll start
to build it and see what happens. So, they came to the engi-
neers Roy Thomas Baker, Robin Cable, myself, and said, 'What would
you like to see?’

JC: \What was your feeling about the mic pre? The EQ, | know. But
| love the way you could overdrive those mic pres and get that
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great saturation and as a guitar EQ, that was one of the
best ever.

KS: Hey, | came from the EMI boards, the best board distortion ever.
Unfortunately, the A range could never compete for me in that regard,
but the EQ was basically what the three of us had requested.

What did transpire was that since then | have hated Neve. It was
the two competing things, you had the Neve sound or you had Trident.
They sounded so completely different you were in one of two camps
and because of having some input as to how the ‘A-range was going
to be, | was more on that side. After leaving Trident, | tended to go
with studios in England, that had Cadac boards because they
were closer sounding to the Trident than a Neve, so, | always
liked them.

JC: Since a lot of music recorded nowadays is in home studios, it's
now really becoming more often about one person in their own stu-
dio environment. | think you learn very differently that way. You learn
different skills and there are certain skills that you don't learn at all.
Personally, | enjoyed the fact that | worked at larger studios where
there were three to five rooms and seven
engineers. There was camaraderie and a
team spirit and competitiveness, as well.
Was Trident like that?

KS: Well, | think we had our own partic-
ular sort of niche clientele and the type of
music that we were into. Roy Thomas Baker
would always get the weirdo things and
he had his own sound. There was one
occasion he was doing a John Entwistle

Dudgeon and | went to France to do Honky Chateau and Don’t Shoot
Me I'm Only The Piano Player, we tried to match up to the Trident
piano, and we never quite did. We got pretty damn cloge, but, no,
it was an amazing piano at Trident.

JC: How'd you mic it?

KS: | don't know what the others did but mine was basicaily, let's
see. ... When | started there it was probably a Neumann KM-56
on the high end and then two 67s or 87s mid and low

JC: So you put a pretty bright mic on a pretty bright piano.

KS: Oh, yeah, absolutely. And then add a lot of high-end oA the board,
as well,

JC: That's pretty radical. Nowadays, everybody has this concept of
‘take it flat, go through a nice preamp and let’s be real safe and neu-
tral about everything.

KS: Because no one can make a bloody
decision. That's what it’s all about these
days. It's 'let's not make a decision until
we really have to!

JC: So, with the Beatles’ sessions or
Elton and Bowie, | mean, on those track-
ing dates you 'went for it every sound
was tweaked to the way you heard it in
your head? Very few decisions were left
for the mixing.

album and he had to go and have some
dental surgery so he couldn't make it
one afternoon, and | was put in there. In
those days you didn't tend to leave things
set up — locked out that is. So I'd set it
up the way | normally would, | got what
was my usual balance at the time and we
were going along and then Roy came
back from the dentist and he came in, 'Um,
okay, and he just tweaked a couple of

SINCE A LOT OF MUSIC
RECORDED NOWADAYS IS IN HOME
STUDIOS, IT'S NOW REALLY
BECOMING MORE OFTEN ABOUT
ONE PERSON IN THEIR OWN STUDIO
ENVIRONMENT. | THINK YOU LEARN
VERY DIFFERENTLY THAT WAY. YOU
LEARN DIFFERENT SKILLS AND
THERE ARE CERTAIN SKILLS THAT
YOU DON'T LEARN AT ALL.

KS: Our training was fourtrack, you have
to make decisions, you had no choice. |
still do it now whether it's 24 track or dig-
ital. That's where | came from. | think
every engineer should spena a year just
working on four- and eight-tracks so they
learn how to make a decision.

JC: As ayoung, Americar wannabe engi-

knobs and it changed completely from
my sound to his and it was so simple, it
was weird. | had exactly the same kind of thing with Phil Spector,
as well, where | was working on a Ronnie Spector project. | got my
sound whilst Phil was downstairs teaching the musicians the
song, and he came up and said, 'Okay, can you do this? Change
that?' Two, maybe three slight things, and suddenly it was the Phil
Spector sound. It was amazing.

So, getting back to the camaraderie, the atmosphere at Trident
was such that we all wanted Trident to work as a business. It
was everything to sort of get it to be the best it could be as an
entity, more so than us as individuals. | think that's why it was so
successful. It was also just great to hang out there. Everyone did.

JC: Let me ask you about the piano there because a few years ago
| went back and listened to some of those early Elton John discs.
| was engineering Eiton's Songs from The West Coast and | wanted to
reference those recordings. Wow, the piano is like an electric
quitar, it's so bright and "attacky.’ | listened to Bowie and Supertramp
as well, and that piano just pops and rings like a guitar.

KS: Oh, absolutely, it was a very hard sounding piano. When Gus
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neer, studying records when | was a
teenager, | remember feeling all the records
coming out of England were so much more aggressiye, so much
brighter and in your face.

KS: The grass is always greener. We always wanted to pmulate the
American sound, because the sound of the singles were cut with
much more power and so much more level, and we could never do
it. | remember the Beatles would have loved to have had the
Motown sound for one of their tracks. | remember Abbey Road get-
ting a telex from Motown congratulating them on the sound of the
Beatles' records and how much they would love to sound like
the Beatles. We did what we did. Honestly, to me, evan if they do
it that way and we do it the same way, it's not going {o come out
sounding the same — it just doesn't.

JC: This is such a good point. When | started as an assistant, you
had so many great talented producers and engineers ¢oming in all
the time, so you watched what people did and if something sounded
great you tried to copy it. You literally copied the microphone, the
EQ setting, the compressor, and so on. But it never ever worked
and it always sounded like crap because you never understood
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the mindset behind the technique, the philosophy, where it
came from.

KS: in my way of thinking about the top engineers, there's an inher-
ent sense of what's right and wrong and you don’t have to think
about it, that's why, as a producer, | still engineer my own sessions.
It's a pain but | do it.

JC: | also noticed you were credited as playing synthesizer on ses-
sions as well.

KS: We had an ARP 2600 at Trident. David Hentschel and myself
spent lots of time experimenting with it. So while | was in the mid-
dle of mixing Elton’s "Daniel,” producer Gus Dudgeon decided
Davey Johnstone's solo didn't pop. So | actually doubled the part
on synthesizer.

THE THIN. THE WHITE. THE DUKE.

JC: 'd love to hear about the Bowie relationship. | know you started
off initially just engineering for him and
then segued into co-producing.

KS: ( did. It was Man of Words, Man of
Music, which was eventually re-released
as Space Oddity and Man Who Sold the
World. Those | just engineered. But the
way it came down was David had given
up his music for a while because of a lack
of success of the first two albums. But he
came into Trident one day to produce a

some talk about working with the Stones and | said, ‘No thank you,
because | knew that | couldn't give them what they would need and
| think it was very much a question of the acts | chose to work with:
| would only work with them if | thought | could give them what
was needed — and vice versa.

With David though | just wanted to move into production and
he wanted me to co-produce and | wasn't going to say no. It
worked because, maybe because we'd worked together before and
understood each other — whatever, it worked and it got better. With
David it was a matter of knowing when not to say anything at all
in the studio. To a great extent it was also perfect for both of us.
He hates mixing so he never turned up at any of the mixes, so, it
was just me and | got to do whatever | damn well pleased.

There was only one time that there was any question about the
mixes. Oddly, | listened to it recently and | have no idea what was
going through my head then, but there's a track called "Watch That
Man” where | determined that to get the power from the tracks,
| needed to keep the vocal really low, make it one of the instruments
and have it really quiet. And, so, that's the way | mixed it. After hand-
ing the album to David's management company, they got back to
me and asked could | try another mix on
"Watch That Man” with the vocal up. |
said, 'Fine. | told them my concern, they
said, ‘Do it, let's see. | did one with the
voice up. They listened and said, 'You
know what, you were right, we're going
with the original,’ then about two weeks
later RCA called me up and said, 'That
track "Watch That Man,” can you try one
more mix on it with more vocals?’ | said,
'I've done it for David. "Well do one more

single for a friend and because I'd worked
with him before | was put on the session.
Around that time, | was getting fed up with
just engineering, and in a tea break |
happened to say to him, '"You know what?
I'm a bit frustrated. | want to start mov-
ing into the production side! He said,
'Well, I've just got a new manager, and I'm
about to start a new album. | was going
to do it myself but | don’t know if | can,

WITH DAVID IT WAS A MATTER
OF KNOWING WHEN NOT TO SAY
ANYTHING AT ALL IN THE STU-
DIO. TO A GREAT EXTENT IT WAS

ALSO PERFECT FOR BOTH OF US.
HE HATES MIXING S0 HE NEVER
TURNED UP AT ANY OF THE
MIXES, SO, IT WAS JUST ME AND
I GOTTO DO WHATEVER | DAMN
WELL PLEASED.

for us! 'Fine, did it and they went with the
original. Now, hearing it, God, | wish that
vocal was up louder, but, at that time,
that's the way it seemed to work. So,
that was the only time there was ever
a problem.

JC: In contrast, perhaps to the Beatles’ ses-
sions, were these relatively quick sessions?

how about working with me?’ 'Yeah,
sure. And that was Hunky Dory, which
then led to the other three albums.

JC: ' went back and looked at the résumé and the one thing that
| noticed with everybody from Bowie to Supertramp to Stanley
Clarke and everybody you've worked with: You made their career-
defining record. Perhaps in some cases not their most commercial
records, sometimes those coincide in an artist’'s career, some-
times not, but you truly made the records that defined them as
an artist. I'm not going to say you gave them their sound but
it really felt to me like perhaps you opened up the artist or put
them on the path to who we know them to be as that artist. I'm
curious if you really spent a lot of time with them outside the stu-
dio trying to figure out who they are and what they wanted to
accomplish. | mean as you became a producer was that some-
thing you were sensitive to: helping them sound the way they
wanted to sound?

KS: No | didn't spend a lot of time but, | think it was just my

choices of who | worked with. At one point, | don't know if it was
my manager bullshitting me or what, but | remember that there was
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KS: Oh yes they were, Hunky Dory took
about two weeks to record and then two
weeks to mix. But don't forget artists back then had to come out
with an album every six months. Elton was the same. Elton ses-
sions were two weeks recording and two weeks mixing.

JC: And it would have been all live in the studio with David's band?

KS: Basically, yeah. We'd do overdubs, of course, but the great thing
was it was probably 8-track and then we went to 16-track as the
studio upgraded. So it was very quick.

JC:The thing | remember from Hunky Dory was how present, warm,
and alive all the acoustic guitar sounds were on David's records. It's
funny, you don't think of them as being so storytelling. Your memory
tends to think of the weirdness of Ronson’s electric guitar, perhaps.

KS: That's one of the unique things with those, well certainly
with Ziggy especially since it's on every track. | mean even on the
rock and roll tracks there’s an acoustic there going along with the
electric rhythm, it gives it a whole sort of different feel. That's the
way the early rock and roll used to be, like when you see Elvis, you've
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always got the three of them behind him with electric, but he’s got
the acoustic going, as well. It wasn't something we consciously
thought of or went for, it's just the way he plays the acoustics. On
some of the guitars there would have been some heavy compression
when | think about it. Probably a URE! 1176 or LA2A. Maybe
miked with a U67 or C414.

JC: Tell me about the Mick Ronson, David Bowie, Ken Scott
collaboration.

KS: We each had our own roles and we didn't have to talk about
it, it was instinctive. We knew who did what and like David would
say to Ronno, 'Okay, it's time to. . . | 'l know, I'll do the guitar at

the end of the song. And he'd go down there and before any of us
could say anything, he'd be playing it brilliantly, he knew exactly what
was needed. We were, | guess we were in each other's heads. We
knew our places. | knew when to shut up, if David knew what he
was doing. In fact, the hardest thing for me with David -ecording
was just making sure | always had enough tracks, if suddenly he
wanted to book a 37-piece lesbian humming group, | had o be sure
| had enough tracks to be able to do it in some way. In the studio
it was more knowing when to be silent than knowing when to say
something; always knowing that | had the complete freecom at the
end with the mixing.

JC: That's something that you do learn as an engineer on many
sessions — to just kick back. Step in when

So affordable you
can give them away.

you're needed, when everybody is exhausted
with ideas or floundering, that's when you
speak up and until then sometimes it's just
best to sit and assess the situation. But
was David always the one, not always, but
was he trying a lot of different wdeas and
really sort of pushing the envelope?

KS: Umm, with David, unlike the Beatles’
sessions, it was very much him knowing
what he wanted right from the get-go. |
think he knew all along what was going to
happen, but he didn't always tell you this is
what’s going to happen until when we got
to that point. You had to be ready . . . yes. |
think Mick was just so intuitive as well. And
with David almost all of the lead vocals are
one take. And no need to put them in tune
afterward. Even if you could. But what |
quite often got to do while recording the
vocals, was using maybe an AKG 414 and a
U87 and have them at a 90% angle so he's
singing in-between. So you tended to get less
'P' pops. Then you could use one of the
mics or both of them, mix them together
or whatever.

JC: | remember going back and listening to
some of the stuff and feeling in some cases,
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the vocals either had some kind of room
sound or short tape slap, some unique sense
of space to them.

KS: It's possible. Both of those, the room and
the tape slap, | would tend to have done more
with backing vocals than with a lead vocal.
Just somehow the placement of the vocals
in the track was David knowing what to do
with his own voice. At the microphone.
Yeah, sometimes it was him and Ronno,
sometimes just him, and quite aften they
would stack, especially by Pin Ups time,
because the backing vocals were quite
effected then. | used an old Ccuntryman
Phaser, funnily enough when | came to do
the 5.1 remix on Ziggy, | was trying to get
hold of a Countryman, and | couldn't find one
anywhere. | know | used those on strings a
couple of times as well. . . .
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JC: Yes, there's that little line on “Starman” that's. .

KS: Oh ves. It's guitar, piano, | think a couple of pianos or
something.

JC: Might you have done three instruments, bounced it down, phased
itin time.

KS: Quite possibly. Yeah.

JC: 1t's something that drives me crazy about a lot of records

made now. When we think back to those sounds, of the Beatles
and even going back to the Henry Mancini records. The way they
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stacked instruments to make one tone. Check out what's really going
on with "Peter Gunn,” the layering of instruments. k always seems
to me that there's odd combinations of instruments stacked to make
one rew sound that is unique. Where, in the last 20 years, the ten-
dency was to get the synth patch or to get the onk guitar tone
through four pedals that perhaps came up with something inter-
esting. Unfortunately, in the end you feel 'oh, yeah, that guitar sound
it's nice’ But you never went, 'Wow, what's that sound!?’ | won-
der how often did you deliberately stack instruments t¢c come up
with something original.

KS: We did it on occasion with Bowie, but with thé Beatles
many times. The one thing that comes to mind is the s@xophone
flute line on "Moonage Daydreem” that
was a strange thing that David get from an
old American record. But we did do it
with Supertramp.

SUPERMAN MEETS
SUPERTRAMP

JC: Let's talk a little bit about Supertramp.
How did you get involved with them?

KS: | was originally contacted by A&M Records
to do a mix on a track called "Land Ho" at the
height of the Bowie stuff. | did it, A&M loved
it, but the band was iffy about it and | don't
think it was ever actually released. But A&M
said, 'Look, we'd like you to do an album
with them! | said, ‘Fine, send me demos, and
the demos were utter crap. It was like I'd get
five seconds of a chorus and then it would go
to another section, then it would stop and then
I'd get the ending of another song, there
was . . . it was completely random. | said, "This
is ridiculous. Jack Nelson, this American guy
Trident brought in to manage the producers,
said, 'You know what? A&M are into this
band, we should do it/ | said, ‘lt's crap, |
don't want to do it! This carried on for a cou-
ple of weeks, finally, they were doing a show-
case somewhere and Jack said, ‘Let’s go
along and see them and that will be our final
yes or no! | said, 'Fine! So we went down and
this time was a complete turnaround. He
said, 'Oh, no, you were right, don'gdo them,
they're crap. | said, ‘Are you kidding? I've
got to do this record. They're amazing”

The sessions started off at Trident and we
put down tracks and we would take forever, |
mean sometimes it took a day-and-a-half to get
the snare drum down but | was laoking for
something and | knew what | wanted and it just
took that long to get the sound that | wanted.

And then, after a week or so, we get a
phone call from the A&R guy saying that Jerry
Moss is in town and he wants to come by
and hear some stuff. Oh, no, we're nowhere
near far enough along. It was my first expe-
rience with an A&R man, not to mention the
owner of the label, having not deslt with a
record company at all with Bowie.
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JC: So in all those records, there was no A&R involvement?

KS: Nothing! It was David, Ronno, and myself. None. We even knew
what the single was. The only time was with Ziggy, where there
was no single, so we had to go back in and do “Starman.” Well, we
kind of knew that up front, but we pushed it, but, no, absolutely,
| never saw anyone from RCA.

JC: Do you think it had anything to do with there being so many
great records released then?

KS: Yeah, artists did what they were meant to do: CREATE. So
with Supertramp here's Jerry coming in. This was going to be my
first experience dealing with a record company. | was petrified.
| didn't know what to expect. He sat down, we played him some
of the tracks that we had and they were bare minimum, and he
got up at the end, and he said, ‘Thank you,” and left. We thought,
'Oh, crap, that's it, it's all over! We sort of ended the session there
because we thought it's pointless to go on, he's just going to say
forget it. We heard back from the A&R guy next day, ‘Jerry loved
it, you have as much time as you want, anything you want, you
got it’ So, six months later we finished the album. But that was
what I'd learned from the Beatles to the nth degree, and David
as well: Try everything.

| mean there were lots of tricks on those records. | was deter-
mined not to use typical percussion, for instance, as opposed to
like maracas or tambourine, we had drum brushes shaking in
front of the mics. You hear the wind and you get the same
impression as maracas, but you just haven't heard it before. There's

a musical saw on one of the numbers, and all of the sound effects.
None of them were stock. We went out and recorded ai of them
specifically. We knew exactly what we wanted sound effect-wise:
to go do it for real.

JC: The dynamics in those records are just so dramatic and that would
have been in the mixing process then, no automatién on the
console, correct?

KS: No, once again, it was all in the mixing. Even though there were
a bunch of us there at these sessions. All of the band was there ‘hands
on' at the mixes. We all knew what it had to sound like so there were
no arguments about, ‘Ah, the drums should be up front, the drum
or the bass should be up. . . ! We knew what it had to be, so we
were working as an ensemble and it was all done in mixing.

JC: Okay. | have to ask about the bass sound because it always
sounded so forward and so punchy.

KS5: Again, a very simple chain, probably just a DI and a UREI 1176.
It's the player — that's his tone.

JC: Okay, so Ken what you're saying is that in most of these cases
it's about Great Musicianship coupled with Great Production. It's
Chemistry and Kismet, not trade secrets?

KS5: Look, great musicians truly make my job easy. | woyld encour-
age all of us to encourage the talent in the artists and players. That's
where the classics come from.
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Ord'nary FireWire audio interfaces are fine for capturing your

musical ideas on the go. But if you're the type of musician or
eng:neer who won't comprormise quality, then you need to
audition :he Onyx 400F Studio Recording Preamp with
192kHz FireWire [/0.

This professional 10-channel premium mic preamp and
audto interface features four boutique-quality Onyx mic
preamps, with super:or 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 inserting your favorite outboard gear into your

& =<0 iat i Z.T = »W

N/ N\ \/ \J‘ Y
AV Y Y A YAYRY, w"

FOR MOST FOLKS,
ANY FIREWIRE
INTERFACE WILL DO.

FOR THE OBSESSED,
THERE’S ONYX.

signal path before 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 master ng-grade 24-bit/192kHz AKM* audio converters,
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GUN & RUN

Edirol R-1
ony MZ-MI00 Hi-MD

Portable recording never had it this good.

I'm a portable recording freak: I've used
cassette, DAT, Minidisc, and TASCAM's PS5.
I've used ‘em all, dropped 'em all, been in
situations where recording was . . . uh . ..
hazardous to my health (see sidebar), and am
always looking for something better, smaller,
and groovier.

In this corner: Edirol's R-1 with the virtues
of no moving parts or mechanical noise, and
serious recording options that lift it out of

by Craig Anderton

64kbps for 69 hours (!} of recording time.
MD’s 1GB disc yields about one and a half
hours of uncompressed recording, and with
ATRAC3plus, almost eight hours at 256kbps,
34 hours at 64kbps, and 45 hours at 48kbps.
Still stuck on MP3? Do 17 hours at 128kbps.

But if you need to record a lot of audio,
consider media cost. After googling around for
a bit, a 1GB CF cartridge averaged around $70,
and a 1GB Hi-MD disc, $7 in a 10-pack. In

either case, you'll likely end up transferring the
contents to your computer — so if you don't
need lots of continuous recording, you won't
need to carry a wad of CF cartridges. But if -
you're deep in fieldwork {or want to bring
along a bunch of your favorite music), MD gets
the nod for cost-effective storage media.
What about reliability? CF is inherently
ultra-reliable, but MD holds up extremely
well. The disc is in a plastic enclosure that

the "toy” category. It records
uncompressed WAV (16/24 bits),
as well as MP3 up to 320kbps, to
CompactFlash (CF) cartridges up
to 4GB in size. (However, note
that the cartridge format —
presumably related to the Windows
FAT protocol — imposes a 2GB
fite size limit.) Recording sampling
rate is 44.1kHz, but the R-1 can
play back files at all common
sampling rates.

And in this corner: Sony's
MZ-M100 Hi-MD, the latest and
definitely greatest iteration of
MD technology. Now, just in case
your opinion about MD is based
on early models, it's time for an
opinion update. This recorder/
player uses 1GB discs, can record
uncompressed WAV files, talks to
computers, and implements the
latest version of ATRAC (which
sounds better than MP3) if you
want to use data compression.

THE STORAGE STORY
With the R-1, a 2GB CF cartridge
accommodates slightly over two
hours of 24-bit WAV files, and
almost 14 hours of MP3 data at
320kbps. Drop the MP3 rate to

YOU WANT OUTRAGEDOUS?
My 3 Most Stunning Portable
Recording Moments That Didn’t
Involve High Speed Car Chases

#1: Sitting in a kayak in Alaska, far away from shore, recording whale
sounds with Bemnie Krause, using a Casio DAT powered by lantern
batteries and some borrowed Navy hydrophones. | was told “If the
kayak flips over, you have about a minute to right it before you die
of hypothermia.’ As | sat in the middle of a school of breaching whales,
| wondered what would happen if one came up from under me.
Luckily, none did.

#2: Recording a bunch of religious zealots on the streets of New
York City who preached fire and brimstone, preferably coupled with
the wholesale extinction of white people. Fortunately they didn't
see fit to contribute to the extinction process just then, so | nailed
some great samples.

#3: Getting stuck at the Atlanta airport while returning from
Europe, and at 2 Awm, recording the security announcement |
wanted to cut up for a tune | was doing. | decided to record in the
men’s room: no noise, good acoustics. | was standing on a toilet
seat and pointing my mic at the speaker in the ceiling . . .and a
guy walks in just as the announcement says “Report any suspicious
characters, or unusual behavior, to your nearest law enforcement
agent.” | didn’t stick around.
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keeps out dust and apparently,
the Forces of Evil — MD users
report excellent reliability. | can
attest that they are rugged little
suckers that seem unaffected
by heat, cold, humidity, and
the vibration caused by stacks
of EAWs shaking a dance
floor at a dB level that kills
insects. For fail-safe, CF rocks.
But | wouldn't lose much steep
over losing MD data.

FEATURE WARS
The R-1 is clearly designed for
musicians, and has a "studio”
pedigree. Effects can be added
during playback or recording,
and it's comforting to be able to
add limiting to the signal path
when you're concerned about
overloads. The "mastering”
effect, which offers two-band
compression, is helpful, as is the
hum noise cut. Noise gating,
EQ, and other effects increase

_the unit's versetility; and there are

other cool features, like half-speed
playback, pitch stretching, and
block repeat. Oh, and you'll
never find an MD with a built-in
tuner and metronome.



The MZ-M100 took a more circuitous path
to its current market niche: a consumer format
that flopped in the U.S., but was reborn as the
pro’s choice for field recording, interviews,
and other audio-on-the-go applications. Yet
MD still does well as a consumer item in
Japan and to some extent, Europe. So the
MZ-M100 straddles the consumer/pro line. It
lets you name tracks, and includes digital

rights management (DRM) for those ripping
copy-protected material — but if you're a pro
doing your recording through the analog or
fine ins, you can transfer the recordings to
unprotecied WAV files on your computer.

SIZE-WISE
No contest: The MZ-Mi100 is sleek, shiny, and
has an integrated fluorescent display that’s

so0 cute you want 1o lick it. The R-1, while still
palm-sized, is somewhat bigger and heavier
{about 3.75" x 1" x 5-1/4" vs. 3 75" x 3/4" x
3-3/8%). Mitigating circumstance: The R-1 has
built-in stereo mics that sound good. Like,
surprisingly good — and with no moving
parts, they pick up no noise. The MZ-M100
comes with a great stereo mic {the ECM-DS70P),
but it’s about 2.25" acress and connects
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via a thin cable to the MD. So the R-1 is
bulkier, but in a way, more convenient for
situations where you can place the recorder
exactly where you want to record.

SOFTWARE WORLD
Either unit transfers to Mac OS X or Windows
XP via USB 2.0. The Edirol is simpler: It just
shows up as a USB peripheral — drag your
files and go.

Sony includes their SonicStage software,
which can transfer files to and from MD and
has other bells and whistles, but is PC only.
However, included Mac software lets you
pull files off the MD to your computer, which
is probably all that pros really care about.

BATTERY LIFE

With two alkaline batteries, the R-1 will do
about five and a half hours of playback and
two hours of recording. With its single AA
alkaline battery, the MZ-M100 stats are a
little more complex: In Hi-MD mode, you'll
get two hours of uncompressed recordings,
and three hours when using data compres-
sion; using standard Minidiscs gives about
double that. With the internal rechargeable
NiMH battery by itself, you'll get three and
a half to five hours of uncompressed record-
ing, depending on the type of disc used.
Playback is about twice that of the R-1 for
data compressed formats, and about eight
hours for linear PCM.

You can also use rechargeable batteries
for either device, but the MD lets you use the
internal battery with a "sidecar” alkaline
battery. This combination allows recording
times of up to eight hours.

SO WHICH ONE WINS?

For straight-ahead field recording and sample
collecting, either does the job — and either
positively demolishes DAT or cassette. But
I'd give the edge to MD. It's smaller, lighter,
less expensive ($439.95 vs. $550 list), uses
one instead of two batteries yet has longer
record/playback times, and the media cost
is currently 1/10th that of CompactFlash.
Also note you can get a bundle with Sony
Sound Forge 8 software for $549.95.

However, the R-1 is a more versatile,
musician-oriented device. It has no copy
protection, and includes useful, "musician-
friendly” extras that MD doesn’t have. If
you're looking for a recorder that bridges
field recording, occasional use in the studio,
and capturing musical ideas, the R-1 offers
more amenities.

QUICK PICK

NAVIPLAY BLUETOOTH
STEREO KIT FOR IPOD +
NAVIPRO EX WIRELESS
REMOTE

($239, $49.95, tentechnology.com)

OK.These little geegaws, these wee gim-

cracks, these teeny stocking stuffers have

absolutely nothing to do with making B

music, recording music, producing music [N
at all. This is pure end product use action,

which, insofar as it affects HOW the music you record is listened to, might
interest you. OR you could be like us: suckers for geegaws, gimcracks, and tiny

stocking stuffers.

And these qualify as all thres. Whilst augmenting the powerful mass reducing mania
that is the iPod, the machine that lets you listen to 10,000 of the most seminal tunes
of your life (sorry, Brian), these naviPlay things unleash you from the device itself.

Genius.

Or at least it was before the Nano and the Motorola ROKR made this sort of a “so
what?” moment. So it's a weird kind of paradox: If you're an early adopter you
already own a Nano and won't need something that makes this business card-sized
jukebox wireless. If you're not an early adopter, you probably won’t buy this either.

But that does NOT matter.

These Macworld Best of Show 2005 items look cool, and add a functionality
that works well for us at a . . . wait a minute: suggested retail price of $2397!?! Suggested
is right. As in: We suggest you lower that price to the much more affordable $49.95
that they're charging for the wireless remote. Cool item, good geegaw for someone
you'd like to spend a lot of dough on. — Vincent Rose

NOT-SO-QUICK PICK

58 EQ DECEMBER 2005 www.egmag.com



Al you need 1s ADAT Ligntpipe inputs/outputs on your computer scundcard and you have
esght more channels of ins and outs The umit’s auto switching can feed e ther the mic pres
or the 'ne nputs into your DAW and then you ¢an use the uni; for eight line 'evel outpuis if
you want to mix on an analog board. There are also multiple sync cptions that are clearly
d'splayed on the front pare! \ncluding the abillty to sync to an external 2566x clock

What eise?

W2l my Les Paul hass working through the instrument preaimp function sounded
aggressive and open compared to tne dbx 163x | sometimes plug directly into (that dbx
does kill though when you turn up the compression knob). The layou: of the un t is straight-
*orward enougr Thal's always good The biue light on the output YU meter is pleasing
although the numbers for the ievels are a brt hard to see from a ways away. The controls
are easy (o understand and you can cycle through the channels to see their tevels on the
rice olue Vu

There's also an impedance selection switch that switches the impedance on he first two
chansug's 20 « lower 150ohms Tris 1s handy to match the Impedance o' ribbon mics and
other low Imp mics. There's a phase reverse switch on the first chanrel only, which seemed
odd There are low cuts on every channe!, which slope down at 120Hz The phantom
powet 1S giopal

And while | found it strange that the
line inputs were 'ocated on the lront
panei (it seems iike i 1t were in a rack
you'd want sverythmg but the instrus
ment inputs on the rear pane.), the
OctoPre 1s a handy unit to have around
tne stuio ard 't can pult off a bunch of
importiant tasks. For the price 1t would be
nice to get might mic preamps alone,
put the digltat converters make 't a great
value —Gnitfin Rodriguez

SR

QUICK PICK

LINE 6 VARIAX
WORKBENCH

So what do you get the Variax owner
who has everything? Variax Workbench,
of course: Think soldering iron, router,
drill, and a parts bin full of pickups,
wire, pots, and capacitors.

Or rather, don’t think that.

Instead, virtualize all of the above
S0 you can customize your Variax (not
the bass or acoustic versions, though}
without drilling, solder fumes, or strip-
ping insulation — or for that matter, try-
ing to figure out how to make the
screw holes you drilled in the wrong
place disappear. For $139.95 list, you
can do a whole lot of "virtual wiring”:

B Change pickup positions — even
put them on top of each other, or in the
neck itself

B Angle pickups in relation to the
strings
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SONIC STATION 22 $1299.99,..

e 20 Mic preamps e Dual digital effect engines, each with 16
programs plus one main parameter control; effects 2 with tap
delay and foot switch jacks e 18 direct outputs with pre-low.cut &
EQ switch for multi-track recording e Talkback Mic.built-in e Six
AUX mixing bus, two pairs with pre/post switch e Pad/Line switch
on mono channels

WWW.PHONIC.COM
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5411JOHNS RD. #605 TAMPA, FL 33634 813-890-8872

SONIC STATION 16 $48599 e
Chosen by NBC/ Universal Studios for use in their editing suites
e 16 Microphone preamps e Dual-directional {/O pod saves
tabletop and rack space e Record Out with trim control provides
ample recording level e 8 direct outputs for multi-track recording
e Pad control on channels 1 - 4 for handling difficult signals e
Subwoofer output with variable low pass filter
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8 Do series/parallel, in-phase/out-
of-phase pickup connections

B Change the tone control poten-
tiometer value and capacitor

B Alter the volume control value
and taper

8 Balance string levels

8 Create alternate tunings

8 Tweak the 12-string model by
changing the detuning and level
between string pairs

@ Swap out guitar bodies

And what accomplishes this
magic? Variax Workbench is a hard-
ware/software combo with a cute lit-
tle Variax-to-USB converter box, cable
for connecting the Variax to the con-
verter, another one to connect the con-
verter to USB, and cross-platform editing
software (requires at least a Mac OS X 10.3
with a G4, or Windows XP/2K with a
500MHz Plil). USB can be 1.1 or 2.0 — the
program doesn’t care. But a word to the
wise: Hit the Line 6 website to grab the
latest hardware and Variax firmware before
you warm up your virtual soldering iron. And

\"
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“They are astonishing!!!...best

a word to the wiser: Variax Workbench soft-
ware is available as a free download for
guitarists who also own either a PODxt
Live or a Vetta Il. Both of these can connect
digitally to a Variax, and also to a computer
{via USB on the PODxt Live, and any USB-
to-MIDI interface for the Vetta ll).

In addition to the editing-related pages —
one for the body type, one for the pickup

YO0U GOT THE TALENT
JO GOT THE RIGHT GEAR
DON'T SKIMP OH THE HEADPHONRES

dphones ever made”

wiring, and another for the con-
trols — there’s a “Tone Locker” patch
librarian function. Thisiis where you
save preset bundles, swap presets
around, copy and save presets, etc.

Although this is all great fun, |
was surprised that the ability to
create Alternate Tunings became
one of my fave features. Slide gui-
tar, anyone? Tune up the bottom
two strings an octave? Capo the
whole thing? Drop the low “E” to
“D"? Sure.The strings don’t break
when you tune them up several
semitones, either.

So is Workbench an essential
accessory for the Variax? Probably
not. The Variax by itself should
have enough sounds to keep you busy for
quite some time. But if you're a tweaker,
like the idea of creating guitar models
that couldn’t possibly exist in the real
world, get a certain satisfaction from vio-
lating the laws of physics, and like to hear
sounds you haven’t heard before, Variax
Workbench is a most excellent stocking
stuffer. — Craig Anderton
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FireWirevs.USB:
The Saga Continues...

TASCAM FW-1804 + UA-101 Hi-Speed USB
Audio Capture Device

by Sam Wheeler

You can read white papers all day and never
find a conclusive answer to the question of
connectivity.

Is it better to have more bandwidth
(FireWire), or more raw speed (USB)?

And when you add the question of support,
with FireWire operating on a relatively open
protocol (Apple-style) and USB entrenched
in the plug-and-play game (Microsoft), the
contest becomes even more esoter ¢. The
early battles seemed to indicate that USB
would satisfy more consumers, but the
IEEE (FireWire) standard has gained ground.
Now, we present a new battle, between a
FireWire interface from an industry giant
(TASCAM) and a USB device from a relatively
new line offered by a competitor (Edirol).

Both devices promise high-performance at
well under $1,000.
But do they deliver?1?1!

TASCAM FW-1804
OK, TASCAM has been providing audic solutions
for the home studic since cassette ruled the
domain. Their more recent digital audio work-
station o*ferings have not disappointed fans of
their multi-track casset:e recorders, nowever,
with generous connectivity and contral options.
And the FW-1804 follows hot on the neels of
their FW-1884, delivering a 2 rack-space unit
for tnose of ws who don't nave enough real
estate for the 1884's control surface, but still
offerrg all the connectivity TASCAM is known
for. As a relat vely mobile “notebook” user, |
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was initially wary of the rack-mourit unit, but
itis actually rather lightweight and portable (if
you're into that sort of thing). Furthermore, the
FireWire connection is a little less cumbersome
than a CardBus interface, and provides greater
bandw dth than USB. Although | had to adapt
the laptop’s 4-pin FW port to the 1804's 6-pin
connector (something TASCAM does not
recommend, by the way, even thaugh there
is no way to power the 1884 via the 6-pin
connector), once | powerea it on and saw
the warm glow of the front-panel buttons, | felt
right at home (probably because | actually
was at home). ‘

The FW-1804 met my expectations. There
are Neutrik and 1/4" inputs on four chan-
nels, with 1/4" inputs on the remaining four
analog channels. The phantom pawer rated
well and recording quality was vary good. |
have yet to actually use the ADAT optical
infout pair, but they are there, along with the



ubiquitous S/PDIF infouts that | do use reg-
ularly. | actually have limited opportunity to
use the Word Clock infouts (downloading
samples from older drives), so it's nice that
they thought to include them, but | do have
to wonder who else needs this connection.
Then | discover that the unit also has two
MIDI inputs and FOUR, yes, FOUR MIDI
outputs, which fits with TASCAM'’s descrip-
tion of this unit as a "FireWire Audio/MIDI
Interface” | began dabbling with digital
audio in the days of the Mirage sampler, so
all those MIDI connections are actually
handy for me. For those <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>