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Own Your Vocal Channel

Get the edge recording professionals use everyday.

The TrakMaster Pro
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With the TrakMaster Pro, entering the realm of the
professional engineer has never been so affordable. Mic-
ores founa on mixers and in most DAW interfaces tend to be
generic in guality. Whether recording the perfect vocal or
capturing the full-bodied richness of an acoustic guitar, the
TrakMaster Pro brings you tne sonic quality and the tools tc
make tremendous sounding tracks.

This Focusrite mic-pre features switchable impedance
instrument DI, easy to tweak mid-scoop EQ, an intuitive

custorr optical compressor, and latency-free moniff

all for less than $300°.
from a top-notch engineer.

It's essentially an instant wesson

Having a pro-gquality mic-pre iscrucial to recordingtracks
that sit nicely in the mix. Often newer recording engineers
complain that their mixes are muddy, or they can’t get any
headroom. That's because they were using generic mic
pres during tracking! Solve this problem today - head on
down to your local music store ar hit your favorite Internet

retailer and turn your DAW set up into a real pro studio with
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“Some day” has finally arrived...

New Active Nearfield Monitor

The new BMB5A delivers legendary Dynaudio Acoustics
performance at a price unheard of for this class of monitor.
Our engineers have re-designed and fine-tuned the BM5A
according to the latest Dynaudio Acoustics technology,
putting a new face on the renowned BM Series.

If you’ve wanted to upgrade your studio monitors, you can
now own some of the world’s best self-powered monitors
and never say “some day” again.

BM Range of Active Monitors
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BM 5A BM 6A BM 15A BM 9§ BAS 108 BM 128

For more details contact your dealer today or visit
www.dynaudioacoustics.com

dynaudio:couctics

IFIT'S THERE - YOU'LL KNOW IT

TC ELECTRONIC A/S DENMARK » 7 4+ 45 8742 7000
TC ELECTRONIC INC USA » 7 (818) 665 4900 » INFO@TCELECTRONIC.COM

WWW.DYNAUDIOACOUSTICS.COM
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FERTURES

MOJAVE AUDIO S own DUSTY WAKEMAN waxes sentimenta’

on h s years in the trenches with country suoerstar DWIGHT
YOAKAM; from JUST LOOKIN® FOR A HIT to actually producing them.
The man behind the board bares ali in this honky tonkin’ £EQ exclu-

s ve of the times, the trials, and the tribulations.

BOB HEIL —inventor, innovator, and soldier of sound —sits down with
EQ to talk about his experiences amplifying the likes of THE WHO
and THE GRATEFUL DEAD, the developments for PETER FRAMPTON
and JOE WALSH, and gives the industry much needed iessons on
everything from phasing to using modern technology.

MRAY MEGH MONITOR MAYHEM

34
Speakers meet mastering . . . and mastering loses. CRAIG ANDERTON
shhiows us the ways to even the score.

36

COOKIE MARENCO takes you on a journey “or the best possible
speaker to suit your needs. And you love her for it.

A look into J.J. BLAIR and the ADAM S3A's torrid love affair; toned
down for young ears, of course. Parental Discretion Strongly
Advised.

The Monitor vs. The Room, as VIVEK MADDALA drops the scientific
knowledge about matching rooms and monitors.

RICHTOZZOLI on bass management and mixing in 5.1 surround.
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\ LOUD, PROUD, & UNCOWED

A horrible lassitude has settled over us, and the uncommon
exchange between winter and spring is here. South by
Southwest is done. Over. Finished. Messe is in the air [so is
NABY], the fallout from the inevitable “what about’s?” connected
to last month's SOFTWARE PARADE and who should have been
in the ambitious and arguably incomplete issue [Gerhard
Lengeling didn’t call us back, Gilad Keren we didn‘t call back . . .
mea maximum culpas] still reverberate in our heads as we digin
to May to consider: the speaker.

Mine?

A pair of genius Genelec 8050As: 8" 2-Way Active Nearfield
Studio Monitors.

Love these things. Love them. I'd have dedicated the whole
issue to them but outside of being insane, it's only the tip of a much
more gooned-out iceberg that has me falling deeply and lastingly in
love with what is inarguably the terminus of each and every one of
our recording, producing efforts.

Again: the speaker.

You see, the speaker/monitor sits at the end of every single one of
our roads that began with a song, a line of dialogue, or a single beat.
And so we honor it here with COOKIE MARENCO's extended treatise
on her search for the perfect speakers, VIVEK MADDALAS scientific
screed on why it's not the monitor, it's the room, stupid, ANDERTON's
take on his hatred of speakers, and TOZZOLI on managing your bass.

Add to this our cover story on the inimitable inventor genius
BOB HEIL and an expanded Gearhead that runs reviews around
speakers, speakers, and even more speakers and you have
what’s sizing on up as a keeper of a meditation on the last place
in space for sound on its journey from machine to man.

You can’t get anymore complete than this without talking to
an ear doctor.

Enjoy. We are.
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USE ONE INTERFACE.

FIND SOUNDS FAST.

FEEL THE SOFTWARE.

MAKE SOUNDS COMPATIBLE.

PLAY SOUNDS LIVE.

DISCOVER THE SOUND.



by Matt Harper

MIKE VHRNEY ON
RECORDING ERIC GHLES

PROJECT: Mike Varney pro- "Eric Gales showed up, cold from
et e Memphis, Tennesses, and we
Heleflsliele sz assembled an entire rhythm section

pr—

DATES OF RECORDING:  for him;" Mike Varney says as he
November 2005 reflects on the sessions for Eric §
.. Gales latest release, Crystal Vision. =

STUDIO: Prairie Sun

"The process was basically that Eric
Gales and |, as well as two musi-
cians that Eric had never met —
Steve Evans (who is known for his
work with blues artists like Roy

LOCATION: Cotati, California
ALBUM TITLE: Crystal Vision
PRODUCERS: Mike Varney

ENGINEER: Jason D'Dttavio

Rogers and Coco Montoya) and a
young Bay Area drummer named
Thomas Pridgen (a student of Tony
Williams) — came together for a couple of weeks and
put the whole album together in the studio. They
rehearsed for about five days, and that included writ-
ing almost all of the material in the studio.”

"As a producer, | just worked with Eric to arrange
songs, recorded them as instrumentals, and then
returned to place lyrics and vocals. | was Eric's co-writer
on just about every track,” Varney states. "For the
creative process, it was pretty great. Coming up with a
good blues/rock album; writing and recording it on
spot in just a couple weeks. He literally came in with
just a handful of riffs and one complete song. But from
the second they started off, it was just smiles all
around the room, as the players were just so solid.

When Thomas first came into the studio, the first thing

he said to me was, 'I'm the last guy you have to worry
about. He was just that confident and, playing with a click,
he was a total one-take drummer.”

"Eric came out, throwing caution to the wind, and just
trusted that | would have good equipment waiting on him,”
Varney says with a slight chuckle, “so | brought a whole
compliment of guitars for him to check out. He ended up
using a rather standard Strat and a decked out EMG
SuperStrat. Most of the album was done using a Fender
Bassman for the clean sounds, and a Marshall for the
distorted tones. For effects we used a variety of Jim Dunlop
products like the Univibe — as well as the Hendrix Octave
Fuzz. This, through these unique EMG pickups, was used for
most of the leads, which ended up being pretty much the
holy grail of the Texas blues guitar tones.”

The guys jumped between two of the three rooms at
Prairie Sun, depending on which part of the process they
were involved in. Tracking was done using a modified Neve
console — a Custom 80 Series 32/8/24 mixing desk with
Flying Faders automation (it was originally commissioned for
Pete Townsend's Eel Pie studios), while employing a wealth
of Prairie Sun's high-end and vintage gear; everything from
Tracy Korby Cm-1s to U47s to Schoeps M-221s were avail-
able for their audile palette. While the album was tracked in
Studio A, the mixing was done in Studio B using an SSL

and Eric Gales
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4080 G/E, G+/TR mixing desk with VCA automations and
Total Recall.

The album was, at f1st, recorded down to 2%0on a Studer
AB27 24-track 2" analog tape machine, and then put down to
Pro Tools HD3 for the overdubs using the Neve 8026 32
input, 8 bus console with 24 monitor returns.

The end result is an electrifying conglomerate of rock
and blues; progressive in scope but restrained enough as to
ensure that the songs don't fall outs:de of the nécessary
blues parameters — the guidelines that allow the blues to
continue being the blues. Techrical prowess matched with
solid groove and coprous soul, Crystal Visions is damned
impressive, even more so when one takes into account the
rather unorthodox mannes in which it was recorded.

Concerning the collaboration, Mike states, "I had seen
Eric when he was 15 or 16 at NAMM and | had élways
wanted to work with him, so when the opportur{ity arose |
was just thrilled. As Eric is a really high-level performer,
everything that comes out of his guitar or mouth just tends
to work. It was really easy to work with him and the rest of
the band, who are all practically virtuosos. We were only in
there for a few weeks, and we didn't even have an album to
start working on when we started.”

"Iz was, honestly, one of the most miraculous sessions
that I've ever been involved in."

Photo: Steve Jennings
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IN THE SOUL

SHOP: DARON

JONES

. . Daron Jones, member
COMPRANY: DJ Music Studio of R&B collective 112,

is much more than your

LOCRTION: Atlanta, GA

KEY CREVW: Daron Jones standard musician-
turned-hobbyist pro-

ducer. With several Grammy, Billboard, MTV, Soul Train,
BET, and AMA awards and nominations under his belt, as
well as over 15 million worldwide album sales, Jones is a
man with his fingers in a legion of proverbial pies. Being
in one of the more celebrated modern R&B quartets,
Daron Jones has also lent his talents, creatively, from
everyone to the Isley Bros. to Usher, Pink to the
Notorious B.l.G., R.Kelly to Jamie Foxx. Given Jones'
quick rise to the top of the hip-hop/R&B production
world, it's only appropriate that his chronicle fly under
the flag of "Success Story,” as what follows is a near
textbook definition of such.

ONCE UPON ATIME IN ATLANTA

Jones back story regarding his formative years in the
production field? Starting off as a musician primarily,
learning both the guitar and piano by ear, Daron used the
opportunities allotted to him by being a recording artist
to foster his career as a producer. Literally sleeping on
the floors of studios used by Bad Boy Records, Jones
made the contacts necessary to facilitate his newfound
interests in music production. “| was running around
and learning a lot from people like Stevie J at Bad
Boy and Tim (Kelly) and Bob (Robinson) . . . really
learning the production side,” Jones relays with a hint
of sentimentality in his voice. “Those are the guys that
brought me up.”

Every time Jones got a free moment in the studio at
Bad Boy, he was throwing down tracks on the DAT,
honing his craft. Under the eye of studio guru Stevie J,
Jones spent many a late night session honing his skill. A
track ultimately left at Daddy’s House studios, simply
labeled "DJ,” ended up in the hands of the Notorious
B.I.G. and R. Kelly, a fateful move that propelled Jones
from musician to creative collaborator and producer, and
started what has proven to be quite an illustrious career
that was heralded in by the construction of Jones' own
Atlanta-based studio, DJ Music Studio, which he built in
his mother’s basement.

ST-ST-STUDIO
“It's still there, and it's still where | work,” Jones shares.
“When Keyshia Cole came in to record ‘I Should've
Cheated, the first thing she com-
mented on was how it felt like being at
home, and that's probably because it
was in my home."

Jones likes to keep his studio sparse, running a
modest set-up based off of Pro Tools and using a
MPC3000, Proteus 2000, Motif keyboard sound module,
and a piano (as well as his trusty Triton) to primarily build
his tracks. Breaking the studio standard norm, Jones
informs us, "l like to keep it simple and not clutter up the
space with too much gear. | think it's important to keep
[the room] open enough to get a certain vibe.”

Jones, however, spends a good portion of his time in
the studio working alone, enjoying his space. “Nine
times out of ten when I'm in the studio, I'm working by
myself. A lot of my music and the songs | write are
based on concepts, and then the artist I'm working with
brings their own style to that concept.”

Concerning Jones proactive approach to the artists he
works with, serving as both engineer, producer, and con-
ceptual creative collaborator; it's much to the benefit of
his clients that he has such a strong background as a
recording musician. “As a singer myself,” Jones says,
“when |'m creating a track, or writing a song, | consider
the style and sound of the artist. It's like being a fashion
stylist, you have to know your client and be dble to
select songs that will fit their style.”

FUTUREWORKS

Jones shows no signs of slowing down now either. Fresh
out of his sessions with Keyshia Cole's latest platinum
single, a session that he described as “gritty, natural, and
passionate,” Jones is gearing up to begin warking with
Mya, finishing his solo release, and cranking out a new
112 album. This time around, he's going to continue tak-
ing cues from his peers that he most admires. "Today, |
admire Dre and Timbaland — Dre for his ability to make
great albums, and Timbaland for his sound banks. Those
are guys that are doing it."

“A lot of producers are known for their hit singles, but
when | think of Dre, | think of great albums. | really
respect him as a producer for his ability to put together
full, great albums, and that's what I’'m gaing to do.”

And we, as well as the rest of the R&B/hip-hop com-
munity, will be anxiously awaiting just that.
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The Digidesign® Music Production Toolkit includes a full range
of professional music tools that expand the creative power
of your Pro Tools LE™ or Pro Tools M-Powered™ system.

+ More than $2,000 in effects and instrument plug-ins
- Digidesign Hybrid synthesizer
- TL Space™ Native Edition convolution reverb PRO TOOLS LE 7 SOFTWARE
- Smack!™ LE compressor
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- DINR™ LE noise reduction plug-in
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It's only logical that every cable in your control room go
to one central point, hence the patch bay — a nifty
invention that allows you to physically route every input
and output in your studio without having to get tangled in
the web of cables from one end of the room to the
other, or causing inevitable wear and tear by moving your
equipment around.

Used for rerouting input and output signals, as well
as splitting them, patch bays are an indispensable record-
ing tool once properly installed and properly used. Being
truly one of the greatest, simplest, and most effective
solutions for studios, installing patch bays will save you
incredible amounts of time, ward off potential migraines,
lower tech costs, and give your studio a sleeker, more
professional look.

Patch bays come in many different sizes and makes —
with most large format consoles having tiny telephone (tt)
bays built into them. Other studios opt for rocking the trusty
quarter-inch bays, but this is mainly an issue of preference
(though keep pipe cleaners handy if you go this route).
Some of the larger studios with muitiple forms of record-
ing mediums have ELCO patch bays for switching entire
tape decks or DAW rigs. In addition, there are also digital
and MIDI bays available for formats other than analog
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audio so, regardless of what your needs may be, there is
surely a patch bay out there that can meet them.

Patch bays usually hold 48 jacks each, in two rows,
offering 96 points in a single 19° rackmount space. If
you're handy with a soldering iron you can save a ton of
money and solder the wiring onto them yourself. If
not, you can purchase bays that allow you to plug
your cables directly into the back of each bay. The end
result is largely the same, with the former being more
cost efficient, but the latter being more convenient.

Bays come in all sorts of configurations. The most com-
mon are normalled and non-normalied. When a patch bay is
normalled, the top row will automatically send its signal to
the bottom row. Once a patch cable is inserted into the
jack, it will break the connection. This is ideal for many
instances. Take for example this hypothetical situation:
You need to run your wall jacks in your studio to the
inputs of your pre amps, or the output of your tape or
DAE to the tape return of your mixing console. Under
regular circumstances, you would just want the signal to
pass through and, because your patch bay is normalled,
it would. However, if you wanted to use an external
piece of outboard gear to compress or EQ your signal to
tape, you would use a patch cable and insert it into the
top row of your patch bay (mic from studio} to the input
of your compressor. Afterward, you would run another
cable from the output of your compressor to the bottom
row (preamp input).

You want to spend a solid amount of tme when you
initially set up your patch bays, thinking strategically and
mapping out exactly what interaction you desire from the
various pieces. The object, ultimately, is ta have the most
amount of things normalled so that you don’t have to
use that many patch cords — as well as preserving your
sanity and not wasting precious time in sessioris —
though the space behind your console may get a bit more
dusty after you install a patch bay. The rule of thumb is
that effects inputs and sends should be grouped together,
with outputs and returns occupying another space, and
mix outputs and recorders following suit . . for conve-
nience, if nothing else. It's also a good idea to make sure
that your connectors are color coded (mary are} as this
will help ease confusion in the heat of the tracking
moment; and make sure your snake box has the proper
amount of inputs to coincide with your console {it's a
good idea to have both 1/4" and XLR ins available on your
box also}.

Quarterinch bays with 48 points are available1for
around $30-$50 a piece, and the cables range fram $2-$10
a piece. The expense comes in from doubling up on your
snakes and cabling, though it is clearly worth it, aspecially
if you can save yourself some money by wielding Ye Oide
Trusty Soldering Iron — so consider going the DIY route if
you feel confident in your abilities to do so.
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Punch In

TUNE IN, TURN ON, PUNCH OUT BY

Say What?!

PRINCE PAUL

by Max Sidman

Despite the old school pedigree of seminal hip-hop producer Prince
Paul Huston (Stetsasonic, De La Soul, Gravediggaz, Handsome Boy
Modeling School, 3rd Bass, Chris Rock, Big Daddy Kane, etc., etc.),
his solo albums — like the abstractly groovy Psychoanalysis and the
hilariously hot Politics of the Business — have either flown under
the mainstream radar or were flat out panned by critics (suckers).
Still, Paul continues to make the music that he likes, despite the
exclusionary myopia of the MTV set. His last, most recent venture,
the comfortably funky and mid-fi /tstrumental, is mostly an instru-
mental record, but features goofy vocal contributions from the likes
of Mr. Dead and Steineki, as well as an all-live instrument track, on
which Paul played all the instruments himself.

You played all the instruments on the song “Live At 5.” You're a
musician now, as well as a producer?

No, not at all. | can play a lot of things, but not well. Thank God for
technology, though, because | can arrange it all. With that song, |
wanted to challenge myself because | find that a lot of producers
and artists stay in one zone and they get comfortable in that zone
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because it works. | like to challenge myself with everything, and
when you challenge yourself like that you risk lasing fans and
losing people around you, but you know, making the same
record over and over is boring. So with "Live at 5" | was like,
lemme just try to play something, and let's see what happens
when | pick up a bass guitar or electric guitar, a keyboard.
Lemme just play the drums, the tambourine, and whatever else,
and then go chop ‘'em up, and see what happens. And that's what
came out. Simple.

What's the difference between how you make an instrumental
track and putting something together for a vocalist to rap or
sing over?

When | approach a track for a vocalist — even though | don't rhyme —
| see if | can rhyme on it, and | see what kind of rhyme style | hear
on it. If | can’t rhyme to it or if | can't hear a flow to it, | put it to the
side. But |'ve been shocked. "I Am | Be” on De La Soul's Bulhoone
Mindstate is a good example of me making a record for myself —
that beat was something | had going on the side — and Pos was
like, "Yo! That's crazy, ! like that!” | said, "Man, you can't rhyme on
that. That's for me, not for y'all. | can’t give that to you.” But they
made a brilliant song, so I've been fooled. You know, as a producer,
you can't hear everything, and |'ve learned that.

Weapon of choice in the studio?

For stuff like this record, | still use tape because | want a certain
texture to it. | don't want to articulate it so much. Especially nowa-
days because everything is so digital, so articulate and right in
your face and you know exactly where it is. But when you listen to
older hip-hop, things mesh together, it warms it all up ard every-
thing kinda complements each other a little more. That's the kind of
feeling | wanted for this record. | still wanted it clear, but | wanted it
warm and full-bodied, and | know that | can only get that from tape,
so | recorded a lot of stuff to tape, and a lot of it is really old tracks
from the ‘80s up through 2000. So for this particular album, there is
no one weapon of choice. It's all over the place. In general, it
depends on the vibe I'm going for. In my studio | can pick up a real
808 and program 808, or a 909 — the real machine. I'm imto vintage
stuff. Even though they make programs that sound like the real
thing, nothing beats the real thing. So I'll pull out an ASR when |
wanna get rugged, sorta Wu-Tang-y. If | wanna chop it up, like
Premier or Pete Rock, I'll SP12 it or MPC2000 it. Whatever the vibe
is, | have the equipment to match it. It's weird — Hank Shocklee did
this seminar thing that | went to, and people there asked me stuff
like, "What piece of equipment couldn’t you live witheut?” And |
was just like, "Doesn’'t make a difference to me, | can use it all.”
See man, all | need is the motivation.



LISTEN HERR
HALOU

!_l b‘ CL Wholeness and Separation (Vertebrae)
e 1 Produced by: Halou, Mixed by: Count

7

,l'

NLENESS Halou {pronounced “huh-loo”) have, on their third offering, managed to turn out one
of the most luxurious sounding albums I've heard in a good long while. At times
eerie, at others soaring, and always sexy; Wholeness and Separation meshes the
organic and tha electronic with ease — sporting a production that's beyond suitable

anc encroaching on perfection. Smooth, lush, and wide — Halou's sound is what so

.

many bands of this ilk strive for but fall short of. Fans of Portishead, Sigur Rés, and the like, take
note: This is the stutf

ZBERG? engineering
credits include The Black Eyed Peas, Christina
Aguilera, David Bowie, Green Day, Herbie
Hancock, Missy Elliot, Pink, Rod Stewart,
Sum 41, and many more?

Oh yes.

We asked him THREE questions picked
at random from our random question
machine. Read on.

n
e

! . What is your main recording medium
these days?

Tal Herzberg: | have been recording exclu-
sively on Digidesign's Pro Tools systems
since 1994. My current setup is Pro Tools
HD ACCELS3, 5 x 192 |/O interfaces, SYNC
I/O master clock, MIDI /O interface, and a
s plethora of software plug-ins. | use analog
g v Bonza tape for stereo mix down, mostly 1-inch,

sometimes 1/2-inch. ! find analog tape sat-
uration and compression in the bottleneck
stage of the mixing process to be some sort
of “magic glue” — it smoothes the top

end, and tightens the bottom.
&= S s fNTSS But love my SSL AWSSG0 console, which is the centerpiece of my private studio (at the Henson Studios
5 ui comolex in Hollywood). It's a dual function board — the first layer is a super high quality analog front end
: to the Pro Tools rig {preamps, EQs, compressors, monitoring and switching, all based on their K series
W - flagship analog console), and the second layer is a Pro Tools DAW controller (based on the HUI protocol).
S It sounds incredibly good, and turns any secord-
ing and mixing process into a more streamlined experience than just working in-The-Box The

console’s small ‘ootprint keeps you in the “sweet spot” all of the time, which helps in build- LISTEN HEHR

ing a great sounaing, wide image mix, very fast. Another amazing tool | have discovered OXBOW

recently is Waves' GTR, whicn s a series of plug-ins and a DI box, geared toward direct Love That's Last (Hydrahead)

recouding of electric guitars intc a DAW, You must hear it to believe it. The modeled sounds Produced by: {various), Mixed by: {various)

of the amps and cabinets, combined with a great selection of stomp-box styled effects, A career retrospective that doesn't reek of “greatest
made me rethink the conventional way of recordng electric guitars, and for the first hits"-itude, Love That's Last is a collection of b-sides
time choosing the direct path upon it and previously unreleased material chronicling

Oxbow’s rather illustrious existence as one of the
most highly regarded post-rock/noisefindie/blues
acts. This two-disc set also includes a re-
release of Christian Anthony’s acclaimed
documentary Music For Adults as well as
bonus live footage and a Bernie
Becker/Joel Jaffe 5.1 remix of two tracks from
their previous album, An Evil Heat, created
for, as the liner notes list, “intense joy”;
which is probably the one emotion that is
not touched upon herein. A very even-sounding release

Is there anyone in the world you would like to by a very unstable sounding band that comes with

record? more of a warning than a recommendation.

’. Who were your engineering heroes when you were getting started?
TH: As a musician grawing up, | noticed how good Beatles’ albums sound-
ed, and |'ve been ido'izing Gearge Mart'n s nce then, especially consid-
ering what little and primitive means he had to work with. In 1991, when
I was 21, | bought Jellyfish's Bellybutton CD, which was produced, record-
ed, and mixed by Jack Joseph Puig, and it changed my life. This album
sounded so good, that it made me decide 1o hranch into sound
production. | still consider this to be one o* the best sounding
albums ['ve ever heard.

TH: Since Frank Zappa is na longer with us, | will
settle for Jack Johnson, Ray LaMontagne, and
John Mayer.

[Total disclosure: It's Editor-In-Chief Eugene
Robinson's band.)
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LOVE LETTERS: FROM FIGHT FANS

\'}v’n‘

PICTURE IMPERFECT

You got it wrong! "Ever wonder what kind of
mic they use to pick up the guys talking in
the middle of a battle scene. . . ? Answer: They
don't. . . . They get what they can . . ” and post
dub it later” ("We Don’'t Need No Stinkin’
Timecode,” March 2006)

NOT!!!

'm a motion picture sound mixer. | wouldn't
last two days with that attitude. We go to great
lengths to get it live. Nobody likes looping. It's
expensive, time consuming and hurts the per-
formance. Check out the film North Country.
All that dialog in the mines was live and was
recorded in locations that were so noisy you
couldn’t even hear the person next to you
yelling in your ear. So how did we do it?
Sanken and Countryman lavs hidden in the
headbands of the actor’s hardhats. The hard-
est part was convincing the extraordinary cast
to let us put the entire rig, transmitter and all,
in their hardhats. Fortunately, they were all
troopers and it worked. Just another day on set
doing location sound.

Billy Sarokin
Mount Kisco, NY

STEVE WYTAS WHO?

In response to Steve Wytas's snide letter in
the March 2006 issue: Steve Witas is being either
disingenuous or ignorant, when he chides Eddie
Kramer for "hating MP3 audio files when he loves
DVD audio”” Wytas offers this misleading reason:
"DVD audio is a 320kbs MP3 file”

In fact, when Eddie says he loves DVD
audio, I'm certain he actually means that he
loves DVD-Audio. The simple use of a hyphen and
an uppercase letter makes all the difference.
Wytas is obviously confusing this with the audio
portion of a DVD movie, an entirely different
spec and not what Kramer was referring to.
DVD movies use either Dolby AC-3, DTS, or MPEG2
for surround, and MPEG1 for stereo. DVD-Audio
uses the Meridien Lossless CODEC, a much
higher quality system than any MP3. DVD-Audio’s
extremely comprehensive spec includes bit
depths up to 24 and sample rates all the way to
192k. It offers 5.1 Surround, as well as stereo, and
sounds vastly superior to any MP3 I've ever heard.

If this kind of sloppy thinking is the way
Wytas operates, I’'m not sure I'd ever hire
Audio911 to be a consultant on anything: What
have you done lately, Steve?

Best Regards,
John Boylan
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LOU JUDSON WHA"?

Just got the new issue, very good. What's up
with that dude slamming Neal and £EQ? Prick.
How many Grammys does Lou Judson have?

Micah Warren

THE EQ FIRESIDE CHATS
Pete Prown is a contributing editor at Vintage
Guitar magazine, writes for Back Beat Books, is
lead guitarist in Guitar Garden [guitargarden.net],
and is an American tax payer.

PETE PROWN: Hello. I’'m a subscriber to EQ
and am having deep problems with your new
look and style. . . .

You say nothing of substance here. The issues
have been jam packed from front to back with
non-duplicative content. That is: content that you
won't find anywhere else. Real producers talk-
ing honestly, and dishing heavily on what they
do and how. So for us, the hardcore, the look
and style both improve our newstand posi-
tioning and appeal to an increasingly selective
readership that, yes, also reads Rolling Stone,
Spin, The Source, URB,and the list goes on
and on but I'm getting ahead of you here.

PP: Well, here are a few of my concerns: The
magazine now seems to be GQ rather than £Q.

Once again the proof of the pudding is in the
tasting. Eddie Kramer didn't talk about suits and
Kunkel didn't talk cravats, but | understand
your use of the word "seems” So, point taken.

PP: Well, what's the point of the style shot of
Jermaine Dupri on the cover? It doesn't tell the
reader anything.

Well there’s a journalistic maxim of not apologizing
and not explaining, but I'll gladly yank the cur-
tain back and have you see what we see and how
and why: To attract top-flight production talent to
the magazine, there has to be an immediate value
add. For them. Rick Rubin does not appear on the
cover of EQ if it's going to be ANOTHER shot of
him sitting in front of a board. A shot that's been
used and done to death. Jack White doesn’t
return our calls if he gets an insert box on a cover
featuring a mic pre. Moreover, readers can't
buy our magazines if they re located in the hob-
byist section of the newsstand versus up with
GEAR, BLENDER, and SPIN (where we most

recently found it at Borders), and finally JD
doesn’t even talk to us if he can't have some buy
in on the cover concept and conception. So
that might fill in the blanks for you as to
why . .. but to service the long standing readers,
emblazoned over his chest is THE reason the
issue exists: 200+ tips from Grarmy winners,
guys in the trenches, young turks and the whole
rogues’ gallery of people who might have some-
thing to say. And for an 84-page issue it's
Jjammed to the gills with (and this is ON the cover)
producers and engineers that appeal to a wide
variety of our readership demographic. For this
we don't begrudge JD a beauty shot.

PP: But within the Dupri article, we're only
shown three shots of the artist sittmg on a vari-
ety of objects in a photo studio, instead of
showing us the gear he uses or anything
about his work. Furthermore, a chunk of the
interview is about his MPC 62 sampler. So why
not SHOW it to us?

Because every magazine study in the world
indicates that the ruling truism is that people
want to look at people. So we could have
photographed him IN a studio, like every sin-
gle other magazine. But we opted for com-
pelling photos and compelling interwew instead.

PP: The Doc Rodriguez interview features
three (3) identical photos of the artist. Couldn’t
you find any others?

Well we shouldn’t be as honest with you here as
we are, but we agree with you. In this
instance, though, the repeated use of the
photo was more a design device that also was
causally connected to the fact that we only
had $200 to spend on his photo and this
doesn’t pay for “others.”

PP: Did you think we wouldn't notice?

Well we thought you'd be more amazed at
the incisive article on him, as well as the one
he WROTE himself.

PP: Again, SHOW us the artist’s studio or
gear. You need to better illustrate the points in
the article.

Gear listings are cool and usually occur
appended to almost every article. The Gearhead
section of the mag SHOWS what you re look-
ing for, however.

PP: Also, running this article onto the last
page is lame. That page is typically reserved



Bootsy Collins knows "the one”when he hears it. As the master of space bass,

he has more funk in his left hand than half of tha western world. Which is e IO T T L
exactly why he relies an the Mackie Digital X Bus production console to 24483 8RAR41 '
capture his complex funkosity. —

The Digital X Bus'intuitive user interface and dual 15" touch screens let

Vo
Bootsy get his ideas down while the funk is flying—instead of harshing
his glow with complex menus. And with its upgradeable 192kHz mix "=
engine, built-in VST plug-in suppert, FireWire streaming capabilities, e e T
72 channels of 1/0,and contral for all major aud o software, the / : ) -

Digital X Bus gives Bootsy all the power he neecs to get his funkon. | -""‘","”””,' RARARRRARAATRN
Visit www.mackie.com/digitalxbus to learn mora. '

DIGITAL X BUS: DUAL TOUCH SCREENS, VST PLUG-INS, FIREWIRE STREAMING AND MORE.

——

www.mackie.com @ 425 487 4333 (Outside U.S.) = 800 898 3211 (Toll free within U.S.) MMK. E"
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LOVE LETTERS FROM FIGHT FANS s

for a short, stand-alone article, not spill-over.
Lame.

Hahaha . . . thank you, sir.

PP: Your readers would love you forever if you
started putting in simple schematic diagrams
showing them “how various pieces of gear con-
nect to each other” No other recording mags do
that. Nice, simple diagrams would do wonders.

This is actually a cool idea . . . might be a tad
too entry level for many but | like it . . . of course
wed have to secure an illustrator. And they'd
want to be paid, and budgets are tight, but I'd
be glad to steal this idea for sure.

PP: Your body typeface is hard to read. It's not
a true “black” color. It looks like dark gray on
a white page, which is murder on the eyes {and
I'm 43).

Well some of us are 43 too and we can read
it just fine. . ..

PP: Anyway, thanks for listening.

Listening?!?! | won't stop there . . . I'm run-
ning it in the Letters column if you don't mind.

PP: Look, I don‘t know if you're intentionally

FKK THE FCC

Friends of freedom of sound —The FCC — have levied a $1 mil-
lion fine against Behringer for supposedly marketing almost 50
models of “unauthorized radio frequency devices” — namely Class
B digital audio music devices, i.e. mic pres, mixing consoles, and

dynamic processors.

The agency had acted upon a complaint received in 2004
that alleged Behringer was marketing digital audio equipment
that didn’t have a certification label; which resulted in some
serious finger wagging on the side of the FCC.

According to the FCC, “in order to promote
efficient use of the radio spectrum the FCC has
developed technical standards for devices that
are capable of emiting radiofrequency energy
when in use.” This requires that radio fre-
quency equipment is tested for compliance

with applicable technical requirements

in accordance with one of three authorization procedures:
Declaration of Conformity, Verification, and Certification. This is
enacted to ensure that radio transmitters and assorted elec-
tronic devices meet certain guidelines that limit interference

before they hit the streets
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trying to be a hybrid gear/style magazine to
bring in more hip-hop readers. . . .

Has nothing to do with hip-hop readers . . . in
the last 12 months we've put waaaayyy more
than TOP 10 hip-hop producers on the cover. .
.. We've put legacy cats on (Joe Chiccarelli, Ken
Scott, Kramer, Swedien, Kunkel, Puig, Barresi,
BT), we've put tattooed Grammy winning
women on (Linda Perry) . . . we've put musician
producers (Moby, Will | Am) and we've put
relative no names whose work we really dig (TV
on the Radio, Thievery Corp), and yeah . . . hip-hop
producers as well . . . but the idea is to do a mag-
azine that graphically is appealing . . . make that
APPEALING, as well as informative, AND rep-
resentative of the entire production community.

PP: It's not flying with me and, I'd guess,
other readers.

Well check the letters in the March issue. They
overwhelming disagree with you. And | guess
probably because as you've identified them
they are first and foremost READERS . . . and
our content is non-pareil. . . . We mean the guys
we have writing for us from Anderton, Ciletti,
the producers themselves and so on? Top
flight. Yes, the design is a work in progress and
your input is more than welcome on it, but
there's the forest, and there are the trees,

and if someone out there is putting out more
compelling content, well, wed like to see it.
ALL HAIL THE CHIEF
| just wanted to send you a quick note to let
you know how impressed | am with the
February issue of £Q magazine. | know that it had
to take a huge amount of time and taient to
put all of that together but it is SO beneficial
to all in the recording industry. We need more
precise information from the “masters” and
especially with the down-to-earth rhetoric
they used to present all of their information.
You don't have to be a highly degree’d engineer
to understand how to check phasing, mic a
drum, or equalize an acoustic 12-string.
Don‘t stop here — keep up the great work.
Thanks for all
Bob Heil
OH, YOU FLATTERER, YOU
I've always kind of liked EQ, but I've grown
increasingly satisfied with the magazine over the
past year or so. |'ve noticed many people, like
me, are writing to express tharks and con-
gratulations, but | wish to thank you specifically
for bringing back the “Room With aVU" feature
(or article, or column, or whatever the proper
term is). You must be a musician at heart, truly,
or incredibly clever (or both), to sense, as well
as you have, the common pulse of musicians,
young, younger and, er, seasoned, we'll say.

Long story short — they‘'ve been bugging the hell out of
Behringer for years about 66 models of digital devices and their
lack of verified compliance with FCC technical standards.
Though Behringer claims that “a range” of its products have

been tested and passed “CE*" directives, offering lab results to

JUST LISTEN.

substantiate these claims.

“S'Not Okay, Mang," the FCC’s exclaimed, claiming that
Behringer has “imported 93,620 units and sold 100,304
units of digital devices that had not yet been tested
for compliance with the FCC's rules” — praposing
base forfeitures of $7000 for each and every one
of the 50 models of “unauthorized” digital
devices Behringer has marketed in the

United States within the past year.

The FCC has admitted that they
are screwing Behringer by fining

them in @ manner substantially harsh in contrast to how the
commission has dealt with similar past manners, but justified
it by calling them “egregious” and “able to pay the fine” as
well as being “terrible, horrible, no-good, very bad people.” Yes.

That's what we call a joke, son.




Thanks so very much, and please keep up
the good work!

Best Regards,

Axel

AND THE HITS KEEP COMING
| have to say | couldn’t stop laughing while |
was reading Jurmaine [sicl] Dupree’s [sic]
interview in £Q: | love the MPC 62!! | mean
come on. You're a technology magazine. Don't
you have anybody there to fact check and
know that it's an MPC 60 Mkli. | mean it
doesn't take to [sic] much time to find out the
facts. | know it's small, but still when | was
at several studios and was just talking with
friends this came up and was good for a
good laugh. You are one of the only music tech-
nology magazines left. | think you should
make sure you get it right.
Peace,
Jason Miles
jasonmilesmusic.com

Editor's Note: Ahhh, you got us. OK. Now run
along and come back again when you can

spell his name right, haha.

AND COMING...

Eugene,
It would be utterly remiss of me not to acknowl-
edge, indeed celebrate, your phrase "I'll just

sit like a dog in the dark eating wet ciga-
rettes” (Talkbox, March 2006). This is not only

EESrearivoruo
Digital Audio

INDUSTRIAL-STAENOTH PRODUCTION TECHNIQUES

a combination of words previously unimagined
by this reader, but certainly something never
otherwise found in an audio publication.
Just wonderful.
And, geez Louise, were you really in a
movie?!
Best,
David

Editor's Note: Thank you sir. And indeed |
was. The worst movie of 1987 Leonard Part 6.
CATCH it.

GOOD CATCH, SEZ

CRIME DOG MC GRUFF

As a home studio owner, | was pleased to see
the article entitled, “Studio, Safe, Studio,” on the
egmag.com site. | found the information to be
useful and reassuring. but one passage of the
article troubled me greatly. Anthony Collins
advises marking one’s equipment with per-
sonal information to make theft more obvious
to buyers on the other end. That's a good idea.
But he recommends that a piece of that personal
information could be a Social Security Number,
which is absolutely absurd. If a theft-minded per-
son ends up with your SSN essentially as a
bonus gift, the hurt for the studio owner is not
only an isolated financial loss. |dentity theft is
far worse than losing a Neumann or two! A bet-
ter idea would be to make up some arbitrary
alpha-numeric and record it yourself some-
where, like in a certified letter or with your

insurance company, so that you can verify it later.
But your own SSN?!1?! Please.

Wise readers will know not to go engraving
their SSNs on all their equipment. But for
many, the suggestion that their SSNs can be
advertised on their gear to keep them safe will
unfortunately make sense to them. | hope
that the editorial staff can catch this type of
error in the future, and that the author be
notified of his lapse in consciousness so that
his own gear may be re-etched.

Thanks for your time,
Max Cowan

CLASS WARFARE
Re: March 2006 issue, interview with Don
Was and Gary Gold.

On page 54 (1st paragraph), | suspect Don was
referring to a "I-IV-V" progression, not "one 4/5
progression.” In music theory, Arabic numerals are
used to describe notes of a scale, and Roman
numerals are used to describe chords built on
those scale tones. For example, the notes of a C
major scale are: C, D, E, F, G, A B, and C. They're
assigned Arabic numerals 1,2, 3,4,5,6,7 and 8
{or 1 again). The Roman numeral “1" refers to a chord
built on the first note of that scale: a C major
chord.The "IV" chord is built on the 4th note of the
scale: an Fmajor chord; and the “V" chord is built
on G, the fifth note of the scale, and so on.
Otherwise, great interview.

Bob Karty
QOakland, CA

Peter Kirn has managed to pen what may soon be known as the virtual bible for those wishing to use
the most modern of modern technologies to musical end. Comprehensive and all encompassing,
Real World Digital Audio starts from the very beginning and follows the subject through to the bitter
end (assuming you are a staunch card-carrying member of the audio Old Guard, in which case bless
your heart and your tape reels); allowing the reader, no matter their level of expertise, to hop right in
on the action and start taking it all to the next level.

Perfect for the musician or the engineer, the novice or the adept; this book covers subjects from
setting your computer up to record audio to tracking to using synthesis software to mastering to
printing scores to taking it all out into the live setting — all in a step-by-step, linear manner, making
this palatable for even the most non-technolagically savvy while managing to avoid trudging solely in
beginner territory.

Also included in this grimoire is an instructional DVD chock full of trial software, corresponding
tutorials, and a barrage of ready-to-use sound banks and demo loops: material that will certainly aid
you in your quest to conquer the ever-expanding reaim of modern recording.

So take all the other books off of your coffee table and replace them with Real World Digital

Audio, for then, and only then, will your next date be truly impressed by your vast knowledge and
impeccable taste in all things of the literary nature. The Republic it is not, but unless you wish to
merely philosophize about your place in the modern recording universe then you would probably do
good to pick this up.

'World Radio Histo
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HOW TO MIX
A HIT IN 2000 EASY STEPS

Given Serban Ghenea's discography,
it's surprising that the two cities
looming largest in his career
aren't New York and Los Angeles,
but rather Montreal and Virginia
Beach. While beginning in his
hometown of Quebec at Concordia
University — where he studied
music while playing with some
local bands — Ghenea (mixer
for Usher, N.E.R.D., Justin
Timberlake, Janet Jackson, R
Kelly, Limp Bizkit, '"NSYNC, Liz
Phair and Jewel, and 2004
Grammy winner for Best Pop
Vocal Album for The Neptunes’
production of Justin Timberlake's Justified) most recently has built
his own studio in Virginia Beach, Virginia — a place tnat locks to be
the new home base for much of the BillboardTop 100 these days.

TEDDY’S PLACE

Introduced through a mutual friend to R&B producer/attist Teady Riley
(who had built Future Recording in Virginia Beach several years
earlier) on a visit to the area, Ghenea noticed that the once-sleepy
city was suddenly infused with activity. Riley had just finished up
work on Michael Jackson's Dangerous album and was soliditying his
position as the so-called “King of New Jack Swing”; producing artists
such as Keith Sweat and Mary J. Blige. His own band, Blackstreet,
would soon record two platinum-selling albums at Future Recording,
which became a Mecca for pop artists such as Bobby Brown and
New Kids on the Block, as well as many of the crossover hardcore
rappers that would dominate 1990s radio, including Will Smitn,
Heavy D & the Boyz, and Jay-Z.

It was in this highly active and eclectic musical landscape tnat
Ghenea honed his skills. "It was an amazing time,” he recalls.
"My very first session was with New Kids on the Block” Future
Recording had two main studios equipped with an 80-input SSL 4000E
and a CAD for consoles. The facility was designed around Riley's manic
work schedule, often writing in the B studio while the previous day's
music was being recorded in Studio A. "There were always projects
backed up and waiting to get in,” Ghenea says. "What Teddy was
doing was bridging the gap between traditional R&B and hi-hop. |
had been working with analog tape up till that point. We had tape
at Future, too, but that's where | started getting into digital record-
ing. We had Sound Designer, which was the precursor to Pro Tools.
You had to go in AES or SPDIF It had no analog inputs, and we used
it for track editing and sequencing only in the early days. Then it
evolved into Sound Tools, a fourtrack system. The hard drives at the
time couldn’t handle much more than that”

Ghenea recalls that Riley liked to add live instruments during what
became extended mixes. "He would add live keyboards to the
track as the mix went down,” he says. "We were using a Logic Audio
sequencer locked to tape with SMPTE and playing along. When the
TASCAM DA-88s came out, we would use them to record the
new parts and slave them to the two 24-track decks.
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by Dan Daley

We were always running more
tracks into a mix than we actually
had on tape, so the console was
always maxed out in terms of chan-
nels. Teddy was a programmer at
heart, and | got into that as a resuit.
He was always trying out new
stuff — new equipment and new
ways of using it. So it was an edu-
cation for me because | had to try
to figure out how to make it work.
Teddy was always coming up with
things to do that the technology
didn’t exist for yet. The solution
was usually pretty unconventional,
but as long as it sounded good,
that was all that mattered. For instance, most people would only use
Dolby SR on the two-track tape for mixing at 15 ips. We actually
tracked to the two-inch deck using SR. It gave us a result that
was as quiet as digital but still retained the warmth and sonic
characteristics of analog tape.”

In those pre-AutoTune days, Ghenea used a laborious but
effective way to correct vocal pitch. "I'd always look for a vocal per-
formance that had feel aver pitch perfection,” he says. “Once you
found the takes that you liked, | would comp them to a single
track and then do pitch correction using an Eventide H3000
Harmonizer. | would bus six tracks of vocals into it from the console
and out to one channel, sometimes just going for half a word that
needed pitch correction, punching it tight in real time. You'd have
to keep doing it over and over again until you hit the spot and the
pitch just right. But it was worth it because you got to keep the takes
that had the best feel, and the best vibe ”

1S IT LIVE OR IS IT...

The notion of the extended mixing process that he experiénced with
Riley set a template for his own transition to mixing, and it's one
that meshes well with the fact that R&B and hip-hop is moving toward
the use of more live instrumental elements (in conjunction with
programmed elements). In many cases, the live and programmed
elements will be recorded in unpredictable sequences, such as The
Neptunes adding live drums halfway through their N.E.R.D. album.
This newly animated urban music poses some interasting mix
challenges. “The "sloppiness’ of live musicians playing together is
what gives a record character,” says Ghenea. “But at the same
time, when live elements are being mixed with machine elements,
you have to make sure everything is very synced up. Otherwise
things like phase incohererce between live and machine tracks can
drastically change the souna when you put them together in the mix.”
He uses sync programs like Beat Detective, often fine-wning tim-
ing relationships by slipping tracks against each other. “it doesn’t
defeat the purpose, though," he stresses. “What you do f¥st is over
mix or overcorrect it, then deconstruct the mix, letting the live
elements take the lead in certain parts of the mix. It's not like the
music is going all one way or the other, toward machine or live,
dry or ambient; it's using more techniques from both more often
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HOW TO MIX A HIT IN 2000 ERSY STEPS

now. Even when drum tracks get sampled and looped, the
loops tend to be longer, which Iets the feel of the live drummer
come through. You can still hear the little imperfections that
make it human.”

On N.E.R.D’s In Search of..., Ghenea's drum miking setup
was rudimentary; keeping with the raw, classic rock feel that live
hip-hop tracks are moving toward. He used either a single Neurmann
U-67 or U-87 placed in front of the kit about toms level and
approximately five feet in front of the kit. He also placed a pair of
AKG 451 microphones as overheads variously using omni and
cardioid capsules. | tried using some B&K microphones on the over-

heads but they were too clean sounding,” T h e m ore
he comments, underscoring the desire s tO
for sonic asperity on the drum tracks. “| Ae anal

was looking for a raw, almost ugly sound
for the drums.” Depending upon the
needs of the track, he would augment the
mic setup with spot mikes — a Shure 57 0Ut$| 5‘

on top of the snare, a Sennheiser 414 en¢
below it, for instance, but those appli- atency
cations are relatively rare, he adds. "It's mostly all room sound,”
he says. "We want to hear the kit for what it is”

When Ghenea moved out as an independent mixer in 1998,
several of Riley's previous production clients followed him for their
mixes, and Ghenea would travel frequently to Philadelphia to do
work with Jazzy Jeff and his production company A Touch of Jazz.
He was one of the first engineers in the region to get his own
Pro Tools system.

Another technique Ghenea developed during his stint at Future
Recording works well in a mixing environment in which constant
revisions are required for a variety of reasons. "I started out doing
‘stem’ mixes — mix passes that had instrumentals or vocals sep-
arated — so that | didn’t have to recall a mix every time someone
wanted a revision because they wanted a specific change for a
vocal level or because a sample didn’t clear,” he explains. “At first
I would record an instrumental, background vocal, and lead vocal
passes to a TASCAM DA-60 timecode DAT machine and then
dump them into Pro Tools and make the adjustments there.
Eventually | would record stems straight into Pro Tools through an
Apogee AD8B000 and the stems got more and more elaborate. Typical
separate stem passes would include drums only, bass, keys, guitars,

LISTEN HERR \

DIRE STRAITS

Brothers In Arms/20th Century Edition (Warner Bros.)
Produced by: Chuck and Mark Knopfler, Mastered by: Bob Ludwig
One of the more solid popular rock releases of the early to mid-'80s is
presented again with superior sound quality as a double sided disc,
playing in both ARS, DDS, and SR CD. Chuck Ainlay has employed

- AMD’s 64 bit Opteron chip technology to
record Mark Knopfler, thus securing him a

Album. The short of it is: this release sounds
phenomenal-using modern technology to

you probably need to work on getting this.
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Grammy nomination for Best Surround Sound

enhance what was already a very good album.
If you are even a fairweather Dire Straits friend,

strings, sample loops, background vocals, lead vocals, and so on.
This allowed me to make changes to complex mixes without hav-
ing to go back to the studio and recall them on the console. Finally,
| decided it made more sense to mix entirely within ProTools”
Ghenea says he often uses the Digidesign Lo-Fi piug-in,
which has distortion and saturation parameter controls, which he'll
combine with a very light touch on each to get the tape effect.
Other techniques to dial in some analog effect include reducing
the sample rate or the bit rate. “What that does is create some
contrast between that track and the rest of the song,” he says.
"You don't need much of it, but it can make a world of difference.”
UU c a use Working on Britney Sperars'.vocals,
Ghenea wanted to emphasize the
breathiness that gives her voice its
trademark sexiness. He uses a McDSP
Compressor Bank plug-in, which includes
models of a Universal Audic LA-2A and
UREI 1176 analog compressors.
Understanding how the original analog
gear performs is the key to getting the
desired effect, he stresses. “There are certain things you expect
out of those compressors. The LA-2A adds to the breathiness of
a vocal because it has a soft knee; it also has a slower attack
because it's an optical compressor. The 1176, on the other hand,
is very fast but it's not always a first choice on a vocal. But
understanding the characteristics of each allows you to combine
and emulate them as though they were being used together
as outboard gear” He suggests starting with the 1176 and
slowly dialing in the LA-2A until the effect is achieved. "Again, it's
all program-dependent,” he says. "But it sounds amazing on
vocals” He also likes the Metric Halo Channel Strip plug-in as an
emulation of an SSL console strip. “You can use the dynamics on
the plug-in in the same way you can the actual channel strip, so
it's a good starting point when mixing in Pro Tools,” he explains.
“The more you can use plug-ins to approximate how the analog
equipment would process the sounds, the less you have to go
outside the digital environment and encounter issues like latency.”
Tracks for R Kelly, despite being aimed squarely at a pop mar-
ket, are mostly programmed. Mechanical tracks seem to put that
much more of a premium on vocals, he believes. "Cne thing |
try to do is to help the artists achieve a unique sonic signature
that's all theirs, one that transcends the production of the
record,” he says. "When it comes to this, | look up to what Mutt
Lange has done on such a wide variety of artists: AC/DC, Billy
Ocean, Def Leppard, Bryan Adams, Foreigner, Backstreet
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\ Boys, and Shania Twain. None of these artists has any-
\ thing in common musically, yet each one has a very dis-
\ tinct sound, one that is unique to each of them.
\ There's no mixer's or producer’s ‘stamp” on them
\ other than the fact that they all sounded amazing

\ and were all incredibly successful”

\ At Ghenea'’s own studio, MixStar, in Virginia
Beach, he’s busier than ever, but having his
own place allows him to control the pace.
"It's relaxing having your own place — it
gives me the break | need to get some
perspective on what ['m doing,” he
\ says. "Perspective is a very, very
\ good thing.

\



During an interview on the occasion of
his 80th birthday, writer Norman Mailer
suggested modern technology has
made a bargain with us: “I'll give you
more power . . . and less freedom.”
Dropping this observation (or in my
case, “anecdote”) on one's acquain-
tances is a revealing exercise and the
irony is not easily avoided — for in
few other areas of our contemporary
culture has this become more pertinent
and compelling than in the creation
and production of music.

With more generations having
grown up with a proficiency in the
technigues of rock, it's become quite
easy to forge a belief in great music
being largely about all the cutting-edge
gear and the slick chops. A hot tune,
therefore, becomes defined by its dis-
play of technical prowess on both
sides of the studio glass. The truth is,
however, that great music has little to
do, inherently, with style points and
everything to do with essential human
feeling. Does it truly touch the listener?
Does it fill them with a greater sense
of the gift of love or the malady of
loss? Does it reflect the truth? Will
this even be worth hearing again 20
years down the road?

Such are precisely the criteria
by which we can now recognize
the classics of the genre — works
that have proven themselves

U

TECHNOLOGY

against the litmus test of time.
Listen, if you will, to the first minute
of “I Am the Walrus” and then try
dismissing the Beatles/ George
Martin collaboration as just music
from the '60s. All of this was done sans
the spoils and crutches of modern
musical technology, and perhaps that
need not be forgotten.

What is sought is a process, or as
Howard Bilerman stated, “organic
growth": the right phrasing, the
integrity of unadulterated vocalization,
the obligato which, even deceptively
simple, enhances the emotional expe-
rience, a lyrical passage that speaks of
enduring issues. It's about prudent,
even inspired, creative judgment(s)
and avoiding what Chet Baker
described as "the danger of having a
lot of technique and no soul,” right?

Assuming agreement, the above
is clearly not an argument for sloppi-
ness — a suggestion that primitive-
ness is somehow preferable to
refinement. The unschooled musi-
cian, engineer, or producer runs
great risks if ignorant of all the
options or in accepting the resultant
ossification in both thought and
presentation; yet an over-reliance on
plug-ins and digital manipulation can
be equally catastrophic when the
correct answer to a creative question
may be to take the simple approach.

The need, ultimately, is for balance
between the ineffably human and the
imaginatively mechani-
cal. This kind of inte-
grated quality is evi-
dent in the subtle audio
artistry of equilibrists
like Bob Ludwig, Bruce
Swedien, or a host of
others whose insis-
tence on musicality is
uncompromised; and
for whom technology is
always a means and
never an end.

Writer Rick Bass said, "Two things —
any two things — with any difference
between them, whether small or great,
will always be carving at one another
until some change that is satisfactory
and pleasing to the universe occurs.”
Hopefully this creative interplay can
become more of a prominent charac-
terization in the making of modern
music; very “human” beings poised
with sophisticated and efficient tools
all for the sake of creating and captur-
‘ng great art. For, as Charies Rosen
pointed out, music is a “basic human
need,” and thus there is an aesthetic,
if not moral, obligation to address the
delicate issue of artistic balance; as
the necessary result of the creative
andeavor is to effect on a profound
ievel. —David Flitner

J Difla (1974-2006)

James Yancey {aka J Dilla) passed away Friday
February 10th, at the age of 32, from complications
stemming from lupus. Excelling as both creative
collaborator and producer for a slew of artists
ranging from Janet Jackson to
Macy Gray, De La Soul to
Busta Rhymes, Poe to Mos Def; Yancey was both
prolific and versatile — lending his skill for churn-
ing out serious beats to musicians from the likes
of ATribe Called Quest and the Roots, as well as
sitting behind the board for major release after major release,
without ever abandoning the independent base of the hip-
hop/R&B genre from which he arose.

Just before his unfortunate passing, J Dilla released an
instrumental album entitled Donuts and had finished up the
Welcome to Detroit, Vol. 2 compilation which, according to
Watts Records, will be released shortly.

Likewise, two other projects, The Shining and Jay Love
Japan, had been completed, as well as production work for Madlib,

Busta Rhymes, Ghostface Killah, A.G., Visionaries,
Truth Hurts, Phat Kat, MF DOOM, Skillz, and Frank
N Dank.

Born and bred in Detroit, J Dilla started off
producing musicians and collectives that he admired
during the mid-"90s before adopting the pseudonym
Jay Dee and joining Slum Village, leaving after one
album to pursue a solo career and refocus on the
production end of the industry.

Dilla was diagnosed with Lupus nearly three
years back and, despite his rapid physical degeneration, gained some
of his greatest accomplishments in those years leading up to his
death — working extensively with Common, as well as teaming
up with fellow producer/fiapper Madlib to collaborate on 2003's crit-
ically acclaimed Champion Sound, an exchange that had the two
respective artists switching duties off and on from producer to MC.

His loss has greatly affected the recording community and
he will be mourned for some time to come. We at £Q offer our
condolences to his family, friends, and colleagues.
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Scores of recent press have
raved about the Atomic
Swindlers’ new CD, Coming
Out Electric. Touted as "a
lesbian-fronted sextet com-
bining David Bowie's glam-
our, Barbarella’s sci-fi camp,
Pink Floyd's sonic extrava-
gance, and Goldfrapp’s gauzy
vocal drama,” the Rochester-
based collective have sure-
ly made an impression as
being a bit "eclectic”; but
the real question we have
is this: Who in their right
mind would work with such
a group of admitted weirdos?
Themselves? Christopher
Hooker? Who else?

BACK TO THE FUTURE
The space cadets behind the
console are an odd collection.
The drummer, with little stu-
dio experience, serves to do
the bulk of the recording.
Much of it is to be done in a
basement on an old Korg D16 v. 2, whose shelf life has long since past.
To keep in the spirit of things, the guitarist gleefully donates his Vestax
HDR-8, gear that even the Soyez cosmonauts would label as anti-
quated. The flight captain, an engineer in his mid-20s who really doesn't
listen to a whole lot of music in his free time, is in charge of the mix
down. Fortunately, the band will mix the basement tracks at the well
equipped GFI Productions; which has an A Room {complete with the
vintage MCI JH-636 Metallica used to record Kill ‘Em Al}, a B Room (out-
fitted with a Mackie D8B console clocked to a Lucid Gen-X word clock
generator via an Apogee Low Jitter Clock I/Q), and its own resident “Yoda.'
The young engineer tells the band, “hey, forget the analog board with
the pedigree rock ‘n’ roll history, we're gonna mix on the little Mackie,”
even though the band wants a lush sounding 23rd Century concept CD
modeled after the multi-layered, high-fidelity sounds of Tony Visconti's
recent work with David Bowie — on a $5,000 budget of course. Major
Tom to ground control: count down, 4,3,2,1, disaster?

BLAST OFF
Step one: Get a decent drum sound. The cellar is carpeted, the walls
paneled and the ceiling is soft acoustic tiling. So far so good; but it's
one decent size room with no way to separate the instruments. The
solution: Make sure the drummer can play to a click track sans band.
Don’t forget new heads, nicely tuned drums, and a good kick drum mic;
in this case a Shure Beta 52. Throw SM-67s on the snare, on the rack
tom, on the floor tom, and two as overheads. NO mic on the hi-hat
(it bleeds through everything anyway). Play it safe with the EQ on the
D-16, make sure the recording levels are reasonable, and deal with the
fine-tuning while mixing down.

Bass? Just go direct with a newly restrung Fender P-bass, of
course. Guitars? Well, recording in the basement is actually very
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by Roy Stein

cool-no mojo and you go home without a bill. Plus, casual often
equals creative. At heart, this is a guitarbased band, so capturing a great
guitar sound is crucial. Chris Yockel is an electronic technician who at
one time worked for the signal processing company MXR. Staying close
to his roots, he uses the MXR Dyna Comp, MXR Noise Gate, the MXR
Delay System |, and a MXR Analog Delay combined withia Fender Super
Reverb Tremolo for the "outer-space” sounds. The amp is a vintage
reissue, miked front and back (just as Jimmy Page did) with, once again,
SM-57s. Guitars include the Fender Showmaster with a Floyd Rose tail
piece, and a Fender Strat. The ultimate in cool: a Jerry Jones sitar is
brought in to cascade the effort back to the hey-day af psychedelia.

Scott Ostrowski, guitarist #2, who has plenty of studio chops,
prefers to take the D16 home and record at his own time. His gear:
a Stratocaster with a Seymour Duncan pick-up, a Hughes and Kettner
pre-amp and 120 watt power amp, and a Marshall 4x12 1960 Vintage
cabinet, all miked with the trusty SM-567

Acoustic guitars are where the D16 really comes in handy. As
most guitarists tend to be good buddies with music store owners, it
follows that the folks from House of Guitars freely grant the band access
to the best Martins and Taylors in their store. The strategy is thus: an
AKG C-3000 a foot away from the 12th fret, and an SM-57 about
two feet away from the sound hole as a back-up andfor to layer into
the mix.

Keys? Rent top of the line Kurzweils for the string sounds. Use Korgs
and Rolands for the spacey sounds and organ. Whan you need a
good grand piano there’s nothing like the real thing. D16 will travel. April,
the lead singer, works at the International Museum of PBotography (the
George Eastman House). Their elegant Steinway located in George's
huge wood-floored living room sounds amazing. You just gotta ignore
the huge stuffed elephant head to get into the proper vibe. Two SM-
57s perched 18" above the lower and higher strings seem to do the trick.

Violin? It helps when your neighbor, Howard Weiss, is the retired
concert master of the Rochester Philharmonic Orchestra. Record him
in the best-sounding room of the house, i.e. the hardwood-clad
kitchen. Howard agrees that the natural reverb in the room is perfect
for recording; just remember to turn the refrigerator off. Two SM-57s,
one about a foot and a half off his shoulder, the other three to four feet
out front, are set up while Howard, who has spent decades recording
in various analog studios around the world, falls in love with the quick
rewind and auto-locate capabilities of the digital world.

ET PHONE HOME

Getting the tracks transferred from the old Korg D16 inte the computer
at the studio for mixdown is no easy feat. There is no available software
for the version 2 to dump the tracks en masse. But, fortunately
enough, both the D16 and one of the computers at the studio are
equipped with Toslink optical I/Os; so the transfers can be kept in the
digital domain with no degradation to the recordings. Note, however,
that | said Toslink (two channel) not ADAT lightpipe (eight channel), which
means we have to transfer one track at a time, in real time, and
some of the songs have over 100 tracks! The good part? The studio owner
doesn't charge the band for the transfer time and you get to hear every
crackle and pop on each track for future fixing in the mix. The bad part?
The physics of bouncing a quick two-track mix back to the 2GB D16
SO you can erase tracks to make room for more overdubs. Initially there
are some time-drifting problems. Since drift can be caused by using
separate and independent clock sources, the fact that there is drift means
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that the D16 didn't slave to the clock coming through the Toslink
connection. There are no settings for master/slave on the D16 v2. This
dominatrix of a deck must always be the dictator of temporal dealings.
Thankfully the solution to the drift dilemma is rather simple — connect
another optical cable from the D16 back to the computer so that you
can set the computer to slave to the D16 on transfers both to and from
the deck. A quick re-recording of a transferred rough mix compared to
the original file verifies that synchronization has been achieved.

TURNING OVER THE HELM; KIRK TO SPOCK

Since most of the recording work is done, it's time to turn the controls
over to the engineer. He and other band members will spend hundreds
of hours together producing the record — but let's give Chris a chance
to tell his story in the first person: "After mixing a few songs for the
‘Swindlers before starting this album, | had an idea of the pace the band
liked to work at, and the fine-tooth comb production style that they
approach their music with. Combine this with the fact that the band mem-
bers have odd schedules, and the A Room at GF| {the room with the
analog board) is in use a lot, | weighed the options and decided that using
the digital board in the B Room was a wiser decision. There, we could
work on a mix for however long we had time for on one day, hit save,
and then be able to come back to it three days later, and with the push
of a button, have it exactly as it we left it. Try doing that on your old
purely analog gear. No more wasted 45 minutes of session time to write
down mixer settings, another 45 to manually recall them, patch back
in all your outboard gear, set it up exactly as you left it, only to have it
still sound different because, well, it's analog.”

"The other option would have been to mix everything entirely in
the box, and use the board merely for monitoring and recording addi-
tional tracks. Alas, though the music we were dealing with may have
been of the future, our computers weren't. At an average of around
100 utilized tracks per song, it just would have been too much. As it
was, being limited to 24 channels of output from the computer (the
same number in either room), required me to submix instrument
groups together, and therefore do any needed processing on those tracks
within the computer, driving its CPU into the red.”

"Logistics aside, it was time to launch the process. The first step
in bringing in the prerecorded tracks for each song was to set up the
tempo of the project file. Once the tracks were brought in, this would
allow us to pick and choose between various takes of different per-
formances and drop the best lines into every section of the song where
it should be repeated — a process that would help whittle down the
track count . . . a little. Each track had a snippet of the click track at the
beginning for easy lineup. All I had to do was match the click at the
beginning of every track, and thanks to our Toslink word clock sync,
we were in business.”

“For a few of the tracks, we actually did record the basics in
GFl's A Room; with its big open hardwood floors, non-parallel walls,
and cathedral-style vaulted ceiling, it makes drums sound great. Mics
for this included an EV RE20 for kick, an SM-57 on snare, 421s on toms,
and Beyerdynamic MC740s for overheads. Some scratch guitars,
bass, and vocal were cut, as well, but most were later replaced with
more thought-out and perfected takes. On one song (“Float”) we even
started by constructing a drum loop from various one-shot samples pulled
from an assortment of sample libraries, ACID loops, our own record-
ings, and some handcrafted 808s tuned to the song. There was so much
stuff going on in just the drum loop itself that we had to create its own
project file just to process it, then create a mixdown of that to import
into the full song's project.”
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"For recording final vocal takes, as per usual, we tested several mics
on lead vocalist April to see which sounded the best with her voice.
The Rode Classic, the Neumann TLM 103, and a few other medium-
to-high-end mics were auditioned, but we eventually settled on an MXL
V67 through an ART Digital MPA pre-amp. While the ¥67 was the least
expensive mic of the bunch, it seemed to complement April’s vocal in
just the right way — enough warmth to fill out the tone without
being too dark, and enough top end to keep things clear without
adding too much zing or harshness.

THE INTERGALACTIC BLUEJAY(HIGH)WAY
Continues Chris, “The band brought in a recording of the Eiatles tune
'Blue Jay Way' and asked me to get that vocal sound for some of the
lines in their songs '‘Drag’ and ‘Underground Love, as well as a couple
string parts and keyboard lines. The Beatles obviously had a vocal
sent through a Leslie cabinet. There is a Leslie in the studio, but with
its proprietary multi-pin cable, | had no way to connect anything but the
Hammond to it (unless | wanted to gut the Hammond in an attempt to
figure it out, an idea which | didn't think the studio owner would be too
fond of). Trying to duplicate the sound digitally just didn‘t give us the
right tone. | considered suggesting to April that we use John Lennon's
idea of tying a rope around her legs, suspending her from the ceiling,
and swinging her around the microphone while she sang; but luckily
enough for her, another client, who often plays his guitar through a Leslie,
was recording in the A room and offered us his Trek Il Leslie interface.
We were able to use this interface to reamp the prerecorded tracks
through the Leslie, resulting in ‘Blue Jay Way' perfection.”

“Other effects on the album were a bit easier ta pull off (as well
as being less of a potential health risk to the artists). We used a
combination of Waves plug-ins inside Sonar for various effects such as
flanging snare drums and vocals, piano tremolos, octave vocal layers,
automated delays and reverb swells, as well as standard stuff like EQ
and compression for anything that needed to be submikxed; some
static delays from the D8B; and rounded it all out with some external
reverb gear including a Lexicon PCM60 for percussion plates and
room verbs, a TC M-One XL for main vocal and lead line verb, and an
ART Quadra/FX for strings and distant tones.”

THE FINAL FRONTIER

“Since attention to detail has been the spirit of the project, Tony
highly recommends seeking the right mastering house and engineer,
in this case Dr. Toby Mountain at Northeastern Digital in Boston — whose
résumé includes relevant artists to this project such as Bowie, Zappa,
and Alison Krauss. A couple of the band members and | Ibaded into
the car and spent 12 hours at Toby's studio, where he did & fantastic
job of mastering the audio portion of the ‘Swindlers disc.”

THE EAGLE HAS LANDED

The results? The Atomic Swindlers have since played on ovar 350 radio
stations, made the Top 20 on XM Satellite Radio, ard are receiving
acclaims from a vast array of sources. A.L. Sirois of Sci-Fi channel’s
SciFi.com says, "It's probably no exaggeration to say that almost
any of the songs on this CD could be a hit with proper airplay
and marketing push.” From Ron Netsky of City Naewspaper:
“Coming Out Electric is a throwback to a bygone era when the
music industry cherished poetic lyrics and albums that were
works of art.” Gannett Newspaper's Jeff Spevak proclaimed it "a
sonic boom — grand Beatles pop as told by Barbarella” Perfect.
atomicswindlers.com
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better accuracy and detail than monitors costing hundreds of dollars more. Audition them at your M-Audio dealer today.

« Kevlar low-frequency drivers > durability
“My M-Audio monitors are accurate and easy on the

« silk high-frequency drivers > longevity _ ears at a variety of solumes ard listening positions,
- even after 12-hour sessions. Trey let me give the
* custom port design > low turbulence mixing engineer tracks that didn't require much

- X tweaking for integretion into the -est of the project—
« integral design > better performance s0 | know my music remains faithful to my vision”'

—Mark Isham, composer of

* custom damping > enhanced bass the Academy Award'R -winning film, “Crash”

M-Audio, e M-Audio 'ogo, BX5, BX50, BX8 ana BX8a are Fademarks or registered frademarks of Avid Techniology, Inc.. Academy Award and Oscar ore rademarks ond szrvce marks of the Acocemy o Motion
Picture Arts and Sciences All other trademarks cre awned by their respective awners.

VI-AUDIO

recordirg interfaces | USB kevyboarcs | s'udio monitors | microphones | preamps | sound libraries | music software www.m-gudio.com
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CURRINT

($699)
Classic vacuum tube design
principles coupled with a mea-
ger asking price is the stuff
myths are built off of in the
recording world. Thanks to the
M-Audio crew, you no longer
have to seek the proverbial
beanstalk, befriend an
Atlantian, or hold up a boutique
mic dealer to get that vintage
warmth and charm in your
recordings. Rejoice!
m-audio.com

M REGULATION

VOLTAGE/CURRINT MITER

AR-20 SERIES 11

BY MATT HARPER

sSMP+)
RIS "l."‘i“l PROTLCTION
LINEAR FILTERING TECHNOLOGY

v

PAOTEICTION EXTREML
13 VOLVAGE

5 ($799)
The fine folks of PreSonus have
revamped the popular LT line of
mic preamps to further expand
your ADAT optical light pipe I/O
digital audio hardware systems;
making life significantly easier
by offering direct outputs and
inserts on every channel as well
as 24-bit resolution and a 96K
sampling rate that would have
Vanilla Ice suing if it all wasn't
just too hot to touch.
presonus.com
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($1.499)
Furman’s new 20-amp regulator
offers the kind of assurance that
can only be found this side of an
insurance claim. Valiantly fighting
the battle against over-voltages,
sags, and brownouts that can
disrupt a session or swiftly end
your most prized equipment, the
AR-20 |l takes any input volts
from 97 to 141 and levels it all
out to a smooth 120; leaving you
to rest easy while visions of
spikes and surges dance in
everybody else’s heads.
furmansound.com

($1.249)

For bootleggers, field recorders,
and press interviewers alike,
HHB offers the world's first digi-
tal recording micraptione.
Combining a Sennneiser omni-
directional condenser capsule
with 1GB’s worth of fash
recording memory . . all of
which runs off of Z AA batteries
(assuming that you cease licking
them for long enough to actually
put this gear to use).
hhb.co.uk
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($495)
As the first Digidesign TDM ful-fea-
tured dynamics processor for Dolby
5.1 surround mastering, the
Octirama plug-in offers 4- and 5-band
processing fer each of its respective
five channels, as well as a state-of-
the-art bass managirg system for
ultimate dynamic coritrol. Running on
a single 56000 chip, the Octirama
poasts an nput AGC, five in band
peak limiters, band mixers, and a final
peak limiter, as well as a sophisticated
algorithmie processirig system that
effectively preserves the sumound
image — which makes you happy
inside; ard us much the same.
cycling74.com

SBWHO DIMNIMSE)

($299)
O*fering an affordable remedy
for the maladies that arise in
the field of acoustic treatment (or
mstreatment, depending on your
approach), the Spaceamay Diffusor
combines s:ellar acoustical diffusion
technology with slick aesthetics (i.e.
snazzy wood firish). Perfect for both
auditoriums and control rooms alike,
the 24" x 24" solid wood panels
install witn relatve ease and can be
used in a wide array of placements;
miaking the Spacearray both useful
and practical — not to mention

cheap. Ard we know you ‘ike cheap.

auralex.com

($249)
Portable and versatile, the
Link.FireWire 4x6 audio interface
is geared toward the musical hob-
byist or audio novice yet is high in
quality; coming complete with a
S/PDIF I/O option, two
Mic/Line/Inst inputs, 48v Phantom
Powver, balanced monitor outputs,
headphone output with source
select, and 24-bit/96kHz operation
at full channel count with low
latency — facts that aren't nearly
as shabby as your haircut.
tapcogear.com

($2,995)
Rocking a *0" bass driver and two
4" carbon fiber mid range units, all
housed in an art-deco manner
AGAs Nucleus Reference 3.1
Loudspeaker offers the improved
CDTII tweeter alongside the S2
:echnology oest known for it:
obscene low frequency extension
Speaking of the obscene, the high
frequency response is rated
35kHz — far beyond the range of
your mother's dome tweeters.
roundsound.com
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Perfectly Connected.

The Audix i5, D2, D4 and D6 are finest examples of dynamic
instrument microphone technology today.

Designed to bridge the gap between stage and studio, artist and engineer.

Designed to capture your creative genits.

AUDIX

PERFORMAMCE 1S EVERYTHING
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We recorded and mixed Hillbilly Deluxe in late 1985, with pretty much
the same setup as on Guitars . . , the big difference being that we
were coming off a hit record. They had toured in an RV non-stop
for about ten months, and by the time they came home, Dwight
was a star, part of the “New Traditionalists” movement in country,
along with Steve Earle and Randy Travis. Once again Pete had
everything completely planned out. N
The band was well rehearsed, and ‘\
Dwight would walk out and give us
one to three great takes.
| think we may have done some
very hight comping, but big sections,
not words. The signal path for Dwight's
vocals stayed the same. One great dé
change on this album was the addition of Charlie Paakkari to the
team. Charlie was officially my second engineer, which was kind of
a joke to me, because he was so much more knowledgeable than
| was. He was a staff engineer at Capitol — one day an assistant,
the next day a first — working with a lot of the great masters. It
was an amazing education. The one smart thing | did was to let
him really contribute to the project and share his knowledge of
that studio with me. Again we mixed across the hall in Studio C.
| was really proud of my tom sound on “Little Ways,” which | had
running through a Pultec and the Fairchild 670, with a lot of live
chamber on it.

Enter the technology: Once again we were firmly ensconced in
Studio B, this time with another hit record under our belts and a
bigger budget to work with. Unlike the first two albums, which
we raced through, we actually had some time to stretch out
and try some things. We cut the basic tracks on the Studer A800
with 16-track heads and then bounced to Mitsubishi 32-track
digital machine for all the overdubs. Charlie Paakkari was once again
working with us and we had some fun. We spent half a day figuring
out a way to sync the tremolo in one of Pete’'s Fender Twin Reverbs
to our drum track. Pete’s two Twins had been modded to allow one
tremolo to drive the other, so we figured there must be some way
to control i1t from an external source. We listened to the sound
that was coming from the “master” tremolo — it was basically
a low frequency pulse. We hooked up a signal generator with an
audio trigger tnput to an oscillator and filtered the sound to
match the control that the Twin generated, then fed a mix of the
drums into it, and plugged that into the slave tremolo. Amazingly,
1t worked.

The track 1s “What | Don’t Know." | was amazed by how many
people actually noticed that the tremolo was locked to the drums
and asked how we did it, which had been a secret until now. One
of the great things about Capitol, besides the great rooms, is the
amazing level of support available from the staff, especially the tech
staff — very handy when you're in experimental mode.

By now, we had gotten into full-on vocal comp mode and | had
purchased an Emulator Elll, which we used for tweaking and fly-
ing. It was a great machine for pitch correction in those pre
ProTools days, although you had to take it apart and reseat the
cards every time you moved it. Dwight had been touring non-stop
since the last album and was barraged by promotional duties, so
getting the vocals took a little longer. Dwight's voice is so clear
when he’s in good shape, that it would be obvious right away if
there was any hoarseness present. Thankfully, we had the time
to spend to get the great takes.

This album also features Buck Owens on “Streets of Bakersfield,”
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which went on to become DY'’s first number one single. We were
just putting together Dwight's vocal comp when Buck showed
up to sing and it wasn't sounding right. | discovered that somehow
the console tapes’ take numbers didn't line up with the actual take
numbers, so | discreetly pulied Pete aside and told him what
happened. He said "fix it — I'll stali for time.” He went out and kept
those guys busy white Charlie and | frantically rebuilt the comp.
That song also features Flaco Jimenez on accordion, which was
recorded in the iso booth in Studio C using the same U47 and a
Focusrite mic pre we'd been using for some overdubs. Once again
we mixed in Studio C.

[1989] — This was DY's frst greatest hits pack ige, but we
recorded two new cuts for it a duet with k.d. lang on the Chris
Hillman/Gram Parsons classic “Sin City,” and a cover of Dave
Alvin's "Long White Cadillac,” featuring one of Pete’s most blistering
solos. As a side note, | had the pleasure of recording kd lang
twice — with DY and with Roy Orbison. When she sings in the stu-
dio, she might as well be on stage in front of thousands — she gives
a total performance and it’s a real thrill to be on the 6ther side of
the glass experiencing it in real time. She does have an incredible
dynamic range, though, so you have to be on your toes with the
mic pre gain.

[1990] — | consider the first three
albums to be part of the “phase |” of DY's
recording career — most of those songs
were written and performed live before
Guitars . . ., was recorded. /f There Was
a Way marked the beginning of “phase Ii.’
All of the material was new, some of it
co-written with other writers, and we had lots of time to make the
records. We used more outside musicians for overdubs — to his
and Pete’s credit, Dwight's band always played on the récords, even
venturing into strings and background singers. The parameters
that had been set on the first three records were definitely
being pushed.

Another big change for me was the change from Charlie
Paakkari to Pete Doell as my "assistant engineer”” | consider both
these guys to be two of the finest engineers anywhere and |
learned so much from working with both of them. Charlie' was unavail-
able and we knew and respected Pete Doell from working across
the hall from him at Capitol for years.

Now, Dwight is an amazing singer who on any given day Is
capable of walking out and giving you a couple of perfect or near-
perfect takes, but getting his vocals got more cifficult in this era
for several reasons — he hadn't been performing these songs live
for years and, on many days, by the time he'd get to the studio
(usually early evening), he'd have been on the phone ail day taking
care of business. Aside from his music career, e was starting to
get active in film, which requires lots of Hollywood lunches, meet-
ings, and long phone conversations. The upside was the string of
beautiful actresses and models that would drop by for a visit. In fact,
sometimes the presence of a couple of babes would be the cat-
alyst for that great performance we were looking for. But by now,
we were deep into vocal comping and tweaking, which Pete Doell
brought a lot to — he has perfect pitch. Although | had good relative
pitch, | really learned to hear pitch from working with him, especially
sharpness. The slightest bit of “pitchy-ness” would provoke a
physical reaction in Pete Doell. This also was the first record to be
mixed by David Leonard, who is a brilliant mixer best known for his
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DESKTOP RECORDING STUDIO

DESKTOP RECTRDING STUDI0

!

lexiconpro.com.

e

You don't follow the crowd, you play to them. You don’t dream of being in a
recording studio, you own one. The new Lambda Desktop Recording Studio™
and Omega Desktop Recording Studio™ are complete computer recording
solutions. Both with multi-input USB /O mixers, Steinberg® Cubase® LE 48-track
recording software and the world class Lexicon® Pantheon™ reverb plug-in.

Visit www.lexiconpro.com to find out how YOU CAN.
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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
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THE GENIUS CORNER

SPEAKERS MEET MASTERING

...and mastering loses. But there are ways to even the score.

You know why | don't review speakers? Because | don't really like
‘em. Even the ones that cost about the same as the budget of a
small third world country don’t hold a candle to the Real Thing.
Don't believe me? Then try this: Have a really good acoustic gui-
tarist play in a room. Then play back a recording of the same gui-
tarist, playing the same guitar. Doesn’t sound the same, does it?
Granted, not all the blame falls on the speaker: The rest falls on
the microphone. And | don't really like microphones, either, because
they too are transducers that have the unenviable and extremely
difficult job of transforming moving air into electrical waves.
What is amazing about speakers (and mics, for that matter) is
that they sound as good as they do, given that they're based on
technology that dates back almost a century. Of course, there
have been lots of improvements along the way — better materi-
als, more accurate crossovers, computer-tuned enclosures, and the
like. But the concept of using a magnetic field to push a material
{paper or plastic) that in turn pushes air seems about as resistant
to revolutionary change as, well, the average major record label.

FOCUS ON MASTERING

| haven't forgotten that this is supposed to relate back to master-
ing, so here's the deal: One of the main functions of mastering is
to make a mix transportable. In other words, it will sound good over
any playback system.

What works against this is that playback systems vary wildly.
Although we no longer have to worry about all the violence that hap-
pens to a signal courtesy of analog playback media (cassettes
and vinyl, which offered a nearly infinite number of possibilities to
screw up sound), speakers and their associated enclosures are like
very mischievous equalizers. For a mix to be truly transportable, it
needs to play over:

M Great audiophile systems with flat response, superb definition,
and state-of-the-art speakers.

B Boomboxes that have the “MegaGigaSuperBassBoost” button
pushed in, which hypes the speaker’s low end to an absurd degree.

B Boomboxes that don’t have the “MegaGigaSuperBassBoost”
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Fig. 1. Here's a typical frequency response curve for a high-quality, pro
audio-oriented two-way speaker with active crossover. Although it's
anything but flat, this is actually better than average — yes, this is what
you're up against.
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by Craig Anderton

button pushed in, so the low end is thinner than Kate Moss on a
hunger strike.

8 Earbuds on portable music devices, whose response is basically
luck of the draw.

8 Car radios. Let's not even go there, even though we have to.

M Tabletop radios, which have the same type of issues as boomboxes.

What do all these different systems have in commeon? Speakers
{even if they're miniature versions that fit into ear buds). How do
we compensate for differences among speakers during the mastering
(and for that matter, mixing) process?

WELCOME YO FLATLAND
Edwin Abbott’s Flatland is one of the greatest mathematical fan-
tasy books of all time, albeit in an admittedly un-crowded field. But
when it comes to speakers, “flatland” is just that: a fantasy. Look
at the response curve for even the finest speakers that money can
buy, and you'll see something that approximates a relief map of the
Alps (the part on the Swiss/Italian border, with the neally wicked
peaks). This response (see Figure 1) undergoes further degradation
when interacting with the listener’s room, which is seldom acousti-
cally treated; but let’s pretend that’s not an issue, as it multiplies
the variables into the world of Really, Really Big Numbers.
Differences among speakers exist in the lows, mids, and highs
(did | leave anything out?). So, over the years, mastering engineers
have recognized that the only way to deal with this madness is to

Source Filter
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Fig. 2. Here, the Har-Bal program has been used to smooth out a
song’s bass response; for clarity, the window has been trimmed to show
only the region below about 500Hz. The upper gray line indicates the
original peak response, and the lower gray line, the average response.
The yellow line indicates the peak response after “drawing” a smoother
bass response, while the green line indicates the average response after
smoothing.

To hear the results before and after smoothing, go to
www.eqmag.com. What's interesting about the online examples is that
the version with the smoother bass actually has less average bass level
than the original, yet sounds stronger and more substantial.
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Fig. 3. The Multiband Dynamics Processor in iZotope’s Ozone has
been set up to add some mild compression in the low end; this
smooths out the bass response a bit, which helps make the mastered
recording more “transportable.”

create a recording with the flettest, most "average” response
possible. That way, it will sound only a litle bit “wrong” aver
every system, rather than okay on some systems and way wrong
on others. {The exception is tnat of the audioph.le with the real y
flat system — who after putting the requisite time, expense, and
effort into assembling a great system, should be entitled to the best
possible sound.)

It's d.fficul: to create a truly average midrange resporse,
because that's just one of the places wnere speaxers exhibit
significant differences. (An aside: | always get a kick out of
speaker reviewers who breatnlessly exclaim that a particular
speaker "revealed things I'd never heard before in my favorite
recordings!” This isn't sarprising, because any speaker will reveal
things yeu've never heard before, as i's basically EQing the
recording differently.)

High frequercies are a different matter. The
energy in real music tends to drop off fairly WOR

have really long wavelengths and to re-create them, you need to push
a lot of air. Speakers that fit in the average living room, or boombox
for that matter, simply can't push enough air at really low fre-
quencies. This is one element that separates the big bucks speakers
from the pretenders: How low they can go without giving up. This
is also why many devices have bass boost switches, although
that's not quite the same as having "real” bass. An analogy: A
woman puts on great eye makeup that makes her eyes look bigger,
but really, they aren’t any bigger.

To make matters worse, we have two other bass range issues.
For one, the bass response of our ears falls off at lower volumes
(the infamous Fletcher-Munson curve}, so our ears’ deficient fre-
quency response interacts with the speakers’ deficient frequency
response. The second is in the recording itself. Unless the studio
has really great acoustics, or all instruments were taken direct, there
will likely be frequency response anomalies due to room acoustics
that cause peaks and dips in the bass range

So in a worse-case scenario, the bass peak in the recording
process doesn’t get caught while mastering, and plays back through
a speaker system that has a resonance at that frequency, which inter-
acts with the room resonance in which the speaker lives. Ugh.

THAY SOUNDS HOPELESS & DEPRESSING.
WHAT’S THE SOLUTION?
There is no solution, so you're correct in feeling hopeless and
depressed. But you can try to come as close as possible to the ideal.
If during mastering you can smooth out the bass response to have
no significant peaks and dips (except where you actually want
them, like a big peak on a techno kick drum), you'll have gone a long
way toward making a transportable master. It's even better if you
can take care of some of these issues in the mix {see sidebar).
Because our ears’ response gets iffy in the bass range, it can
really help to have some visual feedback as to wnat's going on in
the bass range. No matter how good an engineer you are, it's really
hard to quantify a 1.5dB peak at 72Hz solely by listening. | find a
good spectrum analyzer that can display an average response is

SPOR Bl INTO THE MIX

rapidly above 5kHz, so really. what we want is a
"sensation” of brightness. You're not going to get
the huge peaks causec by notes piling on one
another, because there just isr’t that muct energy
up there. A little bit of a bocst in the "air” range
above 10kHz will do wenders for making a mix
transportable, as the tweeters ooen up a kit more.
As a bonus, mest playback systems have a treble
control that can be trimmed or boosted according
to the listener's preferences, based on their
acoustics and how shot their hearing is from going
to too many cancerts without hearing protection.

BASS 1S THE PLACE
Perhaps the most cruc.al frequency range for mak-
ing a mix transportable is the bass range; there are
several reasons for this

Speakers tend to have the hardest time main-
tainirg a flat response below abiout 80Hz. Here we're
up against the laws of physics, as bass frequencies

Ideally, your mixes should already be pretty close to perfect before they
get to the mastering engineer; and there are some steps you can take while
recording and mixing to make the master more transportable.

Instruments with lots of low frequency content, like kick drum and bass,
will not translate well over systems with poor low frequency response.
To allow them to be heard on bass-shy systems, use midrange EQ to bring
out pick noise in the case of bass, or the “thwack” of a beater with acoustic
kick. With electronic kicks, there are a variety of ways to accentuate a “click”
at the beginning of a note. Psycho-acoustically, your brain will tend to
“fill in” the sub-harmonics.

Speaking of sub-harmonics, some sub-harmonic, sinewave-type
basses (as often used in drum 'n’ bass) will never make it through small
speakers. Try using a waveform with more harmonics, and close down a
lowpass filter to get a bassier tone — but that still has some harmonics
present.

Finally, although it's been said a million times before, let me be
number 1,000,001: acoustical treatment. You can neither record nor mix
sounds properly in a room where the acoustics are adding the equivalent
of a random EQ with insanely steep peaks and notches. Although a
mastering engineer will try to deal with this, it ain’t easy.

www.eqgmag.com MAY 2008 EQ



SPEAKERS MEET MASTERING

extremely helpful. Why average? Because there will always be nat-
ural response peaks and dips. What we're looking for is a pattern
of build-ups and anomalies that, if played back through a system
with a peak or dip at that same frequency, will exaggerate the
problem even more.

My favorite tool these days for fixing this type of problem is the
Har-Bal EQ/mastering program. It provides a very unambiguous
look at the bass end, and you can use a simple "pencil” tool to
draw out peaks and dips, thus smoothing out the low end (Figure
2). Since doing this, my mastering clients have all — without any
prompting — commented that the mixes are more transportable.
Granted there are more factors than just bass response that contribute
to making a mix transportable, but bass is an important factor.

OTHER TOOLS

Another great mastering tool that helps compensate for speaker
anomalies is a good multiband compressor (Figure 3). Some subtle
midrange compression can bring down peaks and raise valleys that

IN SEARCH OF...
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might otherwise be emphasized or de-emphasized by a speaker.
In the high end, you can add no significant compression, but just
boost the overall level a bit. Meanwhile, in the 300-400Hz range,
you can lower the level a bit (without compression} te "tighten up”
the sound a bit, as that's often where you'll find a bit of "mud.”
Meanwhile, adding compression in the bass range helps even
out the response.

Eventually, through proper use of equalization and dynamics con-
trol, it's possible to create a master that keeps unwanted peaks and
dips under control. And when you've accomplished that, you're in
good shape.

As a final reality check, it is worth playing your master over vary-
ing systems just to make sure you've come as close as possible to
the ideal. If your mix sounds a little fatter than usual on systems that
normally sound a bit on the thin side, thinner than usual on systems
that normally sound annoyingly muddy, and perfect on really good
systems, great. No matter what speakers the recording plays
back over, you've probably done about as good a job as you can do.

-.-.THE PERFECT SPEAKER

Cookie Marenco digs down and dirty into a search for a sound [and a speaker]

that makes perfect sonic sense.

When | first thought of writing this
article, the plan was to compare,
contrast, and evaluate the differ-
ences between a whole gang load
of speakers. | found this to be
nearly impossible, though, without
having endless hours to record
basics, or mix, or master, or casu-
ally listen and use each set in each
application. | mean 've been doing
that for more than 15 years and find
it an ever-evolving process, at best.

But speakers deserve a solid
treatment sitting, as they do, at
the end of a long journey that starts
with a mic. They let us move
through history, raising folks from the dead so we can hear them
as they were: Speakers bring a moment in time to life and reduce
global distance to a breath.

Flash forward to now.

My world is a control room where | spend my time looking for
the "perfect” mix: some chimera that rests on our ability to con-
trol the listening environment. After unmentionable years in my own
studio, mixing in hundreds of rooms, from the top facilities to the
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worst garage, you'd think it would
be easy . . . but you have good
days. And bac months.

And traveling frora control room
to control room as an independent
engineer, you might be carrying
your speakers, amps, and cable to
minimize the unknown factor of
unknown rooms. Os, you've got a
back pocket full of CDs that let
you learn something about the
speakers you're provided; and
you spend time moving them
around (to the endless dismay of
your client), testing left is really
left and making sure tweeters
aren’t blown, etc.

You learn how to make your environment as consistent as
possible while dealing with the inexperience most artists have
toward critical listening. Without meaning harm, an artist will ask for
things that might not be what they really want in three months. A
career as a producer or mix engineer is going to be built around how
the musical content is received outside the control raom. It's your
promotional tool without the benefit of your anecdotal tales of the

photo: Dave Stephensen
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-~ THE PERFECT SPEAKER

studio and how horrible the environment was to work in. So getting
it right the first time has everything to do with getting it right the first
time . . . something you'll never do with substandard speakers.

| never really thought of myself as a speaker whore, but
apparently | have so many pairs it's now officially embarrassing. So,
1'm going to focus on the how, when, and what of speakers, big
and small, in my own control room at OTR Studios [and a few of
my other listening environments].

THE OFFRANDES, JEAN MARIE REYNAUD
SPEAKER DESIGN

For many years, | only listened in the control room and checked mixes
where and when | could, mostly because there wasn't enough time

for casual listening. | used to joke about friends playing my “audio-
phile” CDs on their $40,000 speakers knowing they were mixed
on NS10s. During my days in A&R at Windham Hill, the speakers
| had never worked on the right side. And, yes, the irony was lost
on no one. It seemed my car speakers never worked on the right
in those days, either, curiously enough.

Butin 2002, | met Jean Claude Reynaud, an engineer/producer
from France whose father, Jean Marie Reynaud, built audiophile

speakers for more than 35 years. As my production partner, Jean Claude
taught me about speaker characteristics in ways | never considered,
as well as listening from the consumer’s point of view. He brought
a pair of Offrandes with him, which we paired with Nelson Pass amps.

Jean Claude’s style was that of listening to one kind of speaker
both in the studio and in the home. | was an NS10 w th 300 watts
kinda girl. It took me awhile to get used to the audiophile speakers,
but the incredible life-like clarity of the Offrandes was amazing, and
shocking as well. The mid range provided reality where most
speakers fell short. It was the first time the power of mid-range hit
me, and it's not something to be gotten rid of: a great mid-range
is the beauty of sound.

But as | started listening to all my previous productions on the
Offrandes, | heard every nuance of reverbs tails, imaging issues,
and the slightest bit of over compression. At first, | was horrified
by every mix | had made, when in actuality, they haen’t changed
and were as good as ever. | had never heard them like this before.
Listening to popular CDs on this system showed their faults as well.
However, listening to a great recording was an awesome experi-
ence that you wanted more of . . . like a kid with candy.

Re-listening to recorded music over these speakers also made
me appreciate the audiophile listener in a new way. They loved sound
and music, and this needed to be honored and addressed. Those
were the people buying my recordings. After 20 years of engineering
records, | became an audiophile.

For the first time, | attended CES and checked out all the new
speaker designs and thought it was curious that more engineers
didn't attend. After all, this is where our music ends up getting played.
These were the people most appreciating our work. 1t seemed irre-
sponsible to not pay attention to consumer electronic equipment.
We ought to know how they're building these things, whether in
cars, AV, home theatres, or iPods.

So, at the moment, my home system is a 5.1 set of Offrandes
where | listen casually and critically to CDs, surround and vinyl. My
iPod is on continual shuffle of all my albums for when the need for
miscellaneous sound outweighs the desire to locate the CD in
the case.

WHAT IS FLAT RESPONSE?

“A hypothetical speaker response where all frequencies
come out at exactly the same level from every angle.
Phase accuracy should be included, | suppose. Flat
response is theoretically AND practically impossible.
However, we have more speakers today that approach
a flat response than ever before.”

—Dave Derr, Empirical Labs

“This has become an oxymoron. Flat response is an
even frequency response . . . period. So many manu-
facturers claim flat response. | also honestly believe most
strive for flat response as well, however. | also know there
are popular speaker brands that tune by ear, no real
science. Flat response also changes with listening posi-
tion given room issues, and air absorption at very high
frequencies (with distance).”

—John Johnsen, NHT and NHT Pro Audio

‘What is a 'flat response’? Answer: A very silly term!
Loudspeaker measurements look at the frequency
response of a loudspeaker; however, what we hear is the
response of the loudspeaker in the room. A ‘linear
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response’ includes the interaction of the loudspeaker with
other loudspeakers and the acoustical environment
The idea is that there are no notes either missing or
jumping out! The response of the speaker is LINEAR.”
—Sam Berkow, SIA Acoustics

“Flat response is ‘no surprises.” Speakers that will yield
a result that translates well to other environments, and
are fun to listen to and non-fatiguing.”

—David Glasser, how Mastering

“It doesn't matter. It's never flat once it leaves the speaker.”
—Leslie Ann Jones, Skywalker Sound

“Flat response: get the jack out and change the tire.
Flat audio playback response is something achieved
via a total-system approach, with room acoustics being
the most important element in this system. Build or
modify the listening room for minimal modes and optimal
RT60. Looking at the frequency response chart of a loud-
speaker is OK, but really telis you nothing about how the
speaker sounds. I've heard ‘flat measuring’ speakers

that sound just awful. When shopping for loudspeakers,
use reference music that you know intimately — then
select the loudspeakers that give you the most realistic
presentation of your reference program. Don't forget to
audition spatial imaging. Match the loudspeakers to a fine
amplifier and line-signal path. Don't rush this decision.
We spent three years searching for fullrange listening
room speakers.”

—John La Grou, Millennia Music & Media
Systems

“’Flat’ to me means that mixes will transfer to other
audio reproduction systems without adding anomalies
from the original mixing environment. | say this (and
walk around the controversy) because & is very hard to
gain consensus on what ‘flat’ actually means.

| find this topic really fascinating because you hear
from people that constantly compare high end, low end,
crossover frequencies, SPL, mid-range reproduction,
phase coherency, etc,, etc., and rarely do they discuss
how their mixes translate to other environments!”
—Mike Newman, Cerwin Vega

photas: Gus Skinnas
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TANNOY LITTLE REDS

At this point, I've adopted the habit of using the Tannoy Little
Reds to cut basic tracks and listen on when | do overdubs in my
control room. | really don't like them that much, but they're good
enough and the artists seem to enjoy them. The Tanroys are big
enough to not sit in a near-field position and aim slightly over my
head when I'm at the console. | can play them louder than the other
speakers and my ears aren't in the direct line of fire.

When cutting basics, the band is often listening to music in head-
phones at loud volumes. When they enter the control room, there
isn't time for the ears to relax. The artist often requests volume lev-
els that might kill a cow. Along those lines, overdubbing guitar or
bass in the control room can have the same consequence. These
folks are used to playing on stage in front of huge speakers . . . out-
side of setting up that situation {which sometimes happens), I'll put
them in front of the Tannoys and run for cover, taking the remote
with me.

These speakers have long been discontinued. | have been
offered three times their retail price several times. Apparently, these
were the choice monitors of many heavy metal engineers in the
‘80s. In my second control room, which was four times :arger than
the first, they have become tolerable to cut tracks on, though
still they're not my favorites.

THE DIFFERENCE

AURATONES, NS10s,

MEYER 833s, & RESISTING PUBLIC
PRESSURE TO DIS THEM AlLL

Typically, | start a mix on the HorrorTones (Auratones} for a number
of reasons.

Reason 1: It's hard to get the artist out of the room and you run
the risk of tiring their ears if you start on the higher end systems.
Eventually, they get bored while you‘'re on the Auratones and
leave while you're working. That's the good news.

Reason 2: In the beginning of the mix, | prefer to be the one set-
ting up the patches and cross patches on the board. While | might
be patching a series of compressors and efx, I’'m listening to the
general balance of the instruments and making casual adjust-
ments. | don't really want to be listening critically at this point and
prefer to save my ears. The Auratones are pretty perfect for this.

Reason 3: When | go under the headphonas (Beyerdynamics
DT250) to fine tune the placement for the steree image, the
Auratones are less likely to interfere with my judgment and the
artist can enter the control room, listen, and | don‘t worry they are
ruining their ears. | could, and do, turn off the speakers, but it can
be deadly boring in the control room for the others.

At low volumes, the Auratones show off distortion and intonation
issues better than most of the high-end speakers. While you can‘t
really judge bass response, the theory that “if it sounds good on
the small speakers, it'll translate better in the final mix” still holds
up for me. | will spend 50% of the time on the small speakersIt's
probably the best $60 |'ve ever spent.

Now's the time for adjusting the reverbs and ¢reating the
environment for the song to live in. | go first to the N$10s and ref-
erence at as low a volume as | can so that the room Bas no effect
in the mix.

| know NS10s get a bad rap. | also know that | have three pairs
of them. The popularity of NS10s cries for spending some time on
them, if only to cart with you to some remote location you don't want
to bring your $6,000 speakers. It's a myth that they sound the

BETWEEN MONITORS AND SPEAKERS?

“The spelling? There is no difference. It's like the gov-
ernment giving the name IED (improvised explosive
device) for home-made bombs. Maybe it seems more
legitimate or technical, but it's the same friggin’ thing!
| hate creating and using fancy terms.”

—Dave Derr, Empirical Labs

“None except in application. We consider monitors

as speakers for active or attentive listeners in the
near field.”
—John Johnsen, NHT and NHT Pro Audio

“Monitors are designed to accurately present the signal
driving them (over their operational frequency range).
General-purpose loudspeakers (for playback systems)
can add a color to the sound — via frequency response
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or distortion components: that alter or color the sound.
This may or may not be desirable, but monitors should
strive for accuracy rather than added tonal balance.”

—Sam Berkow, SIA Acoustics

“Aren’t monitors what you hook up to your computer
and mouse around on?

For me, the room and ancillary equipment (console,
amps) are part of the monitor system. For the speakers to
sound right, the room has to be right: the right amount of bass
trapping, diffusion, absorption, equipment placement.”
—David Glasser, Airshow Mastering

“1 think of monitors as being more of a reference.
Speakers are just, well, speakers.”
—Leslie Ann Jones, Skywalker Sound

“One works for the CIA and reads my email. The other
passes sound.”

—John La Grou, Millennia Music &
Media Systems

“A good monitor should allow for accurate transfers of
audio reproduction to other systems. This often means
that a bad mix is going to sound harsh on a good pair of
monitors that strives for accuracy.

On the other hand, many home speaker manufacturers
strive to ‘sweeton’ the sound a bit so that even harshly mixed
songs will sound a little better than on recording monitors.
I believe the majority of people want excallent detail but
a slightly sweeter sound in their home systems.”
—Mike Newman, Cerwin Vega
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same everywhere, though. My experi-
ence is the NS10s sound particularly
different when powered with different
amps, in various rooms, distance to
walls, how they're placed and what they
sit on, more so than most speakers. You
still need to reference known record-
ings. And they won't sound as terrible if you
make sure you have more than 300 watts
of power

At this point, I'm working quickly
before my ears burn out, but | do start
allowing the artist to make decisions
about certain parts standing out more or
less. | will reference to the Tannoys, then
revert, and then reference to the Offrandes
(which always sound so good, you don't
want to leave them).

One trick that seems to save my ears?

Using a second set of speakers while I'm working on the NS10s
Far in the back of my control room, | have Meyers 833s that seem
to act as a kind of stereo subwoofer/tweeter aspect so that | can
take the volume down on the NS10s, which are probably killing my
ears at this point. Note: The Meyers alone sound really terrible unless

they can achieve a high volume

Now, there's a point, once or twice during a mix, when | give

TIPBITS

WHAT? WHERE?

"We record and edit classical music: all
post-production is done in the big room on
full-range loudspeakers. The room (23" x
29') was designed by George Newburn to
exacting acoustic standards. The worst
mode is about 4dB at 24Hz. Room RT60
is around 300ms, and spectrally
consistent. Power amplifiers are Pass
X350.5. Loudspeakers are Dunlavy SC5.

On location, we'll typically use Paradigm
3se minis, Sony active sub, and Pass
Aleph amplifier. Headphones are
Sennheiser 600 driven by a Millennia

headphone amplifier”
—dJohn La Grou

and listen to the mrix in the adja-
cent room, where i've found it's
the best place to test balances of
bass to vocals to drums, etc. I'll
take another 15 minutes of silence
after this event

Now we’'re just about ready
for the final approaches that’s
when | go to the Offrandes and
hear every little %A *& " #%
problem there is, and fix them
| turn down the volume and
gradually increase to a com
fortable level and do a mix. |
might invite the artist in to
check it out and ask for com
ments at this point, though |
make sure the playback volume

is the same so | can check for

artifacts and discrepancies on the 2-track

At this point, I'll let the artists go to whatever speaker they
want, though I'll usually try to advise them to bring the levels down
as they start to increase and lose their judgment. When the mixes
are acceptable, I'll go back to listening on the Auratones as we

make copies to test for distortion, and listen on the headphones

the mix some high volume. Kinda depends on my mood, but if | ref-

erence loudly too many times, I'll be shot for the rest of the day.
I try to control myself no matter how pleasurable it might seem at
the time. I'll turn up the volume, run quickly out of the control room

WHAT DO YOU LISTEN

“I have Mackie 2408s for relative flatness, UREI 809s for
clarity, NS10s for familiarity, Tannoys, JBLs etc. ALL
SPEAKERS TELL THEIR OWN LIES, BUT ONCE YOU KNOW
HOW THEY LIE AND GET USED TO [T, IT DOESNT MATTER.
| have these little Pioneer speakers | like, too. Many
times | will get the mix balances on a 2" mono speaker.
It's great for a whole other LIE, but a stripped-down
picture of the balances.

FINAL COMMENT: Ultimately, it doesn’t matter
what you mix on, as long as you are used to them and
know how they will translate to many other speakers.
This is why we add and still have NS10s. They were a
standard. Headphones are a must for hearing subsonic
problems, thumps, etc.

I think engineers will always do better in the long run
if they mix in different places on different monitors,
but nowadays, everyone has a home rig, and | think
it's a damned shame. Music suffers too, because the
urgency and pressure of having your stuff together
before you start playing with buttons and recorders, is
all but gone. People start writing the awful crap in the
studio, without a raw song that stands on its own. More
music than ever is just production dribble, without the
guts of a ‘good song’ that people will listen to four years
from now, let alone 30 years from now.”

—Dave Derr, Empirical Labs

“In the control room, | use NHT Pro Audio A -20, M-60Xd,
and M-00. | also occasionally flip on the NS-10s but shut
them off almost immediately. At home | have a constantly
rotating lineup of speakers connected to two or three
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TO IN THE CONTROL ROOM?

systems. For casual listening, | use NHT Pro Audio M-00s,
both on my desktop and in a couple of rooms via Apple’s
AirPort Express and iTunes. This is as close as | can get
to a ‘wireless’ system. | also use this setup outside on the
patio. My laptop is the source and resides in the area | am
in at the time. My 'serious system’ is a Stello pre ampli-
fier and CD spinner, up sampled to 24/192 through NHT's
Xd system which, for all practical and realistic reasons,
the most accurate speaker system | have ever heard.
My disclaimer: | work for NHT. | help conceive many
of the products | use so | must be disqualified as biased.
While acknowledging that, | would use any other brand
if Helt it offered me some level of performance beyond what
I have available to me from NHT. The only exception
would be some gigantic credible speaker system with giant
credible mono block amplifiers with close attention paid
to every part of the signal transmission chain. It's really fun
to listen to a really big speaker, the effortless dynamics,
impact and low distortion they offer. The problem with this
is availability of room, cost, and the fact that they tend to
be one-trick ponies. That is, they do the big music really
well but tend to exaggerate the size of things beyond
reality. Sort of like Shaq playing a 6 acoustic guitar.”
—John Johnsen, NHT and NHT Pro Audio

“In our mix room at the office we primarily use Genelec

1032, JBL LSR6328P, and ocaasionally TC Air-06s — my

living room has Meyer HD-1s with a Sunfire sub.
Cookie's use of 833s behind Yamaha NS10s is the

result of excessive drug use!! (really)!”

—~—Sam Berkow, SIA Acoustics

AT HOME?

to make sure the stereo image is still intact

WHAT SPEAKER MAGIC CAN DO
Over the years, | have tried the Mackies, 8" Tannoys, bought the Genelec
1031s (which are still in the box .

. | bring them out for parties), and

Cookie comments . .. on everything BUT the drug use
allegations: Sam has the best subwoofer a girl can get.
It was love at first sitting. And better than a puppy, you
don’t have to paper train it!

“In the studio: Duniavy SC-V left & right. SC-IV center and
surrounds with Ayre amplifiers and dual Paradigm Servo-
15 subs. Room designed by Sam Berkow.

At home: a modest system with Kef 103.2 speakers
and a Bryston 2B-LP amp.”
—David Glasser, Airshow Mastering

“Well, 85 percent of my studio work is done on a B&W
Nautilus 802 system with chord amplification and MIT
cable. For pop and some of my jazz work, | also use my
self-powered Tannoy 8 Limpets. This is also true of any
5.1 work | do . . . same proportion. When | travel or
change rooms at Skywalker for 5.1, | use my Tannoys.
At home my main speakers are a 5.1 of B&W Nautilus
703s with MIT cables. | also have another stereo with JBL
4011s and a stereo with NS10s.”
—Leslie Ann Jones, Skywalker Sound

“I think recording engineers gravitate to more of an
accurate sound in their home listening environments. |
use a pair of Celestion DL 8s for my home stereo. They
have been used as recording monitors in the past because
of their reproduction characteristics.

1like the KRK Expose monitor for my studio monitoring.
({Cookie, what else would | say!}
—Mike Newman, Cerwin Vega




TIPBITS

used just about everything
imaginable in other studios.
In the long run, it's mostly
about what you are used to.
No speaker 1s going to stop
you from getting a bad mix.
Of the new designs com-
ing out, we just got a set of
speakers from NHT, the XD
series. NHT has only recently
put them on the market. They
have a wonderful system that
seems to jump holographi-
cally out of the box and fill
the room. While | haven't put
them into the control room
just yet, the freestanding

ferent” —C.M

BURNING IN A NEW SET OF SPEAKERS

“| used to be a little cavalier about this, but it's true.
Like a well-worn pair of tennies, every piece of elec-
tronic gear has a breaking in period. It seems the
more expensive gear requires more attention to this
detail You can buy disks with specially created noise,
that goes though the frequencies. You run it from 24
hours to days on end. Speakers are especially dramatic
in their change. Most notably you will hear a ‘harsh-
ness’ disappear, a mid range develop, and the imag-
ing broaden. If you can’t get a test tone CD, puton a
recording that uses the full range of frequencies for
at least 24 hours. Or you can just enjoy the crispy high-
end and wonder why your speakers are sounding dif

mic/speaker for the iPod,
which | love to check my
mp3s on. My two cars
have all both stereo
speakers working now, I'm
happy to announce, one a
Bose system, one a
Harmon. The point? It's
impossible to compare.
Matching the JMR
Offrandes with the
Auratones or NS10s or 833s
yields subjective results.
Yet in a stereo mix, it's near-
ly impossible to not use
the less desirable Auratones
and NS10s along with the

model has been a great tool
for checking mixes out of the control room. You can walk around and
not have the image distort, they sound great, and the artists love them
as well. And they look beautiful, which, as we well know, helps the
listening process. Yeah. And “gullible” is not in the dictionary either.
My computer system uses a $100 Altec Lansing surround system.
| like to emulate the home environment with it . . . speakers placed
aimlessly everywhere. It's great. Recertly, | purchased a $30

IN PRAISE OF...

high-end speakers.

The upshot? In the end, if you get a call from the artist or a fan
that hears your work and compliments you on it, you've done
your job. If in a year, you can still listen to your work and not cringe,
consider yourself a success.

Cookie Marenco is a producer, engineer, and sound architect, and
can be reached out and touched at otrstudios.com

-~.THE ADAM S3A!

Few speakers have gathered as much interest as the ADAM S3A.
And with taking the unorthodox approach of using a ribbon driver
for the tweeter, it's easy to understand why. But what recognition
these speakers have gained has little to do with marketing hype,
and everything to do with performance. And with a list price of $5,350
for a pair, the S3A delivers.

The S3A is an active three-way speaker, rated at 360W rms. It
has a frequency response of 32Hz to 35kHz (+3dB). Active
crossovers feed three KE250W amps, powering two 7-inch
HexaCone® woofers and an A.R.T. (Accelerated Ribbon Technology)
folded ribbon tweeter. The first woofer operates in the 32Hz to 150Hz
range. The second woofer operates from 32Hz to 1.8kHz. Sitting
directly in between the woofers is the A.R.T. driver. There are
two bass ports underneath the ribbon driver, and directly above the
driver, ADAM was thoughtful enough to put the equalization con-
trols on the front of the speaker, rather than in the rear. This
includes a +10dB input gain control, a +4dB high gain control for
the ribbon driver, and +6dB EQ shelves for treble and bass at

by J.J. Blair

6kHz and 150Hz, respectively. Also on this frort panel is a power
standby switch. All of this is housed in an MDF cabinet that has
the front face beveled at the edges, revealing an octagonal design.
The rear of the speaker has XLR inputs, an AC power input and the
main power switch.

At the heart of what sets the S3As apart from other monitors are
the patented ADAM A.R.T. tweeters. Using a "lamella like” folded
ribbon, sandwiched in between 28 neodyne magnets, the ribbon moves
back and forth with the alternating current, in a manner which
ADAM claims is four times as efficient as the standard dynamic voice
coil. Additionally, the effective frequency response of this driver is
between 300Hz and 35kHz, which is extremely impressive.

When | received the pair of S3As, | A/B’d them against my
Genelec 1031s in my Brett Thoeny designed control room at Fox
Force Five Recorders. This is a "live front, dead rear” room, which
has a reputation for translating very well without any frequency
anomalies. What was immediately apparent upon first listen was that
the S3As made the crossover range of the Genelecs extremely
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... THE ADAM S3A!

obtrusive, like a big hole in the 1kHz range. The transparency of the
ADAM'’s crossover was the best | can remember hearing for some
time in a midfield monitor.

With the EQ of both speakers set flat, the Genelecs seemed a
great deal brighter and the ADAMs seemed to be missing a lot of
bottom end. This was surprising to me, as the S3As were reputed
to have superior low end. After a visit from ADAM rep Dave Bryce,
| discovered that in my studio at least, the ADAMs needed to be
removed from the meter bridge and placed an stands behind the
console. As soon as we did this, the powerful low end came into
bloom. After speaking witt some ADAM owners, | was not the only
one who found this necessary for getting the desired low end.
However, other owners dfid nat encounter this same issue while
using the meter bridge.

In tracking and mixing, the S3As imaged extremely well. There
is a great deal of phase coherency between the three elements,
and a real lack of time smear between the lows and highs. The stereo
image was also extremely reliable as | checked phasing of the drums
or any other stereo miked instruments | was tracking. The low enc
was tighter and more focused than my Genelecs, and the highs were
definitely smoother. During the week that | tracked and mixed on
the ADAMSs, | was doing guitarbased rock. The smoothness was
tricky for me to get used to, because | was not getting the same
texture | was accustomed to in the 3-5kHz range, | believe alsa
partly due to not having that hole just beneath in the 1kHz range
of the Genelec's crossovers. For myself, | wound up having to boost
the high gain control, as well as add some of the 6kHz shelf on the
S3As EQ controls. My ears have been so trained to the 1031s after
10 years, that | was missing a little bit of that high-end hype. In fact,
the mixes | did wound up being a little brittle for my personal
taste, as | believe that | overcompensated for the lack of some of
the extra highs to which ! was accustomed. Everything else about
those mixes was spot on, though.

Having to adjust the EQ brings up one conaplaint | have with the
ADAMs: It would be nice if they used stepped attenuators on their
EQ panel. Even though there is a center detent, it was hard to match
the levels on the left and right side with any level of certainty. Detents
on the gain controls would have alleviated my concerns.

One of my other experiences, though not necessarily a complaint,
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was that | had been anxious to try the ADAMs based on the claim
from some users that tney mixed faster and experienced less ear
fatigue. The last of these claims interested me, because | have been
complaining about ‘eeling beat up at the end of some of the rock
mixes | had been doing. As for my findings about these claims, I'm
not sure that these speakers changed the pace at which | worked.
But what might be one of the S3A's strorg paints wound up being
a problem for me. The rock band that | was tracking kept asking me
to turn up the volume, beyond levels that | had previously been using
on the Genelkecs with them. | believe this might have been because
of the lack of hype on the high end. So, with the overad louder vol-
ume, | was experiencing ear fatigue anyway!

But overall, | was extremely impressed with the S3As. Aside from
having to get used to some of the differences in mixing, | had no
problem tracking with confidence. When | remixed on my normal
monitoring setup, my tracks were spot on to how | hoped they would
have sounded. Even though | was dissatisfied with the timbre of the
mixes | did when monitoring on the ADAMS, the levels and balance
of all the instruments were exactly where | wanted them. Once accus-
tomed to the S3As, | am certain that given more time, | would have
settled my confusion with the high frequency response and would
have been able to mix on them without any dissatisfaction.

The bottom line question | think that anybody should be ask-
ing with these speakers however is: With the Cadillac price, is it
really a Cadillac product you are gettirg? Well, | have to say,
absolutely yes. | was so impressed with tne perfarmance of
these speakers. And ADAM has a truly great asset in Dave Bryce
After communicating with several ADAM owners and even just
potential buyers, | heard stories involving Cave's assistance that
went far beyond the customer support of just about any audio prod-
act I'd ever been involved with.

Now, | car vouch for their impeccable quality, but if you are won-
dering if they are the right speaker for you, that's hard to answer.
Some people like to hear music a certain way. In fact, ane famous
mixing engineer is known for using a speaker that most of us find
unlistenable. But the ADAMSs are far from the wrong speaker. | would
suggest to arybody in the market for new midfield manitors that
tney give the S3As a shot. Their reputation as being one of the best
is well deserved.
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Bob Hell, the one and _‘

only, sits down with EQ for '

.

an exclusive and candid /
retrospective on his life as J
inventor and innovator of ; .
the most gargantuan of /
monitors, his experiences

with volume monsters

like The Who, and his

take on the how's

and why's behind )
the science of sound,
the importance of J i

hasing, and where - |
Fand why| the indus-
try needs to step up
to the plate. ' :
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BOB

“| love this industry. ..

passion. It's my life. But it pisses me off when | see people not
staying up with the times,” exclaims one Bob Heil, a man who's
inarguably one of the most, if not the most, prolific and inventive
personalities our field has produced in the past 50 years.

You see, since the mid-'60s, Heil's been tinkering with every
little {and not so little) sound-emitting gadget he could get his
hands on, and the results have often been defining moments in
not just the pro audio world, but for the world of music and
communications in general.

What you talkin’ 'bout Willis?

We're talking about Bob Heil being the man who helped
make The Who the loudest live band of their time. We're talking
about Bob Heil being the man who developed the talkbox that
helped set Joe Walsh and Peter Frampton apart from their arena
rocking peers. We're talking about Bob Heil being the man who
practically saved the Grateful Dead after the infamous NOLA gig
where federal agents confiscated their equipment.

Flash forward to now: Bob Heil is the man behind the world-
renowned Heil Sound whose products were in the hands of
the rescue teams scouring a devastated South post-Katrina
(and in the hands of just about every radio operator currently
hitting the airwaves). Super-producer extraordinaire Joe Barresi
considers his "enthusiasm to improve technology an inspiration.”
Even the Rock and Roll Hall of Fame's curator Howard Kramer
has recognized Bob's efforts, calling him "an incredibly important
innovator” It's true, Bob Heil is the man.

"| learned to listen by playing the organ’ Bob tells £Q one
afternoon. "I had to voice and tune all these crazy Wurlitzer theater
organs that | was playing, and | learned to really concentrate
and listen from doing that. | found that learning to listen was an
art — and it's that which has guided my whole life.”

Starting as a musician at the ripe age of 12, plugging away on
a Hammond organ, it wasn't long until Bob branched out from
budding musician to technophile. “I kinda taught myself to play,”
Bob says, “and by the time | was 14 | was doing it professionally.

As a Hammond organ dealer in the small
Southwestern lllinois town of Marissa, |
began getting calls from Midwest concert
promoters wanting to rent B3 and Leslie
speakers for touring groups that were com-
ing through the St Louis area. This all sound-
ed like an exciting adventure; after all not
many of us were going to be walking onto
Janis Joplin, the Grateful Dead, or Jimi
Hendrix's stage.

After 15 years as a solo artist on the B3,
I was well versed in its operation and so
quickly became known as the Hammond B3
expert. But as | was around more and more
top touring groups, it became apparent that
they certainly needed some help with their
instrument amplification and one of the first
things | did was to tackle the Bass guitar. It
always seemed that trying to get 120dB of
clean, punching bass guitar lines through a
little 12" or 15" non-baffled speaker/ampli-
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BOB'S 30" EV BASS GUITAR SPEARKER .......

Because of the times and the timing, | soon got into amateur
ham radio, and it was the ham radio that got me into building.
That was the main thrust — being able to take something and
make something else from it

There was little in the way of peer guidance for a young
Heil, mentors from the Fox Theatre at which he performed
notwithstanding, leaving Bob with little choice but to follow his
own instincts. "l basically just started playing around with stuff.
Hell, we didn't even have any schematics or anything like that to
use back in those days, because it was we who were designing
and building our own transmitters, receivers, and all of that,”
Bob adds.

And by 1966, Bob had decided to hang up his career as a
professional musician in order to concentrate on instruction and
to further pursue his audio development endeavors. ”| came
back to my small town of Marissa, a little town of 2 500 people
in Southern lllinois, and started teaching organ and piano — not
really knowing what | was going to do. Before long, these kids
started coming into my shop with their guitar amps | had never
even seen one before. A Fender? Hell, a fender is something
you put on your car, man. | didn't know what a Fender amp was,
| was a dyed-in-the-wool Jesse Crawford/George Wright theater
organist; and that’s all | had previously listened to.” But, accord-
ing to Heil, "the ham radio was in me. The challenge of fixing
their amplifiers was really interesting to me. | noticed that when
| turned over one of these Fender amps it was just like the
transmitters | used to build — 6L6s, 5E4s — all the tubes that
were in them. | could open them up and fix them in a heartbeat.”
News of Heil's talents spread quickly and it didn't take long for
the entire St. Louis area to find out that there was this little
crazy man in Marissa that could fix your stuff; so they started
dragging all their amplifiers in.

But it was the now-leveled Kiel Auditorium in St. Louis, Missouri,
that was to become the staging zone of Bob's changing the face
of live sound forever. Commissioned by promoters, Heil soon
became the go-to guy for equipment rentals and last-minute
priority repairs. Clients ranged from Chuck Berry to an as-of-yet-
unnamed REO Speedwagon. "That's what really drew me in;

fier was impossible, so | set out to solve
the situation by building a speaker enclo-
sure using one of the newly introduced
Electro Voice 30" speakers.

| ordered 1" solid core plywood from
my local lumberyard and had an expert
cabinet craftsman build the described
enclosure from the EV plans. Depending
on the group, | powered it with either a
MciIntosh amplifier or a Sunn 200S bass
guitar amplifier that used KT 88 output
tubes. Needless to say, this was THE
bass rig of ALL bass rigs for that period.
When the biggest thing out there was a
Fender Bassman or Ampeg B 25, here
came the Hammond organ guy with his
30" EV. With each of our B3 rentals, |
would take the 30" EV along just for
the ride and you can quickly guess how
many bass players would want to plug
in and ENJOY!
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WVHAT ABOUT BOB*®

working next to all these rock and roll musicians. | was the only
one on hand with a soldering iron, and that's what made all hell
break loose,” Heil says. "The Fox Theatre had these huge Altecs
that | got my hands on — 8 foot tall speakers; really big stuff. |
was experimenting, at the time, with amps, and so on. It started
off as just me having fun, but | soon saw these guys coming in
with these little columns under the impression that they were
going to fill a 20,000 seat hall with sound. There was nobody
else in 1968 doing what | was doing, so | felt that | had to build
some kind of monster sound system for them.”

A group known as The Guild served as Bob's first real guinea
pig{s} in terms of overt and obscene amplification. Playing in a
small bowling alley, like clockwork, on Thursday nights, Heil took
their rigid schedule as an opportunity to experiment. ”| would
take in these sound systems that | had been messing around
with and | would experiment on them to see what would work
and what wouldn’t work,” Bob says chuckiing. “1 got these PA
systems perfected; they were both loud AND clean, two things
you really didn't hear in those days.”

Word traveled, as it had done in the past, and not long after
the phone rang with an inquiry from the theater where these
now-famed speakers had originated. “The Fox called me one
day in 1970 and asked 'Do you still have those speakers we
gave you a few years ago?’ So | said, 'Yeah, | sure do. They told
me, 'There is this group that just came in that doesn't have any
equipment; their truck was confiscated last night’ And that was
when the phone got handed over to Jerry Garcia. The night
before, in New Orleans, the Feds had taken the truck they were
touring out of because their sound guy wasn't supposed to be
out of the state of California. I told them what | had and Jerry
was amazed. 'Wow, you got this stuff? Amps? Get them up
here,’ he told me — and, that night, | blew those guys right out
to Washington Ave.”

Heil’s babies — big, loud, and clear — were the likes of
which the Grateful Dead had not yet been acquainted with.
Directly after the show, Bob accepted a contract and went on
tour; soon hitting the front page of Billboard and becoming the
envy of dozens of sound companies that had all been vying for

the Dead’s contract. "The next thing you know everybody was
calling us, and that's really how it all started. They needed to fill
these auditoriums with sound, and we were the orly ones who
really knew how to do it. From there The Who contacted us.
They were out playing through these dinky little columns and
they were sounding terrible; so they contacted us and we gotin
behind Who's Next. This started the whole revolution, not just
Heil sound, but the ENTIRE sound revolution.”

"We got into the monitor thing out of necessity” Bob says.
"Pete Townshend and Roger Daltrey really needed all this to
happen, so we built them some massive systems. We started
putting fiberglass in the speaker cabinets, because it wouldn't
resonate like plywood or the other materials people were using.
We wanted a really dense material to work with, and that's why
we chose fiberglas — it gave us an edge up on the speakers
themselves. But we had to do it in a big way. | remember when
we did Madison Square Garden with Quadrophenia We had
more stuff on just the stage than most people had in their
entire PA. It was enormous. | think we had, on each side, 6-8
15 bins, 6-8 radio horns, and probably about a dozen tweeters;
we could get about 110-115dB on that stage beforé feedback.
And The Who loved it, of course, because it was LOUD. And
they were LOUD, if not the LOUDEST"

The feat of amassing a system of monitors had been over-
come years before, but there were problems still plaguing the
team, and the entire world of sound in general, as Bob
remembers. "The monitor was always the big problem. Nobody
had really been able to make the monitor work befare: They fed
back all the time. You would have a mic about three feet from
the monitor while these guys were playing louder and louder;
and the next thing you knew it was total feedback eity, and it
seemed like nobody could get it all happening the way it really
needed to happen.”

The key, as Bob had learned much earlier on, lay in the realm
of phasing. "Back in my ham radio days, around 1960, | had
put up @ monster antennae; 4 feet by 40 feet and haisted 50 feet
in the air. It was a monster antennae of 128 elements: different
elements that all had to be phased. So | learned about phasing

“You have to have proper
equalization. | always liked
parametric EQs because we
could go in and change the
parameters of each filter
besides just bass and treble—
we can tell that bass and treble
which frequency of bass and
treble we wanted it to be, what we
needed it to be. That's why I'm just in
love with parametric EQ in regards to
monitors in general. It's real simple, but
it's such a helpful tool. What | would
do is | would always set the microphones
up where they needed to be, and bring
it up very gently until feedback. Right at
the threshold | would let it go ahead
AND RING. You know it will get stable;
it will actually sit there in a tone — and
when it does — you grab a hold of the
notch filter of the parametric and, like
tuning a radio real slow, as you tune
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through the frequency. ..
BINGO . . . it will find
THE frequency and the
feedback will go away,
. and that’s exactly where
the notch should be.
Then you feather it
out, and then you are

done. Why is this not done so much -

today? Why are we not hearing people
doing that? Did they forget? Hell, THIS IS
SCIENCE. You can’t forget science. Some
people today just don’t understand.
‘Let’s use a graphic EQ. That's the worst
thing that ever hit us, the
damned graphic EQ. Well,
they draw pictures on it, and
I'm serious! | have so many
guys that call me for advice
and say ‘well, | got a smiley
face on it What? I'm furious
at this point. ‘'l got a sad

face What' the hell are you tﬂlihg
"Well, my. graphic EQ lets
4 sad ‘face or.a@ happy face‘

want. It can be a boost, it oan be_a.

notch, it can be three octaves wide, it 1 ca :

be a half-octave wide. How-coal it js-~ °

when you learn how to do that? And it's

really so simple. | feel sorry for the guys

who don’t know; the guys who don't
understand. You'll ask
these guys 'do you know
what the cut rate is?3Oh
yeah, yeah | know,
they’ll tell you, b use
they‘re embarrasfed to
tell you what the¥ don’t
know about EQ.”




BOB DOES HOME STUDIOS

“It could be 500 dollars or 5 million that
you're working with — but, when you get
your budget set, you have to understand
that the weakest link in the chain is going
to ultimately determine the best sound
that you are going to get in your recording.
You can have the best monitors, the best
power amps, the best consoles, and if you
go out and buy some cheap ass micro-
phone ... well ... it's not going to work out
well for you. Every link of the chain is
dependent on the other links of the [LET
so you have to make sure that you match
.everything evenly. You would be better off
having mediocre equipment all around than

you would be going off the deep end on one
single piece of equipment just because you
saw somebody you admire using it—mak-
ing the rest of your setup suffer because you
dropped all your resources into one fancy-
schmancy piece of equipment. Plus, some-
times the cost of the equipment and parts
is not always the determining factor in
what it’s all going to sound like. Paul Klipsch
proved this years ago: He took very minimal
speakers and drivers and, by making the
proper horns and loading them properly, he
made them sound better than anything on
the planet. So you should really see if
everything works together well first. This can

be hard to do because the only way to you
can do that is to use it all, and many places
won'’t let you try something out and then
return it. When | was i the retail business,
one of my biggest secrets of success was in
my willingness to let my customers mess
with the equipment first; and bring it back
if they needed to get something different.
This made for good relations between them
and me. So try to find a dealer that is going
to accommodate you and let you take
equipment out and try it before you buy it.
Working with your dealers is vital, as is
understanding that your chain is only as
strong as the weakest link.”

monitors through phasing antennae.” Little did Bob know that in
1960, playing with radio frequency, that something would occur that
would change his, and our. lives not much later down the road

"I had brought in these monitors and siarted thinking "wait a
minute | can start playing with phasing’ . . . and | DID. We would
run the microphones out of phase from the monitors, something
that nobody had been doing yet. Since they were out of phase
from the mics and the front systems, we could get these things
incredibly loud kefore they would feedback” The key to the
golden lock was phasing, as Bob relays to everyone he instructs
"That's one of the things that Jerry Garcia was really in love
with. Our monitors were really something, and we got those

guys into doing all kinds of phasing tricks with the monitors and
mics. As you know, a lack of phasing equals no sound; so it's all
very important — the placement of monitors, the types of micro
phones, and having it in the right ohase or the wrong phase”
Concerning choice of mics in relation to phasing, Bob adds that
technological advancements, many of which have been handheld
by Heill Sound, are now the key to the world of using phasing to
achieve the desired end. "You take this new technology, which
comes in the form of better cardioid patterns, and the phase plug
of the mic reduces what's coming from behind. If you take two
signals out of phase they will cancel; from 180 degrees out you
will get no sound. In the studios, guys will put microphone after

CLASSIH STULWOIO REUVERB

A high-end reverb suite
for any studio.

s A suite of four high-quality reverb plug-ins (Plate, Hall, Room, and Inverse) modeled

after popular classic reverb outboard gear - Easy to use with both Easy/Advanced editing

] features - More flexibility than impulse reverbs and much higher CPU efficiency - A sound
znd musicality that rivals its high-end outboard gear counterparts

“When1 first heard (SR Iimmediately
regalled the sound of classic outboard
reverbs ['ve used for years.”

“Ilove the way CSR is laid out. It's very
familiar, and reminded me a tot of old
school digital reverbs. IK has some of
the best sounding stuff out there.”
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microphone up: one 3 feet away, one 2 inches away, one 10 feet
away, and so on. Sure, all the mics are picking up sound—but the
one closest to the source, of course, gets the sound fastest. They
are in different phases, so you experience time delays. The
amount of time it takes for the sound to reach the mic changes
depending on their placement — and in that case they might
have flipped phase three times before it gets there. You have to
be real careful where you place all this stuff in the studio,
because when you record something you want it to come back
through the speakers exactly in the same phase that it was
recorded.” Bob concludes, "So many times the signal is going
through different chains. Every time you go through a device, if it's a
virgin where nothing has been changed in it, it will change phase.

You have to understand what is going on here — you might have to
have phase inversion to get it back to the original phase it was
recorded in. It's more than just important — it's everything”

Having built literally thousands of different speaker cabinets; as
well the first modular mixer, the first modular power amplifier, the
first electronic crossover, the 3-band parametric EQ, and the first
audio analyzer — all back in the '60s and early '70s — Bob is
nonetheless somewhat amazed that his products are still out there
and actively being employed by those of us today. " Guys will call
me talking about how they are still using our power amps and stuff.
| suppose we should still be building them?” he says with a touch
of sadness in his voice. "We quit all of that in about 1980, | just
kinda got tired of it after 15 years, and music seemed to be turning
in a different direction. So | just kinda folded
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Moses Avalon, author of the bestselling
Confessions of a Record Producer,
has breached the barrier of the music

] up my tent and went away.” But he really

didn’t "go away," as he’s still doing a lot of
consulting for other superpowers, such as
Jim Dunlop (who he sold the rights to the
infamous talkbox to nearly 20 years ago) and
Heil Sound is still going strong, developing
state-of-the-art mics for the communications
and broadcasting fields. In addition, quite a
few of his relics are soon to be inducted into
the Rock and Roll Hall of Fame — including
the Heil talkbox and many of the pieces of
sound equipment that he developed for The
Who during the Quadrophenia tour.

On top of all that, Bob is still designing
high-grade, custom home audio setups.
"I've been doing it since 1957 — when | set
up JBL speakers in each room of my house,
as well as a pair of studio monitors for main
speakers. It was really hot. Since then we
have done thousands of homes | like to

Steering your
Music Career
Clear of Lies, Cons,
Catastrophes,
and Landmines

industry's best-kept secrets with his new
book, Million Dollar Mistakes: Steering
your Music Career Clear of Lies, Cons,
Catastrophes, and Landmines.

From copyright screw-ups to sheer
arrogance and lying, this explicit book
includes tidbits such as the pitfalls of
employing a family member and the
industry’s accepted levels of lying and
thievery. Some of these mistakes are so
embarrassing that the people involved
would speak only off the record.

Million Dollar Mistakes details some of the most expensive mistakes ever made by artists and by
the record executives, managers, and producers who've worked with stars such as Michael Jackson,
Christina Aguilera, Madonna, Kurt Cobain, Ricky Martin, Dido, LA Reid, and dozens more.
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design them from scratch where we can
run 5,000 feet of wire all over and put
speakers in every single room. I've been
doing Dolby stuff since its inception; when
they first brought out the first decoder for
the home — and it's really gone way beyond
where | thought it was going to go. But hell,
I've been doing Hi-Definition since ‘85, too.”
Always a step ahead of the game, Bob
assures us that everything will be all right
provided that we learn from the old and apply
it to the new; using the spoils of technology
with an eye (and an ear) for how it really all
works. And education is of penultimate
importance, according to Heil. “| try to teach
as much as | can today, really show them
the science; because it has never and,
fundamentally, will never change. A 440 is
always A 440, right? It will never vibrate
any differently than that. What's so sad is
that we, as an industry, don't focus more
on education. Even with all the 'digi-wigi’
stuff, which is great, at our disposal — we
still have to understand the science of
sound in order to apply it. If you manage
to do that, then you'll really have some-
thing cooking. But you cannot neglect the
science. You must not forget the science.”
Amen, brother.
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THE MONITOR VS.

THE ROOM

Want to move your monitors into their place in space and still have them

sound like something? We thought so.

Conventional wisdom dictates that the quality of our studio loud-
speaker monitors is the primary measure of how well we can
know what’s going on with the music — i.e., how well we can assess
the tonal balance in our mixes, how much detail we can hear in order
to identify problems, and so on. But we often overlook the huge effect
our monitors’ interaction with the room can have on their accuracy.
A good studio monitor is, by definition, one that converts electrical
signals into their exact acoustical equivalents with no coloration. But
having "good” studio monitors can't alone ensure that the complex
acoustical signals they're creating will arrive at our ears with the same
frequency and phase relationships they started with. Indeed, we often
think of the loudspeaker as the final link in the audio reproduction
chain between the recorded material and our earbrain mecha-
nisms; but actually, the room is the final link.

This is not new information, really: We've witnessed in recent
years the rapid proliferation of direct-field* monitors to address room
interaction problems in project and commercial recording studios
alike. (Direct-field monitors aim to maximize the ratio of sound that
arrives at your ears directly to the sound that reflects off adjacent
surfaces before arriving at your ears — ostensibly removing the
effects of the room.) But direct-field monitoring isn't a panacea for
the effects of a poorly configured room, or poorly placed monitors.

You've probably observed that speakers can sound different in
different rooms, and in different positions within the same room.
There are two main causes for this variable performance: (1) at low
frequencies, the room actually has a Jot more to do with the way
a speaker sounds than does its inherent design; (2) the spectral out-
put from a speaker varies at different angles and causes reflections
off of hard surfaces in the room, degrading the sonic image. There
are plenty of well-documented methods for correcting this second
issue, and most of us have absorbers and diffusers in our studios
to handle echoes and ambience above 300Hz. But solutions for con-
trolling low-frequency problems in listening rooms are more arcane
and difficult to implement. So let's address the low-frequency
issues to get you thinking about ways to improve them.

Dominated
by the
Room

0 kg Fromuency M} a 204

Fig. 1. At lower frequencies (<300Hz), the room is the dominant
factor in determining how the speaker sounds — even for direct-
field monitors; above that, the room becomes less of an issue and the
inherent speaker characteristics dominate the response.
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by Vivek Maddala

THE CASE OF THE MISSING CELLO

Recently, | had to audition some music for a client at his
home, so | lugged my trusty direct-field mon:tors, laptop,
and Firewire audio interface over there to present my music
to him using a [relatively] high-quality playback system. | set
up the monitors in his den about two feet from the front
wall and six feet from the back wall. When listening, my
client remarked that there was no low-mid range in the music;
he said the cellos were inaudible and the contrabass lacked
articulation. | checked the settings on the monitors, in my DAW
software, and on the interface. Everything was in order. But
he was right — there was no low end. How could this be? The
mix | made in my well-calibrated studio with my "very flat”
monitors was balanced and even — the cellos and contrabass
were clear and defined. While it's no secret that a room can
affect the tonal balance of the speakers, is it possible that the
room modes of my client’s den actually caused the bass fre-
quencies to disappear? In a word: YES.

When loudspeakers’ low-frequency drivers move back and
forth, they modulate the air pressure in front of and behind them.
For simplicity, let's concentrate on just the sound waves in front
of the speakers.

~2 feet

A

|
" >
I

front wall
|[em Xdeq

/ |
[ ]

Fig. 2. A simple top-view of my client’s room, with approximate layout
and di The cc tric red and blue arcs represent direct
sound emanating from the speakers at various wavelengths. (For
the sake of this discussion, we’re ignoring what’s happening behind
the speakers.)

* Footnote: We're using the term "direct-field” in lieu of "nearfield”
or "close-field” as it's more descriptive — and arguably, more
correct.



K
¥l
]
]

/
/

speakers
\

“|[empeq

-
|
|
E
I3
2
|

Fig. 3. Axial reflections off the back wall can amplify or diminish the
direct sound from the speakers. (For visual clarity, we're ignoring
front-wall reflections, as well as side-wall and ceiling/floor reflec-
tions — they can complicate things significantly.) If you think this
picture is difficult to look at, just imagine trying to listen to it!

Sound reflects nack and forth between at least two parallel surfaces
in a rectangulas room like this. At certain frequencies the direct
and reflected sounds conspire to form standing waves in which
those frequencies become amplified; at other frequencies, the direct
and reflected sounds cance! each other out, creating nulls. What
we hear at those frequencies depends on where we, and the
speakers, are located. So when my client remarked that there was
no bass in the music, what he was hearing was the effect of severe
cancellation due to the room modes created by the particular
dimensions of his room, the location where | had placed the
speakers, and our listening position. Furthermore, the peaks
created by phase-coherent buildup in the sound waves no doubt
exacerbated the audible effects of the cancellation.

The relationship between frequency and wavelength is an
inverse function: c
A=—

f

where Ais wavelength, f is frequency, and c is the speed of sound
(1125 ft/sec at sea level). So a frequency of 80Hz corresponds to
a wavelength of about 14 feet; 140Hz is about eight feet and so on.
In the case of the missing cello, we can surmise with first-order
approximations that the distance between the speakers and
the on-axis reflecting walls resulted in severe cancellation for
some frequencies of sound in the 55-95Hz band; we heard this as
"no bass." Moreover, we can also estimate that some other fre-
quencies of sound in the 140-190Hz range were amplified —
possibly resulting in the “muddy” quality of the contrabass. So much
for my "high-quality” playback system.

SINE LANGUAGE

What we identify as sound is just time-varying pressure changes
on our ears. Engineers often use single-frequency sine waves to
analyze audio gear, even though nobody actually listens to these

signals for pleasure. Since sine waves are the building blocks of all
sound, musical or not {or any signal, in fact), let's use them to
analyze the problem of room resonances. We can represent a
single-frequency tone as follows:

x(t)= Asin(w,t+¢) where w, = 2nf,

Here, A is the amplitude (>0), fg is the frequency (in Hertz), and
¢ is the phase angle (in radians). With this basis, we can express
any note from any musical instrument as a sum or integral of
sine waves having different amplitudes, different frequencies
{(multiples of the fundamental frequency@,, and different phase
angles:

x()= a sin(wgt+ ¢+ a,SiN(wyt+ 6, )+ & Sin(wot+ 3 )+...

[The pitch of the musical note is related to “g, ana the harmonics
(represented by aj, ¢ ag, d) etc.) affect the timbre. In other words,
anWyof 880 /T radians would correspond to the A below Middle C,
and the harmonic coefficients account for why that note sounds
different on an oboe than on a trumpet.]

REFLECT ON THIS

We can use simple sine waves with varying frequencies and phase
angles to examine what happens when you move your speakers (or
change your listening position) in a given room. Here's an example
of a speaker facing a wall 16 feet away from its front baffle. Let's
represent the variation in air pressure, which is how our ears perceive
sound, using the function x{(r)= Asin(28077) . In other words,
it's a sine wave with an arbitrary amplitude, a frequency of 140Hz,
and a corresponding wavelength of about 8 feet; note, also, that the
wave front leaves the speaker with a O-radian phase angle.

total sound in room

( T 16feet '
' |
\
direct sound ’

x(r)= Asin(280%) reflected sound
|

Fig. 4. Destructive interference from a 140Hz Room Mode. The total sound
at this frequency is attenuated considerably and you hear nothing at
all if you're listening at the 4-foot, 8-foot, and 12-foot null points. (For
simplicity, we're assuming an “infinite baffle” — so the front wali
does not factor in.)

As you can see, the sound wave hits the back wall just as its
pressure oscillation crosses the horizontal axis. It reflects off the
wall at some lower amplitude (presumably some sound gets
absorbed into the wall) and it cancels out the direct sound. This
"destructive interference” results in a greatly attenuated sound leve!
at that frequency. No matter where you are in the path of that wave,
you'll barely be able to hear it. (Could this be what happened to
my cello?)

So what happens when we move the loudspeaker two feet
closer to the back wall, so it's now 14 feet away?

Here, the sound wave reaches the back wall on its bottom

www.egmag.com MAY 2006 EQ
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Fig. 5. Constructive Interference from a 140Hz room mode. By moving
the speakers two feet closer to the back wall, the total sound at this
frequency gets amplified considerably. However, you'll still hear
nothing if you're listening in the nulls at two feet, six feet, or ten feet
from the back wall. (Again, for simplicity, assume no reflections off the
front wall.)

compression peak { 7T radians into its cycle) and it reverses direc-
tion in a way that combines with the direct sound — creating
"constructive” interference. In this case, the signal will be louder.
Note, however, that if your listening position is two feet from the
back wall, you'll be right in the dead spot — so your ears won't detect
any pressure variation and you won't hear the sound!

It's fascinating to check out what happens when you vary the
sine wave's phase angle,¢, or when you use more complex
signals — the additive outcomes can be surprising. The problem
becomes even more interesting when you factor in reflections off
other parallel surfaces like sidewalls, ceiling, floor, and the inevitable
low-frequency buildup you get from the front wall if your speakers
are too close.

THE MUDDY TRUTH
What's the solution? How do we ensure that low-frequency sound
will be balanced — if not throughout the room, at least from our
listening position? Judicious use of bass traps in your room can help,
but the most important thing is to put serious thought into how your
studio monitors’ location will influence their interaction with the room
and your listening position. Simply relying on the fact that you have
inherently flat speakers doesn’'t mean the sound will arrive at
your ears in the same proportions as the signal that you input into
the speakers. You can accept the fact that room resonances are
inevitable, and try to make the best of it.

The Rayleigh equation can give you a first order prediction of
your room resonances:

-5(E 33

where f is a resonant mode (in Hertz) and c is the speed of sound
{1125 ft/sec at sea level); L, W, and H are the length, width, and height

respectively of your room; and m, n, and o are all the positive
integers (including 0). Remember that there are millions of room modes
in a typical small room — and if the length of your room is its largest
dimension, the lowest frequency mode occurs for m=1, n=0, and 0=0.

After a little bit of thought and preparation, you can start exper-
imenting with different locations for your studio monitors. There are
some general rules of thumb to get you started:

1) Try to counteract room resonances by not duplicating distances;
in other words, if your left monitor is four feet from the back wall
and three feet from the side wall, try to use differert distances to
adjacent walls for your right monitor.

2) By carefully evaluating the negative effects of the various room
boundaries, try to position your listening spot where the bass is
fairly smooth — keeping in mind that it can never be perfect. The
key is to make your minimal-reflection area as large as possible.
The best way to do this is to use the Rayleigh equation to calcu-
late the theoretical resonance modes in your room and then exper-
iment with moving your listening location using your ears as a guide.

3) Be wary of the bass buildup that inevitably occurs when you place
a bass-reproducing speaker in a corner of your room, doing this will
excite every resonance in the room — which 1s not necessarily a
bad thing, but you need to recognize what you're doing.

4) Pay attention to any peculiarities in the harmonic content of
the bass clef of the music you're mixing or recording. For
example, if you know you've got room modes around 55Hz or
110Hz and the upright bass on your song is frequently hitting
the low A: Keep in mind that the instrument’s fundamental and
natural harmonics (like perfect fifths) can cause it to ring out
or die a sudden death. This can be useful information to have
while you're trying to balance the levels of the different instru-
ments in your material.

5) Some engineers like to use room equalization to correct resonant
modes. This tactic can be quite successful — and the aforemen-
tioned calculations coupled with trial and erros can be the ticket to
minimizing an inaccurate low-frequency room response.

The sad truth is that there's no practical way to eradicate completely
the low-frequency resonances inherent in any given room. All you
can do is be mindful of the physics of sound and how it affects what
you're hearing. If you do that, you'll be ahead of the game.

Vivek Maddala is a national award-winning composer, multi-
instrumental performer, and producer. He also develops products
for M-Audio in his spare time.
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it possible that the room modes of my
client’s den actually caused the bass
frequencies to disappear?
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BASSO PROFUNDO

HOW TO MANAGE BASS

5.1 Surround Sound.

By now, all you savvy EQ readers are certainly aware of the
term — and the fact that video games, movies, concert DVDs, and
Hi-Definition television broadcasts all feature multichannel content.
While it certainly can be fun and challenging to mix in surround,
there's always that lingering issue of BASS MANAGEMENT.

What exactly is it, why do you need it, and how can you actu-
ally do it at home? Let's jump headfirst into the issue and see if we
can clear things up for you.

BASS FISHING

The term "bass management” generally applies to it being a
crossover point and/or network, that re-directs bass information from
the main monitors into your subwoofer. The actual crossover fre-
quency varies with each system, but typically runs from around 80
to 120Hz. Optimally, it should be set at the lowest point at which
your smallest speakers can comfortably handle bass information.
For the sake of our article, we can break out this discussion into
two distinct but overlapping areas — the production process in
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by Rich Tozzoli

the studio and the reproduction process in home theaters.

Setting up surround in the studio for 5.1 involves, well — five
speakers and a subwoofer. Preferably all full range, these studio
monitors, along with the companion subwoofer, need to be
properly calibrated. For that, | highly recommend checking out
the article "Calibrating the 5.1 System” by Bobby Owsinksi,
available online at surroundassociates.com. Once you've done
that, it's important to understand how bass management applies
in the mixing/production process.

Most of today's surround mixes done in the studio are reproduced
by home theater systems. Many of these have small satellite
speakers that can't handle bass information below 120Hz or so.
Any of the frequencies below that will be routed/filtered (within the
receiver) from all five speakers into the subwoofer — with the LFE
information from your mix. The basic point I'm making here is that
LFE and sub are not the same thing. Sub is the summed information
that bass management redirects from those small speakers into the
actual physical subwoofer. LFE is any information you've sent from
your mix, using the LFE send on panner for example (SCREENSHOT

)
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BASSO PROFUNDO

1). Just know that the subwoofer

itself plays back both the SUB and

SOFT STYLE

LFE information.

But it you're mixing in the stu-
dio, how can you simulate the
sound of a home theater receiver
“bass managing” your mix? The
first method would be with hard
ware, which “sits” between the
playback system (DAW, tape, and
so on) and the speakers. Systems
are available such as the

Martinsound ManagerMAX, M & K o = - =t
(Miller & Kreisel) LFE-4 and LFE ‘ ‘ ‘
5 series bass management con- ool o]
trollers, the Blue Sky International b -~ e — e
BMC, and TASCAM's DS-M7.1 (say P I I
that five times fast!). What these (=] [roo]

The next method of tass managing
in the studio is via software, such as
Bass Manager VST by Kelly
Industries, the Swround Bundle for
Steinberg's Nuendo or the Waves —
360 Surround Tools. This lets you
control bass management functions
within the DAW env ronment
Since | use the Waves Toolkit, I'll
briefly describe the M360, which is the

3 Surround Managing part of the soft-
P A = ware. It provides bass, management
‘ 3 J ‘ and studio monitoring calibration
Ced based upon the ITU s:andard (which
e basically suggests common surround
‘ ‘ ‘ setups in control tooms). M360
features two plug-in components,

typically offer is the ability to not

only manage bass reproduction, but provide volume control, solos
and mutes, pink noise generation, and delay compensation, etc
While the specific features vary from unit to unit, they atlow yau
to do a decent job of simulating the home theater environment —
even if you're mixing on $10,000 speaxers. Yikes

Mic

Warin Yolonté
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the Manager and Mixdown. The

Manager is inserted on a master surround output and handles the
all-important monitor calibration and setup. It also allows for software
adjustments of speaker angles, as well as per-channel gain and
delay for level and phase alignments. Mixdown can be inserted
directly after the Manager, allowing for preview of mono, stereo,
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for power players

One performance. Get it right.
Pros demand the best from the tools they use.
Power Tools... by Radial.

=3
> . Radial JD7 Injector  uggeited (500
i Suitas mesks rejoice! Dnve up to 7 amplnf‘ers at the same
e 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
D7 and re-amplify it to 7 amps and effect pedals. Addictive.

Radial J48 Active DI - suggested list $189 US
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 JDI Passive DI - swggested list $199 US

Jensen Transformer equipped, the Radial JOI 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 stage. Available in single, stereo or 6-pack. Magic.

Radial X-Amp Re-Amplifier ggested list $199 v

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 - suggested L $105 Us
_ Designed specifically for PC sound cards, DVD players and
B  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 - suggasted jist

There is no finer DI than the Radadl JDV 100 discreet

Class-A topology with a feed forward design fhat

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

Pl Kesumy f 1638 Kebet Way, Port Coquitlam BC V3C 5W9 et 604 °42 1001 email:info@radialeng.com



BASSO PROFUNDO
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One of the major benefits
of software bass management is
the lack of extra cables and gear,
as well as the total recall of all
parameters within each session
I happen to configure my room
differently almost each day (from
stereo to 5.1), and using software
lets me quickly prepare myself
for whatever is needed. Whether
you use software or hardware for
bass management, the point is
to check how your pro surround

monitors translate like a con-
sumer might hear at home
Many of the home theaters
sold today come packaged as
HTIB (home theater in a box},
with the aforementioned receiv

er, small satellite speakers, and powered sub. The limitations of these

M360 Surround Manager

games. There are two basi

sets a non-adjustable crossover
frequency of 80-90Hz (note that
the THX standard i1s 80Hz)

The more common “variable
crossover” setting lets you again
choose large or smalil speakers,
but then wi'l allow the user to
adjust the crossover frequency.
This preferred setting lets you cre-
ate a better bass response for the
sat/sub (satelite/subwoofer) setup,
providing a smoother low-end
response. Some higher-end
receivers also offer “multiple vari
able crossover," which lets you
select different ¢crossover fre
quencies for different speaker
combinations

Another developing method
of 5.1 playback at home is on
the PC, especially for video
methods to do this, using hardware-,

systems should be taken into consideration when mixing surround
in the studio. | have found it useful when mixing music DVDs to
add a small amount of LFE information to the mix (typically on kick
and bass), so that even with bass management bypassed, there will
still be something in the subwoofer. If you add too much LFE
however, and a consumer hears a bass-managed mix (which most
of them will), the summation of both create a muddy low end
Experimentation is key.

The typical consumer receiver handles bass management in any
one of several ways. The first, or “fixed" ootion usually lets you select
either large or small speakers. Large speakers repraduce full range
around 20-20kHz, and can handle all necessary bass information
Small speakers cannot reproduce full range and need a subwaoofer to
properly handle bass information. With a “fixed” setting, the receiver

ET HEADPHONE HOME?

or software-based reproduction. For hardware playback, you would
need a soundcard with 8 S/PDIF digital output, connected to a full
home theater system. With a software-based system, it would be
with a multichannel soundcard that has six andog channel outputs
Then you would neea a software decoder (like WinDVD) to feed those
outputs. That would then run to either powered computer speakers
or to six channels of inout on a receiver. For 2xamole, the Sound
Blaster Audigy 2 ZS system delivers up to 7.1 channels of surround,
supports 24-bit/96kHz 5.1, and can handle THX-Certification and
Windows Media 9 multi-channel formats

As ycu can gather from all this information, thinking like a
consumrer when mixing surround is essential. By understanding the
basics of bass management, and how it relates to your speakers,
your mixes will translate better in the home theater environment

It's a question home studio owners have asked
since they grew two ears: Can I mix over head-
phones instead of speakers? After all, $100 will
buy you a bitchin’ pair of headphones, but not
much in the way of speakers. Headphones
prevent spouses and neighbors from complaining,
and they provide an exceptional level of detail.
So...

The answer is you should nmever mix on
headphones, and you should always mix on

headphones. Say what? “Never” as in you
gotta hear what something sounds like over
speakers, because that's how most people will
hear the music, and listening through head-
phones can make things seem “bigger than
life” — get the amount of reverb right on
phones and it may disappear over speakers.
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Ditto for the stereo spread. That panning trick
that sounds so great on phones may melt away
when played over speakers.

But “always” as mixing through head-
phones has definite uses. | solo each track and
listen to it all the way through on headphones
before | start mixing. Headphones will let
you hear those little ticks, pops, hums, grunts,
and noises that you won't catch over speak-
ers (until it's too late, of course). And as an
ever-increasing number of people are listen-
ing to music through portable music devices
with ear buds, you do need to know what
they're going to hear.

Another issue involves bad room acoustics.
If you mix in an untreated room, you have no
idea what's really happening with the bass. A

good set of closed-ear phones with a smooth
low-end response may actually give you a better
idea of what's really happening down in the
“Nether Region of Longer Wavelengths.” However,
if you plan to use phones in this way, be careful;
you have to learn the respense of the headphones
as you would any speakers, or you can actually
make things worse.

If you do use headphones to help you mix,
here’s one more tip: Keep them separate from
the headphones used for monitoring by musi-
cians who frequent your studio. The ones for
mixing should have the highest fidelity possible,
but the ones for monitoring should be built to
industrial-grade specs as they will be dropped,
stepped on, yanked, and otherwise abused.
—Craig Anderton




Ordinary FireWire audio interfaces are fine for capturing your
musical ideas on the go. But if you're the type of musician or
angineer who won t compromise quality, then you need to
audition the Onyx 400F Studio Recording Preamp with
192kHz FireWire I/O.

This professional 10-channel! premium mic preamp and
audio interface feazures four bouttque-quality Onyx mic
preamps, with superior headroom, sonic detail and clarity
vs.the competition (123dB dynamic range and .0007% THD,
measured in the real world). The Onyx 400F also offers TRS
inserts for inserting your favorite outboard gear into your
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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 mastering-grade 24-bit/192kHz AKM® audio converters,
true 192kHz operation at full channel count, a powerful
standalone operation mode, and robust aluminum-and-steel
construction, the Onyx 400F boasts fanatical attention to
every last detail. Not to mention excepticnally open, natural
and revealing sound worthy of your finest projects. Call
Sweetwater at 800.222.4700 to feed your obsession.
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MACKIE ONYX 400F: FOUR BOUTIQUE MIC PREAMPS W/ I92KHZ FIREWIRE 1/0.

music technulogy direct

www.mackie.com

www.sweetwater.com
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MASTERING RACE

SEPARATION
ANXIETY

Mastering engineer JOHN VESTMAN and DON SUNDSTROM manage to make your
mastering obsolete. And you'll thank them for it.

Every engineer has experi-
enced it: The mix sounds
really good . . . it's 3:00 am
and the mix has to be done
tonight . . . but should the
vocal be nudged up a tad, or
is it just right? Are the drums
loud enough, or are the gui-
tars too loud? Producers,
artists, labels and engineers
want that "edge” — yet
increasing DAW technolo-
gy doesn’t always guaran-
tee a perfect mix. So engi-
neers cut, boost, clone and
scramble to achieve their
best — and then they leave
the final sonic refinements
to the mastering facility.

With traditional tech-
niques, an expert mastering
engineer can enhance certain elements in
your mix — up to a point. A two-track mix has
all the musical components embedded
together, so too many alterations to one
area may cause problems somewhere else.
Therefore, the mastering engineer must
always be aware of how many alterations
work, and when "less is more.”

In response to the needs of a more
diverse professional market, an expanded
mastering process is defined by veteran
mastering engineer John Vestman and engi-
neer Don Sundstrom. Calling it “separation
mastering,” Vestman's claim that it gives
better sound, fuller detail and spatiality,
while allowing more control over major musi-
cal elements of the final product — if even
half true — could healthily add that extra edge
to any project that needs that extra edge.
Translation: all of them.
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"After mixing a standard 2-Track master, the
mix engineer simply records stereo tracks of
groups of separated instruments and vocals,”
says Vestman. "A common set of stereo
separations would include (1) all drums (2)
bass (3) all remaining instruments and (4) all
vocals. The Separations are brought in and
recombined in the mastering room'’s source
DAW, along with the stereo mix for reference.
This makes for a dramatic increase in sonic
control because the mastering engineer can
process certain frequencies on one separation
without imposing on the sound of the other
musical elements.

This is ideal when a vocal needs to be
treated differently than the drums, or the gui-
tars need to be enhanced in ways that
wouldn’t benefit the vocals, etc. The
mastering engineer's hands are no longer tied

by traditional compromises.
Plus the very nature of the
mastering stadio’s tailored,
acoustic envronment and
the engineer’'s 'golden’
experience sets up the
ideal context for this first-
up delivery format. More
good news Most DAW
owners are already set
up {(at no cost) to make
separations with almost
no learning gurve.”

WHICH WAY'S THE
MAIN STEM?
"Stems (or sybgroups) are
used in many different
ways, and may or may not
have reverbs or effects
embedded directly in
them. Separations always contan the reverbs
and effects that belong to the respective tracks
being grouped. Engineers may also use 10 to
20 sets of stems while mixing, but generally
four to eight stereo sets of separations are
ideal to deliver for mastering. Many mastering
studios currently hesitate to accept stems
because they know that there can be time-
consuming variables, whereas the Separation
Mastering format is a clear, efficient first-up
method to achieve superior sound right now.

Like the concept of color separations in
the world of print, separation mastering
makes total sense to engineers and artists
who struggle committinrg to 2-tracks. Yet
the artist’'s approved stereo mix is a key
component of separation mastering. The
stereo mix is loaded in and available to
A-B compare so that the artist's original
intent is always honored. A-B listening is



an important aspect of the
mastering process.

Can this process really
deliver better sound while mak-
ing your final mixing process
easier? Yeah, particularly since
it's non-destructive and
recallable, it takes pressure
off the mixing engineer who's
running out of time (or budget),
and it eliminates the need for alternate
"up/down"” versions. Up until now, why have
50 many studios stuck to the limitations of 2-
track masters? Because that's just the way it's
historically been done — for about 50 years.”

BACK IN THE DAY: 2-TRACK
TO 2-TRACK DELIVERY

" Starting in the late 1950s, mixes headed for
stereo vinyl records were ‘mastered’
by transferring the signal of the 2-
track master tape into a 2-channel
electro-mechanical lathe. The lathe
physically cut grooves into a lacquer-
coated master disc (hence the phrase
‘cutting a record’). Through the
1960s and ‘70s, regardiess of the
number of tracks available in the
studio, a mixdown would occur to a
2-track master tape that would feed
a 2-track lathe. CDs replaced lathes
in the '80s but the 2-track feed tra-
dition continued. When big studios

However, the recent DAV revolution
completely altered the recording
landscape forever, and decentralized
where great recordings had to be made.
Everyone now is mixing music. But why
isn’t making a good mix getting easier?

technology must balance with an accurate
monitoring environment and engineering
skill/lexperience. Qut of these three aspects,
the technology can be strong but the other
aspects equally effect the overall sound of the
mix. When a mix is locked down to 2-tracks,
mastering engineers can correct some mix
imbalances with surgical EQ and other high-
end signal processing (such as multi-band

THE MASTERING SUITE

M Sonic Studio mastering digital workstation

M Prism D-A and A-D converters, MEA-2 Mastering EQ
W Digital Performer DAW includes UAD, Waves plug ins

W Nautilus Master Technology Commander summing mixer
W Nautilus Master Technology NEMO monitor controller

W Lavry Engineering 3000s, Waves BCL, dbx Quantum
B Inward Connection TSL-1 tube limiter

W Mirage high-definition monitor system

M Virtual Dynamics and Mapleshade audio and power cables

went to digital formats instead of
tape, the 2-track tradition continued
on. Why? Because it still worked,
and there was no problem to address.

Back then, mixes brought in to
mastering were generally consistent and
sonically well balanced. But gradually, afford-
able multitrack equipment started empowering
a new generation to record and mix outside
the large studios, presenting mastering engi-
neers with new sonic balance challenges.
However, these increasing mix variations
were manageable with new digital technology
processors, so the 2-track final mix lived
on. But the sun was setting.

However, the recent DAW revolution
completely altered the recording landscape
forever, and decentralized where great record-
ings had to be made. Everyone now is
mixing music. But why isn’t making a good
mix getting easier? Certainly the drive for
hotter and hotter CD levels have made it so
more sound is getting packed into a smaller
dynamic space — so it's common to find
many recordists flooding Internet forums
to find their answers.

You see, good mixing and good mastering
is not just about plug-ins. The aspect of

Visit vestmanmastering.com for waaaaay more info than

you could possibly handle.

processors that can isolate specific fre-
quency areas). But altering major elements
embedded together in a stereo mix can
compromise the sound of other overlapping
elements (e.g., de-essing a vocal starts
dulling the cymbals or snare).

Making separations, though, takes a very
small amount of time for the benefit it offers.
In the mix room, the engineer simply 'sep-
arates’ the final mix into a small number of
major element or element groups. These
are bounced down separately (e.g., vocals,
bass, drums, remaining instruments) and
the files include every track and track FX in
the recording.

While it may seem like just a deceptively
simple bounce procedure change, the sonic
power this unleashes is significant. Session
experience demonstrates that projects
mastered with separations have more width
and depth, better musical articulation, and
more natural transients. The format opens
the sound more than the same material

mastered from their conven-
tional 2-track mix. It offers more
flexibility when artists and/or
label A&R want a competitive
sound and last-minute changes.
Using separations also lets the
mastering engineer restore the
relative punch of the drums
when louder, squashed-hot CD
levels are desired.

WHAT IT IS,WHAT IT IS NOT
"Separation Mastering is a pretty flexible
standardized handshake protocol between the
recording studio DAW and the mastering
studio’s source DAW. It also provides a good
base for future remixes, (e.g., film, video
game, porta-pod, and so on) and maintaining
recallable backups. It eases the creation of
mastered TV mixes and instrumen-
tal tracks and eliminates the need for
alternate mixes.

But separation mastering is NOT
remixing anymore than 'surgical’
EQ, or fine-tcoth multi-band pro-
cessing would be considered re-
mixing. The separations format is
good as the first up, preferred
method of submitting a project to
mastering, particularly since the
approved 2-track stereo mix is
included in the format (and can always
be used in cases where the pro-
ducer prefers a more compressed-in
stereo sound field).”

Can, however, is different from
will, or has.

Multipie Grammy-winning engi-
neer Erik Zobler (George Duke, Anita Baker)
concludes with a fitting coda, "Separation
mastering makes a lot of sense in today's
music scene. Many people are mixing
their own music and are not relying on a
professional mixing engineer’s ears.
Separation mastering lets the mastering
engineer accurately rebalance aspects of a
mix if necessary. Art sts and producers
shouldn’t be afraid of separation mastering,
since mastering is a non-destructive process.
In the hands of a competent mastering engi-
neer, it delivers much better results than
the typical 2-channel mastering process.”

And according to Vestman, discussions
with DAW software companies about incor-
porating separation features have centered
on adapting existing multi-channel surround
mix busses for "dual use” by including a
"stereo” configuration for assigning and
automatically creating multiple separation
files and integrating stereo buss processors.

Well, at least they're talking.
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THE RHUMBA LINE

HS 80M + HS 50OM
+ HS 10V

Yamaha HS powered monitors? Oh, yes.

by Glenn Bucci

There's been a lot of talk about these monitors,
especially the HS 50Ms. They're close in size
toYamaha's famous NS10Ms, and look similar
as they also have a white woofer. So are they
the same, and do they sound as good?

Let me start off with saying it's not possible
for the HS 50s to sound like the NS10Ms. For
starters, NS10Ms have a sealed baffle
design while the HS 50Ms are rear ported.
Sealed boxes have a different distortion pro-
file compared to a vented box. The new HS
series also have different cone material and
crossovers. Every cone material has its own
signature so you'll get a different sound
with each material. NS10Ms have fast impulse
response and gentle phase shifts with the low
frequencies. Though this design can be
helpful, generally the bass response in a
sealed cabinet is limited. On the other hand,
ported speakers have an advantage in loud-
ness, transient response and enhance bass
extension. The entire HS series has ported
cabinets, so these monitors give you the
benefits of the ported design, which has a
different character compared to the NS10Ms.
And if you're interested in high-quality, sealed
designed monitors, one option is to look
into the Harbeth 20 monitors that are used
with the BBC.

Ok, now that we got that straightened
out, let's check out these new monitors.

HS 50M

The HS 50Ms are 2-way powered monitors that
have a class A/B design. The frequency
response is 55Hz-20 kHz (-10dB). The crossover
frequency is at 3kHz. The dimensions are
165mm x 268mm x 222mm (6-1/2° x 10-9/16"
x 8-3/4") and each weighs 5.8 kg. There is a 5"
polypropylene-cone bass/mid-range driver,
and a 0.75" dome for the high frequencies. The
cabinet is made of MDF and is painted black.
These speakers are magnetically shielded,
which allows them to be near CRT monitors.

On the back of the monitors starting
from the top, there is a volume knob that's
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smooth and easy to adjust. Below that are
the balanced phone jack and XLR connection.
The phone jack also accepts unbalanced
connection as well. In order to tailor these
monitors to your room, there is a mid EQ with
a "-2dB"% "0" (flat), and "+2dB" setting.
Underneath this is a room control switch.

Yamaha statés this corrects the low-frequency
exaggeration caused by reflecting off ceilings,
walls and floors. {Damping material for rooms
will be discussed later).

There's a "0" position for a flat frequency
response, a —-2dB, which decreases the
range below 500Hz by 2dB. They also
included high- and low-cut switches. The high
trim has a "-2dB,” "0,” and "+2dB" con-
trols, which affect the range above 3kHz. The
low cut switch can cut low-frequency range
at 80Hz or 100Hz. There's a power switch,
which illuminates a white light in the front of
the cabinet when turned on. Lastly, there's
an |EC socket to connect a power cord to.

HS 8OM
These are also 2-way powered speakers with
a class A/B design that have a frequency
response of 42Hz-20kHz (+10dB) with a
crossover at 2kHz. The dimensions are 250mm
x 390mm x 322mm (9-13/16" x 15-3/8" x 13-1/16")
and weigh in at 11.3 kg. The speaker has an

8" polypropylene-cone bass/mid-range drive
and a 1" dome to handle the high frequencies.
Like the HS 50M, they are made out of the
same MDF material and has straight lines on
the square box. The rear panal has the same
controls as the HS 50Ms. These monitors also
have magnetic shielding whch helps when
near CRT monitors.

HS 10W SUBWOOFER CLASS H
The HS 10W is a powered class H subwoofer
that measures 30mm x 350mm x 386mm
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SONGWRITING CONTEST

©

Categories

Rock Worid
Gospel/Inspirational
Hip-Hop Children’s Electronic
Pop Folk Rhythm & Blues
Jazz Country Latin

Awards and Prizes

$20,000 for the Maxell Song of the Year
$60,000 in EMI Music Publishing Contracts
$120,000 in Project Studio Equipment

12,000 Custom CDs Courtesy of Disc Makers

Open to Songwriters and Bands

CHECK ONE: [JSESSION| [] SESSION Ii

NAME ) -
ADDRESS AT

oy STATE 2P

PHONE ( N AGE

EMAIL

SONG TITLE

CHECK ONE: [JLYRICS INCLUDED  [J INSTRUMENTAL COMPOSITION

CIRCLE ONE (IF PAYING BY CREDIT CARD}: VISA MASTERCARD
CARD #
EXP. SIGNATURE

Make your check or money order for $30.00 per song payable to:
John Lennon Songwriting Contest

Check one catagory only
Orock [Jworld []gospel/inspirational
[Jchildren’s []electronic [Jpop [Jfolk
[r&b [Jjazz [lcountry [J]latin [Jhip-hop

www.jlsc.com

To ENTEB your original song(s) fill out this application and.

Mail your entry to: John Lennon Songwriting Contest
180 Brighten Road Suite #131
Clifton, NJ 07012

Each entry nust consist of:

W Completed and signed entry form (or photocopy).
All signatures must be orlginal.

B CD(s) or audio cassette(s) containing one song
only, five (5) minutes or less in length.

W Lyric sheet typed or printed legibly (please include
English translation if applicable). Sheets not
required for instrumental compositions.

W Check or money order for 530.00 per song (U.S.
currency only) payable to John Lennon Songwriting
Contest. If paying by credit card, $30.00 per song
will be charged to your account.

Please read all rules carefully, and then sign your name in the
space provided. If entrant Is under 18 years old, the signature of
a parent or guardian is required.

1 Each song submitted must be contestant’s original work, Songs may not
exceed five (S)minutes in length. Songs may have multiple co-writers, but
please designate one namae only on the application. Cantestant may submit
as many songs in as many categories as he/she wishes, but each entry requires
a separate cassette, CD, or MP3 file, entry form, tyric sheet, and entrance fee. One

- - -
Just magine
compettion to become the Lennon Award Winner 1 ther respectve
category. The 12 Lennon Award Winners will receive a $5000 EMI Music
Pubishing Contract, and 1,000 CDs 1 ful color. premmum 6-panel Digipaks, worth
$1,990 courtesy of Discmakers. Traty-six (36) Finalists trom each Session v
receve $100 gt certificates from Musicansiriend.com. One (1) Lennon Award
wining song will recerve an Apple Power Mac G5, Cinema Display and $20.000
for the “Song of the Year” courtesy of Maxel
Contest is open to amateur and gwriters.
JLSC, their families, subsidianes, and affillates are not eligible.
Winners will be chosen by a se ect panel of judges comprised of noted
songwnters, producers, and mus« iIndustry professionals. Songs will
be judged based on melody, and lyncs {when
The qualtty of performance and production will not be considered. Pnzes
will be awarded jointly to all authors of any song: division of pnzes is
responsibility of winners. Void where prohibited. All federal, state, and
local laws and regulations apply.
One (1) band will be selected by WARPED TOUR '07 organizers to towr and
pertorm for one week on WARPED TOUR '07. Perforrnance wil be considered
6. Winners will be notfied by mail and must sign and retum an affidavit of
eligibility/recording Hghts/publicity retease within 14 days of notification date.
The affidavit will state that winner's song is onginal work and he/she hoids
all nghts to song. Failure to sign and retumn such affidavit within 14 days
or provision of false/inaccurate information theren wall resuit in Immediate
drsqualication and an altemate winner wil be selected Affidavits of winners.
under 18 years of age at time of award must be countersigned by parent or
legal quardian, Affiiavits subject to verification by JLSC and fs agents. Entry
constittes penmission 1o use winner's names, hkenesses. and vokces for
future advertrsing and publicity purposes without additional compensation.

w

of

a

o

check or money order for multiple is permitted.

fee is non-refundabie. JLSC is not responsible for late, lost. damaged
misdirected, postage due, stolen, or misapp/opnated entnes. The JLSC
18 not responsible for fautty file uploads accompanying online entries.)
The John Lennon Contest 15 conducting 2 separate Cortests
dunng 2006 - Session | and Session Il Twelve (12) Grand Prize winning songs
tom each Session fone from each category} wll recerve $5.000 I project
studio equpment trom  Roland/Edeol, Audio-Techrca and Bran Moore
Gutars and a $500 gft certificate from MusiciansFriend.com. The 12 Grand
Prze Winners 1 each Session wil go head-to-head 1 an onkne voting

~

CDs, and lyncs will not be returned

Winner Announcements: Session | announced on September 1, 2006,
Session Il announced on March 1, 2007. Announcements will be posted
on fisc.com.

| have read and undersiand the rules cf the John Lennon Songwriting Contest and
| accept the terms and conditions ot participation, {If entrant is under 18 years old,
the signature of a parenl or guardian is required.)

o~

Signature Date

’
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by Roland®
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“Lennon” and “John Lennon" are trademarks of Yoko Ono Lennon. All artwork © Yoko Ono Lennon. Licensed exclusively through Bag One Arts, Inc. Design: Baree Fehrenbach



(11-13/16" x 13-3/4" x 15-3/16") and weighs 12.5
kg. With class H, the rail voltage is modulated
by the input signal. One advantage of H
class is the power supply rail is a bit higher
than the output signal, which keeps the
voltage across the transistors small and the
output transistors cool. The cabinet features
a front-facing port and contains a single 8"
polypropylene-cone driver powered by a
150-watt amplifier. The frequency response
is 30Hz-180Hz (-10dB) This unit also has a
combination of jack/XLR inputs. This sub-
woofer is front ported, and also :ncwudes a
white light indicator in the front to let you
know when it's on.

On the rear of the unit are lef: and right
inputs that have balanced phone and XLR

QUICK PICK

~
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input connectors. There's an external sub
out connector in case you want to add a
2nd subwoofer. (There are those like Bob Katz
who use two subwoofers ir their studio,
which can help you hear if the bass instru-
ments go up or down while you're in mono.}
There are left and right output jacks, a low
cut switch that you set on or off. The low-cut
control allows you te set from 80Hz to
120Hz. Next ta it is a high-cut control to set
the cutoff frequency of the output from
80Hz to 10Hz. There's then a level control and
a phase switch. Lastly. there's an IEC sock-
et to connect a power cord to. As you can
see, Yamaha wanted to make these monitors
user friendly in your studio by giving many
options to help optimize the monitors for your
setup. It's important :0 make sure that ‘f
you hook up the HS 50s alorg with the HS

E-MU PM5 STUDIO REFERENCE MONITORS

[$498/pair, e-mu.com]

Choosing a new pair of studio monitors
for your control room can easily turn
into a struggle. | don’t think there's any
other piece of studio equipment that can
generate such a love/hate relationship.
While it's possible to track on any speaker
system (including headphones), it's mix-
ing (or balancing, as they say in the UK)
where any speaker deficiencies will come
to light.

| tracked and mixed with these small,
near field studio monitors from E-mu in
my studio for three weeks, recording a
wide variety of bands, from punk rock to folk
rock, and although they’re a wee bit bass-
shy, | found mixing on them a real pleasure.

Housed in an attractive, hefty cabinet
and sporting a nice, bright blue power
light (that flashes red when overloaded),
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the PM5s are bi-amped with Class A
40w/40w amplifiers. The relatively small
woofer size (5") is helped by the ported
cabinets to extend the usable bass range.
XLR/TRS balanced and
RCA unbalanced inputs are
provided.
After some experimenta-
tion, these speakers sound-
ed best to me when placed
four feet back from my lis-
tening position, and six feet
apart. | put them on their
sides, with the tweeters on
the outside, and aimed them
a little over my ears.
| left the high/low pass
switches set to off. If you're
using a subwoofer, try

100W for example, the HS 50s low cut set-
ting should be in sync with the settings you
have with the subwoofer.

SUBWOOFER GOES WHERE?
Many people with a subwoofer tend to have
the volume too loud in their studio. The goal
is to have a proper baance between the
highs, mids, and lows. It's important to have
your studio treated with absorption material
since reflections off wails and ceiling become
a problem. In regards to bass frequencies,
they tend to get into corners and prevent you
from hearing a clear representation of your
music. Company's such as Auralex and Real
Traps have absorption material that you can
put in your room to reduce reflections off sur-
faces. | cannot over emphasize the importance
of treating a room. Lower frequencies need
separate bass traps, as the mid- and high-fre-
quencies need different treatment compared
to the lower frequencies.

Where do you put a subwoofer in your
studio?

One problem you need to deal with is
standing waves. A common technique is
to put the sub in the monitoring position, and
then crawl around the floor near the walls.
Listen for the place where the bass fre-
quencies sound balanced and even. Generally
it's good to put it underneath the wall behind
and between the main speakers. This way
it has the least negative effect on stereo
maging. | spent about 15 minuates getting the

experimenting with the 2 position (60/80Hz)
high pass filter to tighten up the bass.
Listening to a wide variety of CDs that
I'm familiar with, | immediately liked the
midrange and high-end detail of these
speakers. The ported enclosure helps to
extend the range of the lows, but | still felt
a little unsure of what | was
hearing below 80Hz.
Switching back and forth
between our larger Event
20/20s and the PM5s helped
me here.

If you have a small con-
trol room and these were
going to be your only set of
monitors, you might want
to look into adding a sub-
woofer. Without one, try
placing yourself farther back
from the speakers. This will
bring out the bass frequencies




HS 10W to its proper place on my floor
The subwoofer was about one foot away
from the wall. By moving the monitor one
foot left or right made enough of a difference
to capture the sweet spot. In working with
the sub with the other monitors, | spent the
time to adjust the volume knob to get an
even sound with the mids and high fre-
quencies. In my setup, the volume knob
worked well around the 11 o'clock position
in my studio. Like | said before, the bass
should not dominate the mix but blend in
with the mids and highs. | found the sub
woofer to feel solid, with a good weight

| set up the HS 50s near field monitors and
listened to them through several of my mixes,
as well as commerciat CDs. | recommend not
placing these monitors on a meter bridge, but
on stands behind your mixer. | first tried them
with the switches set at the "0" (flat
response) settings. | found the high end to
be crisp, giving good detail with the mids
sounding slightly boxy. | preferred the mids
in the flat position. The bass was reasonable
for a monitor of this size, but there are
similar-sized nearfield monitors that produce
more bass than the Yamahas

Sam Ash Music was kind enough to
let me borrow M Audio’s BX5a’s near-
field monitors to compare against the HS
50s. The BX5a's had a stronger bass
response, and a more open sound. The
highs were a little splashy, but all in all a

a little more, although you're still going to
have to be careful with anything under
80Hz: Be aware that the lower octaves
may be stronger than what you're hearing.

These speakers are still accurate enough
to get a good bass sound. In fact, when | tried
re-mixing some older material with these
speakers, | was much happier with the
way the bass was sitting in the music,
and | felt my new mixes were much more
musical.

During regular studio sessions, it was
a pleasure working with these monitors.
Mixing the alt-country quartet Axton-Kincaid,
with their intricate three-part harmonies,
| was able to quickly come up with a good
balance that was musically satisfying. With
the Cliftons, a punk band whose biting
guitar and lead bass interplay had always
been a challenge to separate on our Events,
the PM5s made it much easier for me with
their clearer midrange definition. Shifting

decent set of monitors. The HS 50s gave
a tighter sound, and though it has a lighter
bass, | preferred its tweeter, which gave
a smoother sound over the M Audio. In
comparison with my Tannoy System 800s,
the DS 50s allowed me to hear a brighter
high end that stood out more in my mixes
The BX5a's do not offer all the adjustable
switches that the Yamahas offer. In being
able to get active monitors for only $400,
| found the HS 50s to be of good value
However, if these were my only monitors,
| would be reluctant in buying them with
out the subwoofer, as | found the bass is
too light. However, in using them as a
second pair of monitors in a studio, they
could assist in giving a different insight on
the mid and high frequencies

The subwoofer had a very clear solid
sound. When using the subwoofer with either
the HS 50s or HS 80s, | found in my studio
| preferred the low cut switch set at 100Hz,
which gave a more solid sound. However,
the size of your room and the amount of
sound absorption material will affect which
settings would be best for your environment
At normal listening volumes, the bass had
a solid, full sound. It gives a reasonable
extension for a cabinet of this size. With all
the settings offered on the sub, | found it
to be very flexible as well. With my
Presonus Central Station, | was able to
solo the sub, as well as adding it with other
monitors. The HS 50s | found by themselves
sounded a little boxy and two-dimensional

musical gears with the retro pop group
Lime, whose members like to triple-track
their harmonies, then bounce them all
down to a single track, | felt confident
that the balance | was hearing and com-
mitting to was going to work in the mix
later on.

These speakers aren’t really big enough
to use as the main monitors in a large
control room, but they would be a good
choice as a smaller second set. In a small
studio, with a subwoofer, or very careful
placement, they'd be great as your primary
speakers. Personally, | prefer working with
smaller monitors; | find them much easier
to overdub and mix on.

And although sonically they're forward in
the upper midrange, they never got tiring
to listen to, and | was able to monitor with
them at very low levels and still get enough
information to make musical decisions. | like
them. —Bart Thurber

WWW

"Royer R-121s and R-122s are
essential to my guitar sounds.
They give me something that
no other mic has. | use a lot of
microphones when | record, but
if | pull the Royers out of the mix
I really miss them. To me, that's
the sign of a good mic.

"I used to avoid using ribbons
on drums, but the SF-24
changed that the first time | used
it. It attacks in the perfect place
and interacts beautifully with the
other mics on the kit. It adds
power and richness to the drum
tracks and seems to smooth
the other mics. Royers ‘hé
become an indispensable P2
of how | record music:® -

Michael Beinhorn ™=
(Producer - Soundgarder™
Marilyn Manson, Red H@™ ‘
Chili Peppers, Ozzy OsB0urne)
. W@
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When | added the sub woofer, | heard a
fuller sound that had a three-dimensional
sound. The music had more punch and the
music sounded more alive. In using it with
the HS 80s, it also added additional bass
response, giving a deeper tone compared
to the HS 80s on their own. However, the
HS 80s still gave a decent bass response
by themselves.

in comparison with the HS 50s, | found
the HS 80s had a very similar sound and
character, however the 80Ms had more of
an open sound. With a larger cabinet and
woofer, it had a deeper bass response. These
monitors may be a better option if you don't

have the money to purchase the HS 50s
and HS 10 package. The HS 80s high fre-
quencies sounded more even with the mids
and bass compared to the HS 50Ms. In look-
ing at the specs, the tweeter on the HS
80s is a little larger than what is offered on
their smaller monitors. In order to compen-
sate, | reduced the high end on the 50Ms to
-2dB. With this setting, | found the HS 50s
to have a closer sound to the 80Ms. | also
found myself preferring this setting as they
sounded more even with the mids and not
overly bright.

All the monitors come with a manual
that explains details of the monitors and

specs. They also go into detail about the
placement of the monitors ard how to use
the subwoofer with the other HS series
monitors. For the price and value, Yamaha has
offered some decent-spundmg monitors.
For a pair of active monitors with enough
bass, the HS 80s are worth considering if
you're on a tight budget. For more bass, a
tight mid-range, and a nice high-end, you
may want to consider locking at the HS 50s,
and HS 10 as a full-system package. Of
course, if you work with dance music, you
may want to add the HS 10W with the HS
80s, as well for any additional bass that may
be required.

MIX-N-SHOOTIN' MATCH

VL-X5 + REVEAL SAH +
SLS PS8R + ATC SCM20

Jeff Anderson puts on a new set of ears and gets out his gun.

To make a great recording, you need great
monitors, bottom line. Studio monitors all
have their own personalities. Some are ballsy,
some are tinny and puny. Some are pristine
and accurate, and some are just plain crap. The
trick is to find the right combination for you
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to ensure your mixes are being portrayed
the way that you want them to be to the
end consumer most of the time, on a crappy
boom box, or a 4" TV speaker. The job of a mix-
ing engineer is to have control over the mix.
To do this he has to know his ears, the room

that he's working in, and most importantly:
know and trust his studio monitors.

Over the past month I've had an oppor-
tunity to use four new sets of powered stu-
dio monitors. Along side of my standard
monitors, I've used them to mix an album and
to track around 12 sessions. The three
standard monitors that | have used for the
past six years are: Mackie HR824s, Tannoy
PBM 6.5s and the jankie speaker in my Otari
MTR-10 reel-to-reel mix down deck. Each
of these new monitors up for review vary in
price from $300 to the $4,500 price range.
There's a place for each of these monitors,
However, some clearly sounded better to me
than others.

TASCAM VL-X5

Retail Price: $399.99

Amplification: 90-watt active biamped near-
field design, (30-watt HF and 60-watt LF)
Driver Sizes: 1" natural silk high-fre-
quency dome driver , 5.25" low-frequency
driver.

Frequency Response: 45Hz to 22kHz +3dB.
Additional Switching: HF control 3kHz,
8kHz (+1.5dB) via dip switch LF control
150Hz, 800Hz (+1.56B)} via dip switch,
power, volume.



What an incredible value. For the cost of
these speakers, they sound amazing. | feel
confident comparing them to my Mackie
HR-824s or even a pair of Genelec 1029a’s.
The low end is amazing for such a small
speaker. The only weird thing that | noticed
was that at a lower volume, such as 85dB,
the high end seems to roll off (from around
15K) a lot more than it would at 95dB or
higher. This could have been the piacement
in my control room, however, we moved all
sets of speakers to the proper mix position
as we evaluated them.

TANNOY REVEAL 5A

Retail Price: $798.00

Amplification: LF - 40W, HF - 20W
Driver Sizes: 130mm (5"} multi-fibre paper
pulp cone, 25mm (17} soft dome, neodymium
magnet system

Frequency Response: 65Hz to 30kHz
Additional Switching: Front panel mounted
on/mute/volume/led indicator

These have a very "industry standard” sound.
However they're not as full as the TASCAM.
{Check out the frequency response!) | com-
pare them to Yamaha NS10s (without the
piercing notch around 18K) or Tannoy's old
school version, PBM 6.5s. Although the low
end is not as round as the TASCAMs, there is
definitely a practical use for these speakers.
Because 98 percent of consumer speakers

will not sound as good as these do, and as
we all know, that's the goal: make it sound
good in the client’s ear. On a very positive
note, | do feel that these new Tannoys do pro-
ject an incredible stereo image. From the
same mix position in our control room, the
sweet spot was noticeably larger than most
of the other monitors that we were using.

SLS PS8R

Retail Price: $1,570 each

Amplification: 125W RMS / 500W Peak
Driver Sizes: LF 8" woofer w/integral phase
plug HF PRD500 5° ribbon driver
Frequency Response: 44Hz-20,000Hz +/-2dB
Additional Switching and features: 80Hz
high pass filter, low-frequency limiter, db
level, line voltage selector.

Unfortunately, | was disappointed with these
speakers. With a price tag of over $3,000, and
the cool lights and designs, | was very
excited to get them out of the box and hook
them up. Once | turned them on, | instantly
felt like there was a "gloss” muffling my
ears. For all practical studio applications,
studio monitors should not be adding a
“gloss” of any kind. The low end, as well as
the high, seemed to each roll off, leaving just
the mids to fill out the spectrum. In my per-
sonal opinion, these monitors have the
power and the gloss to be best suited for a
home theater system.

ATC SCM20

Retail Price: $4,500

Amplification: 250W for bass/mid and 50W
for high frequencies

Driver Sizes: 150mm mid/bass drive unit
employing a super linear magnet plus a
25mm tweeter

Frequency Response: 60Hz, 20kHz
Additional Switching: rear panel selector
provides five different LF boost settings, as
well as a flat reference setting.

A 145-Ib. flight case arrived at my office
door the other day. (You know it's some-
thing cool if it's over 100 pounds in a flight
case!) After paying for the chiropractor from
lifting the monitors up onto our speaker
stands, | can say, these are incredible. They
project a very pristine and accurate sound.
| popped in a Green Day CD and felt a sense
of power and prestige. Then | popped in a
Waltz for Venus CD that | just mixed in, and,
well, two words: "Damn it!” If only | had a
pair of these when | was mixing that record!
The stereo image is as wide as a house.
Amazingly, these monitors make it very easy
to focus on what ever you are working on,
and yet still hear the mix as a whole. | also
noticed after six hours of mixing on them |
did not have as much ear fatigue as | normally
would. The price tag of around $4,500 is
well worth every cent.

GET ON YOUR MARKS
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To make a great recording, you need great monitors. Bottom line.

by Scott Colburn

The lights go down in the arena and the
low rumble of the orchestra indicates
impending doom.

[cue: low, throaty, generic, high-drama
voice talent]

“Inaworid. ... full of Firewire interfaces . . . the axis
of evil meets for a final battle. . . . The victor will
emerge as the leader of the new race of super
interfaces . . . ready to conquer the mix at hand."

[cue: flashpots, sirens and strobe lights]

And just like pro wrestling, we start the
long time periods between drama peaks.

Yeah yeah, but what both of these boxes
have in common is the basic function of being
Firewire interfaces that allow 2-channel record-
ing into the computer and eight outputs for mix-
ing. So I'm thinking this is a great little box for
the home studio/musician that wants to mix

(potentially) in 5.1. Both boxes have two XLR
mic inputs {with switchable phantom power)
and two line inputs. The M-Audio device has
a dual Neutrik XLR with a jack in the center.
Very handy, however, these are for mic input
and instrument input, respectively. This is
cool, except when running line level to these,
it tends to overload the mic pre. There is a line
input on the back of the unit though, which is
good, but somewhat inconvenient. There's a
switch on the front that allows you to choose
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The new StudioComm for Surround
Model 74 Central Controller and
companion Model 75 Control Console
supports 5.1 surround and stereo source
monitoring along with a full-featured headphone
“talkback” cue system. Extensive resources allow the unique needs of a
wide range of facilities to be supported:

post-production mixing and monitoring

live voice, music, and sound effects recording

on-air broadcast

And the results you should expect? Excellent sonic performance and a
control surface that is both intuitive to use and complete in capability.

To learn more, visit the Studio Technologies, Inc. website.

—__STUDIO
TECHNOLOGIES Skokie, IL USA | Ph 847-676-9177 | www.studio-tech.com
"INC.

Record Great Tracks Using the Gear You Already Own!
Think you need to spend $10,000 on new gear to get pro-quality sound? Think again.

In Guerrilla Home Recording, author Karl Coryat shows you a revolutionary mew approacn
to achieving amazingly clean recordings with maximum impact. Even if you're recording on
a shoestring budget, Guerrilla Home Recording will help you produce a great-sounding

CD that will leave everyone else’s in the dust.

HIIVIIZ IIII‘IIRIIING

Save time and money!

This book shaws you how to

+ Make noisy gear dead quiet

+ Make instruments sound crisp and distinct

+ Make drum programs and sequences sound live
* Get the most out of a limited number of tracks

+ Create a professional-sounding mix

» Avoid the most common studio mistakes

HOW T0 GET

GREAT SOUND
FROM ANY STUDID

(no matter how werd or cheap your cear 1s)

BY KARL CORYAT

: é cover. 208 pagee, B&W illustratioss
throughout. $22.95

Includes fun projects and exercises to sharpen your
ear for sound!

Karl Coryat (a.k.a. “Eddie Current”) is a consulting
editor for Bass Player magazine, where he was a staff
editor for 14 years and wrote many articles and
columns on recording and technology. He has been
a prolific creator of original music since the mic 1980s.

Available at fine book and music stores everywhere. Or call toll free (866) 222-5232.

Backbeat Books

6600 Silacci Way * Giiroy, CA 95020 USA
phone toll free: (408) 484-8294 - fax. (408) B4B-5784
Backbeat c-mait. backbeat@nishorder.com + web: www backbeatbooks.com

Distributed to music stores by Hal Leonard Corp.; to bookstores by Publishers Group West. £Qo205
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between mic/instrument or line level input
There's another switch that puts a -20dB pad
in line, but even with the pad, the front input
doesn't like a line level signal. An LED on the
front will indicate signat present and another
LED will indicate clipping

The Focusrite, on the other hand, has two
XLR for mics and two 1/4" jacks with a switch
to change the 1/4" from instrument to line input.
No pad is available on this model. The 3-LED
meter indicates signal at =20, -6 and clipping.
Both units have MID! I/O and S/PDIF I/O
The M-Audio has additional support for light-
pipe I/O supporting AC3 and DTS! Both boxes
have eight analog outputs for multiple chan-
nel monitoring or surround monitoring up to
7.1. The M-Audio device has signal indicators
for each of the eight outputs on the front of
the unit. The Focusrite has no hardware output
metering. Both units have two'headphone out-
puts on the front with individual volume con-
trol and overall volume controf for the analog
outs via one knob. The Focusrite has additional
switches for dimming and muting. So basically,
with a few minor feature variations, these
boxes are essentially the same.

And for recording purposes, both boxes
do the job well. The mic pres are professional
quality and clean. They do sound different but
it's hard to pin down exactly what the dif
ference is. They each have certain characteristics
in frequency for various types of input. It's
enough to say that they are both great on the
input side. There is a BIG difterence though:
the M-Audio box does 24 bit to 96K where
the Focusrite pushes up to 192K for record
ing. The other big difference is that the M-Audio
device is unbalanced on the I/O and the
Focusrite is fully balanced

The physical appearances of these boxes
are a bit deceiving. The M-Audio is a bright, shiny,
metal, flat box with some weight to it and a
chrome finish, while the Focusrite is lighter,
stands upright and has a whrte, plastic front
The output jacks on the Focusrite are nice, solid
jacks with a bolt holding them still. The M-Audio
jacks are free floating and could potentially
fail quicker due to this mounting method

But let's talk about installation. Both
boxes have their own set of quirks on the
install side. The M-Audio urit comes with a
sticker over the Firewire hole that warns
you to install the software tirst before con-
necting and not to connect it until you are
instructed to do so, otherwise a nun will
appear and slap you silly! You're supposed
to insert the CD and let it guide you. My
problem is that |'ve got my computer set so
that inserted CDs just sit there until | tell it
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to do something. Thinking that | just need to
install the driver, | skip to the driver subfolder
and | don't see the 410 listed. The quick
start guide says to look to the user manual
for additional instruction. The user manual has
me search for a file that doesn't exist on the
install CD. So I'm frustrated and just click on
the autorun.exe and everything works fine.
If only | just operated my computer the way
everyone else does, | wouldn’t get into
these pickles.

The Saffire has two sub folders !abeled PC
and MAC and within is a single file for install.
Now that's more like it! UNTIL . . . you're asked
if you want to install the plug-ins. This creates
a registration file with no instruction on what
to do with it. Of course, if my studio computer
were connected to the Internet, | wouldn't get
into these muddles. So | look to the manual
and find out that | need to register this on the
Focusrite website. | go to the website and find
out that | need to upload this file. | do. Now
I'm asked to download a file. It looks like the
same file I just uploaded, but with a slightly
different extension. “Now what should |
do?” | ask, and there is a button to push to
reveal the information on what to do next.
However, the pop-up box isn’t big enough to
show all the FAQs and the info | need to
read is at the bottom of the box and there's
no way to resize it!

So | search their knowledge base and find
out that | need to upload this file to my
computer when it asks for it, during the
registration process. | look for registration on
the software control panel and can't find it
anywhere. So | decide to uninstall the software
and reinstall. On reinstall | finally figure out
that the registration process happens during
the installation of the plug-ins. The button that
says, “read license” means “push me and |
will read the license file that you got from our
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website.” | can't help but play back the
Seinfeld episode where Kramer is trying to
manually run the film listing guide via his
home phone and a newspaper, but can't tell
what button someone pressed, so he just
says, “why don’t you just TELL me what
film you want to see?”

See what happened? The battle with
these interfaces started right out of the box
(actually right on the box}! | was a little dis-
mayed to see the words "Engineer Built-
In” on the cover of the Saffire box. What does
this mean exactly? | was afraid to open it in
case a little gremlin might pop out and run
amok in the studio chewing on wires and
loudly proclaiming opinions. When dealing
with the Focusrite, the interface is quite

cryptic to this old school engineer type, but
it might be just flashy enough for the hip, indie
musician. Once | read the manual, | was
able to understand it better. The software
interface for the M-Audio is straightforward
and uses terms and screens that make
sense to this seasoned engineer. | got my
mixer, my outputs my sync page, my routing,
looks like a console. DONE!

The plug-ins that come with the Focusrite
are Reverb, Compression, EQ and Amp
Simulation. These run natively on the box
itself so no additional computer processing
is needed. Each plug-in also has presets.
The compression has a slider that says vocal,
bass, electric guitar, strings, per}:ussion, and
so on. The EQ has similar settings. This is. what
"Engineer Built-In” means! If you don't have
any idea how to set a compressor, you just
chose the instrument you are recording.
You're not set with just these options though,
each plug-in can be set to manual mode for
precise control over all the parameters.

| was intrigued by the amp simulator,
which has the choice of Bass, British, American
and Combo settings. They sound pretty good,
but have the same downside that any simulator
has and that is the lack of air and room that
only comes from a mic on a cabinet in a real
room. All in all, some useful plug-ins — decent
reverb, nice compression, cool parametric
EQ, but none of them are 5.1 eapable.

So who wins this battle?

| think it's a toss up. Both boxes do basically
the same thing. The Focusrite leans toward the
quality side in construction and actual record-
ing specs. It comes with Cubase LE and will
work with just about any software out there
except Pro Tools. You also have the added
bonus of VST plug-ins that are useful. The
M-Audio interface is less expensive and
rightly so in that it doesn’t have the plug-in
architecture nor the 192K recording (if you
really care). It comes with Ableton Live LE but
also has the added bonus of working with any
other software out there even ProTools! It's
a special version of Pro Tools that has the
moniker “M-Powered” attached to it, but it’s
fully compatible with other Pro Tools systems.

Do you know that this means? It's like
the tunnel that Hogan built to get out of
Stalag 13! The world really is starting to
come up roses. So the M-Audio device is
the first device that is truly world com-
patible. That means a lot in my book, but |
still think this battle ends in a tie. The scale
doesn’t tip one way or the other for me.
[M-Audio Firewire 410 $399.95, Focusrite
Saffire $499.]



KCEIN + HUMMEL O 300 D 3-WARY ACTIVE STUDIO MONITORS is3.3951

Kiein + Hummel have been making
speakers in Germany for about 60 years.
They have a solid reputation for making
high quality products and the subject of
this review supports and continues to
bolster that reputation.

I've had some opportunities over the
past few years to work in rooms that
had excellent monitors (Genelec 1032AM,
Tannoy Eclipse, Dynaudio AIR 15, and so
on) but this is my first experience with the
Klein + Hummel product line. When |'ve
worked with really great monitors, it's
always been on the clock so |I've never had
the time to fool around using a signal
generator or pulling out a huge variety of
program material to test them with. The
reality is that speakers in this price range
have always been a bit beyond my budget,
so the chance to get to own them for
even a super short time makes me feel
pretty lucky.

The O 300 D is a relatively compact
3-way studio monitor — only 10" x 15" x
11.5" and weighing 32 pounds. The 8"
polypropylene woofer takes up most of the
real estate on the face with a 3" fabric
dome midrange speaker and a 1" fabric
dome titanium tweeter nestled into the
remaining space. The red K + H logo badge
lights up when the main power is
switched on and acts as an overload light
and flashes with any clipping.

Splitting the frequency range across
three drivers makes less work for each
one thereby freeing each one to only do
what it is best at. The low-end driver has
no reason to generate mids, for example,
so there will be less resonances, har-
monics, and standing waves in the cabi-
net, permitting better accuracy, or so the
theory goes. The cabinet uses a new mate-
rial called Low Resonance Integral Molding
{LRIM) that has been shaped into “wave-
guides” for both the midrange unit and the
tweeter to help control dispersion, and
allowing the drivers to be mounted in
the correct vertical plane for accurate
time alignment. The tweeter waveguide
disperses wider horizontally rather than
vertically to minimize the high frequency
reflections from the surface of the console
and creates a larger sweet spot.

Each of the drivers is powered by a
separate MOSFET amp (with 150 watts
for the woofer, and 65 watts each for the
mid and tweeter) with built-in protection

limiters. The peak SPL from one meter is
quoted as 112.8dB with 3% THD, or at 95dB
with less than 5% distortion for all fre-
quencies above 100Hz. The overall fre-
quency response is stated as 40Hz to 20kHz,
and by all accounts extremely flat. The
points where the frequencies cross over for
each are set at 650Hz and 3.3kHz in
24dB/octave slopes with a subsonic filter
that rolls off 6dB/octave below 30Hz. With
a signal generator issuing a -10dB sine
wave, | got to a lovely 28Hz before hearing
the roll off and then it rolled off quickly.

The O 300 D has an analog input via a
transformer balanced line level into an
XLR connector (no TRS input), and digital
signals can be connected using the same
XLR as the analog in for AES/EBU or via
BNC connector in either unbalanced AES3id
or S/PDIF.The D/A is a 24-bit converter that
takes up to 96kHz sampling rate.

Like many active speakers these days,
there is a full range of room correction
EQ features. These are really small,
screwdriver-adjustable pots. | tried to
get my fingernail in one of them, but they
are too recessed. These controls will help
compensate for near-wall placement, or
corner-near-ceiling placement, or in the
middle of the room with 3dE attenuated
increments to the low’s output — plus a
broad midrange (50Hz to 1kHz) control
to attenuate 0 to 6dB, and finaly a high fre-
quency level control that goes from a
+1dB to -2dB around 2kHz and up.

One interesting thing on the rear panel
is a 7-pin XLR connector that is used to
bypass all the crossover, EQ, and protection
circuitry so that a K+H contralier (the Pro
C28) can take care of all those controls
digitally. This unit provides much more
sophisticated control over all the input
signal handling, digital convers.on, etcetera.
The Pro C28 runs about $5,000 — we
didn’t get one to play with for this review.

After putting the speakers through a
recommended burn-in period (pink noise
@ 85dB for 72 hours), | collected a large
collection of mixes from many disparate
sessions — from Reason-y blip-hop to
string quartets, tweaked out post-rock
to Meters-esque funk, willowy folk bliss
to angry chaotic skronk — and prepared
for my initial day with the monitors.

From the very first note of the very first
track, | had to scrape my jaw off the floor.
These monitors blew me away immedi-
ately. They sound huge for such compact
boxes. Every track | played was instantly
stripped of its hazy outer layers — every
track suddenly became much, much more
that it was — either in a really good way
or in a flaw-ridden, embarrassing way.

The bass came alive with a tight and
natural clarity that was not exaggerated
in any way. | guess it feels and sounds
“right” or truthful. Wide and clear mids —
beautiful full-range mids — and at the
same time with some of my mixes:
horrendous! . . . but vivid and 3 dimen-
sional. The highs are seamlessly inte-
grated and are not hyped at all. The entire
spectrum is ultimately represented and
absolutely pleasant to listen to.

Every sound issued from the K+ H O
300 D’s took on a new life or afforded
me a new perspective on that sound. You
have to hear them for yourself. They are by
far the best near-field monitors I've had the
pleasure to use.

It’s depressing to have to go back to my
normal monitors. It always is depressing to
get used to something great and then have
to give it back. | wish | could afford these
things, then | wouldn’t have to give them
back, but they go for about the same that
t paid for my last car. The price is prohibi-
tive. | understand the old adage, “You get
what you pay for” but it’s still just unfair.
—Monte Vallier
Pros:

B Fantastic sounding monitors in every
aspect.

B Will help make you be a better mixer.
B Versatile.

Cons:

8@ Unfortunately, the price {for me anyway).
B Don’t really need all the digital control
stuff in there — maybe taking it out will
bring the price down?
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QUICK PICK

JDV MHRK 3 DIRECT BDX [$425/pair, radialeng.com]

The JDV Mark 3 Direct Box is packed with
studio-friendly features that can usually only
be found in more expensive mic preamps. |
found this professional and well-built unit
easy and fun to use.

Radial refers to their JDV as a “central dis-
tribution hub,” an apt term for the amount of flex-
ibility that this unit offers. This unit features
two selectable inputs, a variable impedance
selector {referred to as DRAG and well explained
in the excellent manual), auxiliary sends for
stereo EFX or for driving two different amplifiers, Lo-cut and
Hi-cut Filters, ground switch, phase reverse switch (helps to solve
phase probiems when recording a DI and amp track simultaneously),
re-amping capabilities, a -30dB pad for taking a signal off of a
speaker cabinet, and even a dedicated tuner output.

Out of the box it’s an easy plug-in and play, thanks to the
graphics on the top of the chassis. There’s a nice rubber pad on
the bottom to keep it from sliding around, and the power
cable can be secured to the DI with a clamp that’s provided.

In the studio | gave this unit a good workout with some
current projects. First of all, | wanted to see how their impedance
options worked for DI'd electric and acoustic guitars. |'ve
always found that a DI'd electric guitar sounds dull and boring,
mainly from the impedance mismatch that happens with inex-
pensive direct boxes. Plugging in my Les Paul, running the
signal through a Focusrite Red Preamp/EQ, and rolling the
DRAG control to about 3 o’clock gave me a surprisingly rich and
ringing guitar sound, perfect for re-amping later.

When I've DI'd acoustic guitars in the past they’ve always
sounded way too bright and edgy to me, but once again with
the JDV's impedance choices | was able to easily get a warmer

SOUNDS

SONY

Contact: Sony, sony.com

> Format: 1 CD-ROM, 16 bit/44.1kHz acidized
WAV files
Price: $39.95

Short form: warmer than chill, more organic
than electro, more cerebral than house, and
not as far out as glitch. It's a niche, yes — but
an interesting one, with elements that work in other genres too
The 334 loops, which take up about 495MB, include the usual
suspects (bass lines, drum patterns, sequences, drones, etc.) Yet
these are the bizarro world versions; the drones don’t have their
edges filed off, the drums squish insiead of thud, and the bass lines
rumble instead of pound

EQ MAY 2006 www.eqmag com

and more natural tone that worked vwell in con-
junction with a Neumann KM140 condenser
mic and the Focusrite Red.

Electric bass can be tricky with DI's. Some
players really like to attack their imstrument,
and with active pickups the transients can
be a real problem.This DI, however, seems to
be very hard to overload (the manual claims
it’s virtually impossible). The JOV gave me a
well balanced and clean bass sound with three
completely different bass players; however,

when one of the songs needed a Motown thump | found that
using a tube D1 fit the track better. The JDV has a lot of output
gain and there’s actually a -15db pad on the output if you
need it. With the Drawmer 1960 preamp | used, | actually
preferred the sound of the DRAG control switched out for all
the bass recording | did.

One fun thing to try out is taking a signal off of the parallel
input jack on the back of a speaker cabinet. By engaging the
-30dB pad on the JDV, you can get a completely different
amp-y sound. | tried that option out with an SVT, and got a great
crunchy and grainy bass sound that was reminiscent of engi-
neer Jack Endino’s early Sub Pop recordings.

The JDV's re-amping capabilities are another bonus. You’ll
need another direct box of any type, and a female-to-female XLR
to connect them, but it's worth exploring, as the signal is
quiet and mates perfectly with an amp.

With a street price of around $375, this Dl box is unbeatable,
and with its massive headroom it's going to definitely be a
problem solver, especially with those bass players who like to
really smack their strings. I'm not looking forward to giving it
back. —Bart Thurber

The collection also includes folders of harder to classify sounds,
and 24MB of one-shots These aten’t necessarily the type of sounds
you'd map across a sampler’s keypoard (although you certainly could),
but serve more as accents for throwing into the mxx — &nd they’re a
welcome addition. The Acidization exhibits Sony’s usual high leve! of
quality control, so it’s easy to mix and match the various loops. This
is one of those CDs where you can pretty much throw anything
together, and it generally works

Structure/Capture is a curious mixture. There's a gentle, downtempo
sort of vibe coupled wth a hint of Blade Runnertype decadence,
wrapped in a totally electronic veneer. But that's admuttedly vague, so
go to eamag.com and check out the audio example ' put together. If
you like it, you'll love the disc. —Craig Anderton
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SOUNOS

B8IG FISH AUDIO
NEO SOUL 2

Contact: Big Fish Audio, bigfishaudio.com
Format: 1 DVD-ROM, 24 bit/44 1kHz WAV, REX, and Apple Loops files
Price: $99.95

" This is the real deal Shaft, Barry White, the 70s, wah gui-
n g“n’ tars, sax, strings, organ, congas, the occasional Minimoog,
% Fender Rhodes all presented for your pleasure (and | do mean

pleasure, baby) in the form of 55 construction kits.

The WAV and Apple Loops folders contain the same set
of files; each construction kit has a full mix for easy audi-
tioning, the kit elements, and a folder of one-shot drum/per-
cussion sounds used in the tune. The REX folder is similar,
but doesn’t have the full mix or one-shots, and wisely
doesn’t include files that don’t work in the REX format.

The WAV files aren’t Acidized, which makes it difficult
to "mix and match” files from different kits in WAV-only hosts; however, the REX
files are edited very well, and stretch over a wide range of tempos. With more hosts
supporting the cross-platform REX format, and with Apple Loops now a standard
on the Mac, you’re pretty much covered for time-stretching.

The files are well organized; each folder name includes the tempo (which
ranges from 51 to 137BPM) and key. Overall, if you're into the vintage soul scene,
these samples satisfy. And if blaxploitation movies ever make a comeback, or you
get the call for Undercover Brother /I, you're all set to do the score — check out
the demo at egmag.com.

Smooth and Soulful R&B

‘skE Mics sound
absolutely unreal’

bt

‘I am using SE Electronics
microphones all over my
newalbum.

They sound absolutely unreal!
I love the Z5600a mic, it reminds
me of the character of a
Neumann U47 but with 1/10th
of the naise.

If you're looking for
an expensive sounding mic
atareasonable price.. . .
look no further”

Sound Engineering

617.623.5581

wWww. celectronics.com
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35 Arkay Drive, Suite 400
Hauppauge, NY 11788-3707
1.800-VIVALDI
www.clarionins.com

Syaergy S6C24XL

The Synergy scries is
designed to provide
beautiful and ergonomic
console housings for alt
the popular mixers,
providing you with
optimum functionaliry
to accommodate these
mixers and assoctated
peripherals.

Force 36 MF

" Qupim Serx C24
Puloming Srudie,
Madwen, Wiscomsin

ol 4 a Ao

P O. Box 1792 Sausalito, CA 94966 800.332.3393 415.332.3392 FAX 415.332.2607

www.omnirax.com info@omnirax.com
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FREE Shipping!

On most orders over $99, see our website for details.

The Lowest Price Guaranteed!
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Total Satisfaction Guaranteed!
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that mutes the speakers when using
headphones. Another nice feature is the
magnetic shielding of the speakess for
desktop use.

QUICK PICK

The Studio Pro 3s project some really nice
definition. Even the bass sounds clear. They
definitely have more clarity than the Yamahas,
yet the M-Audio 3s lack the bottom-end

DYNARUDIO ACOUSTICS BMSA TWO-WARY
ACTIVE NERRFIELD MONITORS

[$500 street, dynaudioacoustics.com]

Speakers are like tires.

Even a shitty car can gain better han-
dling and speed from a new set, and nice
cars demand nice rubber. The same
goes for speakers. Sure, a fine set of
monitors might just reveal all the flaws in
the front end or the board, but at least you
find out where the problem is instead of
spinning your wheels in frustration. That
said, there are at least as many different
speakers available as there are tires, mak-
ing the decision very challenging for home
studio folk. Price prohibits cheap bastards
like myself from shopping top shelf, and
frankly, guys like me usually don’t have
enough space are patient enough neigh-
bors to justify a set of Pirelli-equivalent
megablasters (see: Genelec, Tannoy, and
so on). I'm just content to get a nice pair
of well-balanced, versatile monitors at
a decent price. Dynaudio Acoustics’
BMS5A’s provide just what | need: active,
nearfield monitors that work well in a
variety of smaller spaces.

Weighing in at 8.7kg (19.7 Ibs.)
each, these are not flimsy cabinets.

82 EQ MAY 2008 www.eqmag.com

With only 9 liters of volume,

however, they don’t cramp

the room either. The cones

are rather exposed from the

front, which makes a klutz

like me a bit nervous, but the woofers
are molded polypro and aluminum,
and the tweeter is protected by a funky-
looking trident. At only $612.50 each
(<$500 street), | wouldn’t worry about
them as much as | would about the
aforementioned billionaire-busters,
anyway. The rear panel offers a number
of tuning options via a trio of three-
position switches (low, mid, and high),
including a high-pass filter (flat, 60Hz,
and 80 Hz) and a level switch (+4dB,
0dB, and -10dB). This makes it easy
to remember the setup and keep it
consistent side-to-side, rather than
twiddling a bunch of knobs. The sound
is well worth it, and feels like a lot
more than 50 watts each. Response
in the bass frequencies is remarkably
full, given the size, but there is a low-
cut switch to keep the neighbors from

thump of the NS10s (and NS10s aren’t known
for their bottom-end thump).

Matt Hyde came in the studio the other
day, saw the M-Audio speakers, and asked
if I had blown them up yet. | had to confess
that | liked these speakers and might have
to commute their sentence.

| finally asked Zakk Wylde what we should
do to these speakers and he said “Let’s put
them through a Black Laoel beating” We
have been “beating” them for the last three
weeks and they have been working great.
Sure we could blow them up in about a sec-
ond, but we haven't because they've been
useful by giving us a different perspective
from the usual studio speaker fare.

Though these speakers are billed as
"professional desktop speakers,” | decided
to bring them into a professional studio envi-
ronment to see if they could (as Zakk would
say} “hang with the big boys.” They did and
were quite useful in this situation. | am sure
they would work great at your workstation
or with your computer. —Barry Conley

getting too mad (or to keep

boomy rooms from going

boom). High-end is also quite

impressive and speaks to the

success the Danish firm has had
with their total rework of the tweeter.
The mid-range is a bit muddy on flat
settings, but the attenuation switch
takes care of most of the problem,
depending on the source material and
the room. The only other complaint |
could possibly have is that the power
switch is kind of hard to find amongst
all the other stuff on the rear panel, but
that's less likely to be a problem in a
slightly larger room.

All in all, these speakers have made
‘06 a much tighter, brighter, all-out
rockin’ year for me so far. They remind
me of a good pair of aggressive, all-
season tires: great in the extremes, with
good response on clear roads as well. For
the budget-minded recordist working
in challenging spaces, these monitors
will get you where you want to go.
—Sam Wheeler
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'BOB’S RULES OF ORDER:
s STAGE MONITOR SYSTEMS

' By Bob Heil

One of the largest problems facing many live groups, playing or recording, is that of the monitor system. We have to

deal with high level output from the speakers getting back into the sensitive microphones causing feedback

headaches. If you apply the science correctly, though, high-level and high-quality monitors CAN be easily maintained

: for all of your performances.

Here are a few tips that | think can help. . . .

H Refrain from using larger diameter speakers. A pair of high-quality 10" with a 1" midrange driver on a 40 or 60 degree horn works best.

B Choose a dynamic microphone with a tight cardioid pattern.

B Place the monitor in the null of that cardioid pattern . . . directly BEHIND the mic and aimed a bit lower than the mic element.

B For floor monitors, use larger sorbothane shock mount rubber feet to decouple the stage.

# For side fills, it is best to elevate them about ear level and aim a bit BEHIND your head so the path is not directly into the microphone.

B Side fill monitors that are 15' to 20" left and right will give you a bit of a time delay, thus reducing some of your feedback path. The combination
of front and side fills is terrific.

B Keep the sensitivity of the microphone as low as possible. The input gain of that first stage in the mixer is vital. If you can keep that -3 to 4dB
down from where you normally use it, your feedback path will be reduced and it is easier to tame the monitors.

B Use parametric equalizers. It is so easy to null feedback carriers with a parametric. Run the monitors up to a feedback tone . . . a steady tone.
Narow the bandwidth and slowly turn the null control until that tone is gone. Parametric is a wonderful tool.

# Keep unused microphones closed. Every time you open a microphone channel you have to reduce your system output by -3dB . . . open
ONLY the microphones that are in use for a particular passage. VERY important.

B Wire your monitors OUT OF PHASE. Reverse the speaker leads so they are out of phase with the microphones. It is one of the best live sound
tool sounds around.

Look who's
invited to the
party...

BT

JOE BARRES
WILL |. AM

LINDR BERRY  c1om
MOBY

THIEVERY CORP.

@ www.eqmag.com




END NOTES: A FEW THINGS |
DON'T LIKE ABOUT PRO TOOLS

| understand the theory behind
the Smart Tool, but | really
don't want to have to be in

the right place in the wave-

form to get the tool | want.
Why can't the fade tool be just
a dot on the corner of the

region that you drag to create
a fade? Shouldn't the trimmer
tool be just a dot on the edge of
the waveform that you drag to trim the
beginning or end of a region? If you click in the
region, then you can drag the whole thing
somewhere instead of having to be near the
bottom of the region to get the grabber tool. If
you click in the timeline or in an empty space,
then the cursor could go to that location instead
of being near the top of a region to get the
selector tool. With these simple graphical
modifications it reduces the Smart Tool down
to one tool. A pointer that does everything
rather than a tool that tries to interpret what you

are doing. This is the difference between
manual and automatic transmission.

| also really want to display all my
automation at once rather than switching

between views.

Moreover, | would like to have
the option of bouncing to disk in
computer time rather than being
stuck with bounce to disk in real

time. | just want the option. |'ve
been told that some realtime plug-
ins work better in real time than in
computer time, but maybe the difference isn't
an issue; or maybe you aren't using any plug-in
at all and you just want to make a quick
stereo bounce of a 20-minute segment without
having to wait 20 minutes.

Hey, why don't the meters actually telt me
what level I'm at? Could we at least see some
markings? | can't help but hear my engineering
teacher saying loudly, “Meters Lie" as he tapes
the meters up in the studio, but that was the

by Scott Colburn
analog world and frankly, | like to look at meters
with the knowledge that they liec | also like to
figure out how much they lie. | just need to know
what the relationship is. dB’s please!

OMF imports and exports are available
only through additional software (DV toolkit)?
Please! How hard is it to just offer this simple,
compatible (especially in the AVID family)
export option as standard? This is why |
liken Digiland to Stalag 13. Once you're in, it's
nearly impossible to get out.

Look, | realize that the only way you can
maintain reliability and connectivity is to close
the gates and lock them, but these are differ-
ent times when engineers need to move
around and may actually want to take advantage
of digital functions that other programs do
better. | don't know about you, but | don't like
being told how to do it and what to do it with.
| really like options that will benefit my client
and their needs.

"Nuff Said!

SO M U BRECSS

Serious Studio Infrastructure

The most comprehensive selection of recording
equipment in the world.
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illbrucks:

The Results
Are Clear

!
S m IHHIIIIIIHH"'HHHIII"HH!IHIIIIE

Capture precision sound tailored to your needs and ‘

budget. Since every recording environment is different, |

illoruck offers a range of innovative acoustic solutions

—oplus the expertise to maximize sound quality in your

unique space. We feature SONEX® products made

| with willtec® a fire-resistant material that's easy to
install and easy to move if you do.

Make a sound decision and call us at
| 1-800-6862 > or visit
stic. com/eq ’
© 20086 ilbruck acoustic, inc. All rights reserved.
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You
Didn’t Even Know
Existed In Your Music

Dynaudio Powered Studio Monitors

Completely redesigned and fine-tuned with the latest Dynaudio tec t

pact BM 5A is laced up and ready for action whether it’sin r n
broadcasting, OB vans, edit suntes, project studios or smaller postproduction facilities
With dual 50 watts amps and a wide frequency response of 50 Hz-21 kHz, the BM SA
has power and range to spare. Its 69" woofer and 1.1" tweeter boast unique designs to
give the cleanes: lows and the smoothest, peak-free highs, while its cabinet, made from
select premium woods, has the look and feel of a champion. The BM 5A-COMPACT

is slightly smaller with a 5.7" woofer, but with the same power and charac-eristics. The
BM 6A features an electronic 4th order phase-aligned crossover with a crossover point
at 22kHz, which feeds two discrete MOSFET amplifiers rated at 100 watts each. It also
boasts a low frequency equalizer offering either extended, critical damped response afl
the way down t0 41 Hz or higher Qt response for more level output. 6.9" woofer similar
10 the BM 5A. All sold as each.

BM5A 6.9"/dual 50 watt List $625.00 each

BM5A-COMPACT 5.7"/dual 50 watt List $625.00 each
BM6A 6.9"/dual 100 watt List $1,047.50 ea.
[ENTE g eSGL IR - dynaudioacoustics

IFIT'S THERE - VOU'LL KNOW IT

Auralex - Project
Room Package! (NEWL)

\d INa

i st

Lo T , ‘ nic < : : . Ha et *eRoUzROON List $599.00 @D only $499¢ Q
AKG K701/K601 Headphones (NEwWT) \

Fres phones to utilize re tionary flat

d ‘ e K701

ADL600 List $2,295.00

he K601
10 :

K601 List $299.00

| K701 List $399.00
MOTU's Hot -

828MKii Firewire
or USB Recording System MOTU

Shure KSM44SL
Multi-Pattern Condenser Mic

ot

828MKIHFW  Firewire List $795.00
823MKHUSB  USB List $795.00

KSMA44SL List $1,393.60
(__FREE SHIPPING ON MOST ORDERS OVER 518911 Just make your purchase on ¢ whsitoudw’llmmm_,
Lowest Prices at: www.bswusa.com
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by Craig Anderton

You know the old joke — Question: How do you get a guitarist to shut up? Answer:

Put sheet music in front of him.

Which maybe explains why tablature, which shows note fingerings on a
symbolic guitar neck rather than standard notation, is popular with guitarists. Sonar 4 can generate

tablature from MIDI data; here’s how.

@ persuasion.cwp - SONAR 4 Producer Edition

* % Process View Imsert Tramwport Go  Trag

EEE BO

101 000

Torm 9010

~ Loop Explorer
T 'y Comsole
OP Panel

Orqan B3 Synth Rack

[~ Beam Resw
[+ ShowPedel Events
¥ Show Chord Grids

SeFot. | [Track names

Select a MIDI track (click on its
track number), then go View >
Staff (Alt-7).

After the notation appears,
click on the Layout icon {or
type “I”).

Acoustic be
SOEREE S T video Alt+6
* Drums _Ru
s | 20T rreemem—
¥3 Markers
rack

In the Staff View Layout
window, choose the clef (Bass
or Treble), then check the
“Display Tablature” box, and
choose a preset. As thisis a
bass part, we’'ll choose “Bass —
Standard 4-String.” When
you’ve entered all the values,
click on “Close.”

Although tablature appears
under the staff notation, the
fingering may not work with
real-world instruments and

players. To fix this, first select
{i.e., draw a marquee around)
all the notes in the track to
select them.

Click on the drop-down menu
to the right of the Staff Layout
icon, and select “Regenerate
Tab.”

Choose “Fixed,” and specify
the “Finger Span” (the total
number of frets your fingers

Regeneraie TabIaIre

Finger SDMTMIDI Channe’

1stChannel r Number of Frets 21

r

53
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may need to stretch) as 4.
“Lowest Fret” is O if you're
playing on the lower part of
the neck. A small red outtine
appears around the section of
the neck where the notes will
be played. Click on “OK,” and
the tab should be properly
regenerated.

¥ Between Step 1 and 2, type "V” if you
also want to see a virtual guitar neck.

¥ To voice notes higher on the neck, set
“Lowest Fret” {in Step 6) to a higher
number.

¥ If there are problems in translating to
tab, check for doubled notes. Sonar knows
a guitar string plays only one note at a
time, so it will try to play the same note on
two different strings.



These companies would be very happy to assist you in obtaining more informa-
tion about their products and services. Please contact them via phone or online.
For a better response, tell them “l saw it in EQ!”

Hdindex

B&H Pro Audio

Backbeat Books

Broadcést Supply Worldwide (BSW) ]
Clar-ion Musical Instruments [nsurance
Conservatory Of Recording Arts & Sciences
Digidesién 7

Focﬁsrité

Genelec

IK Multimedia

llibruck Acoustic

International Broadcast Equipment Exhibition

John Lennon Songwriting Contest

Lexicon

M-Audio

Mackie

Mark Of The Unicorn
Millennia Music & Media Systems
Musician's Friend J
Native Instrurﬁents

QOasis CD Manufacturing
Omnirax

Radial Engineering

Royer Labs

SAE Institute

Shure

Sonic Circus

Sony

Sony BMG Music Entertainment
Sound Engineering

Studio Projects

Studio Technologies
Sweetwater Sound
Sweetwater Sound / Mackie
Tapco

Tascam

T.C. Electronic Inc.

THE Audio

Universal Audio

USA Songwriting Competiton

This index is provided as a service to our readers. Publisher is not responsibie for any omissions or errors.

800 966 8261
800-947-5518
866-222-5232
800-426-8434
800-Vivaldi
800-562-6383
650-731-6300
866-FOCUSRITE
508-652-0900

800-662-0032

801-568-7567
626-633-9050
800-898-3211
617-576-2760
530-647-0750
800-436-6981
866-556-6487
888-296-2747
800-332-3393
604-942-1001
818-847-0121
877-27-AUDIO
800-25-SHURE
888-SC4-GEAR
800-577-6642

617-623-5581
877-563-6335
847-676-9177
800-222-4700

877-TAPCO69

818-665-4900

860-821-5414
866-UAD-1176

www.audixusa.com
www.bhproaudio.com
www.backbeatbooks.com
www.bswusa.com
www.Clarionlns.com
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www.digidesign.com
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www.jlsg.com
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www.m-audio.com
www.mackie.com
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www.mil-media.com
www.musiciansfriend.com/free
www.native-instruments.com
www.0asisCD.com
WWW.0mnirax.com
www.radialeng.com
www.royerlabs.com
www.saer.edu
www.shure.com
www.soniccircus.com
www.sony.com/acidpro6
www.sonybmg.com
www.seel.ectronics.com
www.studioprojects.com
www.studio-tech.com
www.sweetwater.com
www.sweetwater.com, www.mackie.com
www.tapcoworid.com
www.tascam.com
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www.theaudio.com
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by Craig Anderton

Never have to say “Damn! | should have backed up right after that session!”
because, thanks to this tip, you remembered to do a quick data backup to CD-ROM.

Although there are many commercial programs you can buy to back up your
data, you can use the free, easy to use CD burner that's bundled with Windows XP.

File Edit V¥iew Favortes Tools
! J Back - . Searc
fle Edt ¥iew Favortes Tools Hebp I~ - -
JB‘* Wi X » Name J Type
- - Hard Disk Drives
[ Name Arrange cons By » Si
Refresh «* Local Disk (C:) Local Disk
& Video Data (E:) Local Disk Insert a blank, recordable CD
. \ into your recordable CD
R i = SampleData (F:) Local Disk drive, then double-click on
= “My Computer.”
Writs these fies to CD o Devices with Removable Storage
[ ®—__| Double-click on the CD drive
4 CD Drive lelei,
A blank window opens up,
indicating that there’s nothing

™~ on the CD. Right-click in the
blank space, and select
DVD 8w Drive (0:) Prapesiies X Properties.

Genead| AcPlay | Hadware | Shamg  Recoidng |

Click on the recording tab,

*}  Thete wettng: debemane how the Windows (D recordng "
. Be ER Yow Fgortes ook Hep & iollwarn weket Her ko e CDA v make sure that “Enable CD
rane 3 ey @®—__| recording on this drive” is
NP _ Seloct s chock ba 0 tecord CD1 by drang Mee and checked, then select the

& Bmcd - desired write speed.

T o e G T, e Select the files you want to

o SrTre— back up, and drag them over to
ST D e s o Sl the CD-R drive window.

o rgiuiniody lovr woed Release the mouse button, and
a window opens that indicates

the copy progress.

ViB_DOWN_04_D# nac
AASRSANNEIANANNNANNNRREIE

Go to the File menu, and select
“Write These Files to CD"

Follow the Wizard to complete
& Yiew Fav Tools| the process.
o o CD
- Se Welcome to the CD Writing
Delete temporary files wizard
Thes wazard holps you wite, ox record. your fies 1o o CO ’
New » recordrg drve
h to the Ty0 the rame you went 10.9ve bo e 0. ox it chck Newt
10 use the wame betow
CD name
|TorGuBackup
Naw lns bevg wetten 10 the CD vall iepiace any fies seady
R DN e For Write Speed, “Fastest”
usually works. But if you
Close (i o8 Bt s the e havirton o e encounter errors or use older
e e e S media, choose a slower speed.
In the fourth step, note that you
thet Concel b
|| @ LES_PAUL_SINGLE_NOTES J e[ ] e can specify the drive to which the

CD image file will be written.

EQ MAY 2006 www.egmag.com



SPECIAL ADVERTISING SECTION PROCUCT SPOTLIGHT

Radial JDI Duplex MkY lensen Equipped
Stereo Direct Box

Radial Engineering

Now Available

Advancing the art of the direct box! Two premium
Jensen audio transformers plus Radial's legend-
ary great DI design combine to give the new
Duplex Mk4 ruler-flat response from

10Hz to 40kHz with virtually
zero phase distortion.

SRP: $349 USD .
wwwfgdialeng.com AT3060 Tube Microphone
604-942-1001 Rudio Technica

Now Available

The AT3060 phantom-powered
tube microphone offers the classic
tones of a tube coupled with
standard 48V DC phantom power—
no dedicated power supply needed.
Shock mount and soft pouch
included.

SRP: $599
www.audio-technica.com
330-686-2600

Onyx 4OOF Studio Recording Preamp with 192kHz FireWire I/D

Mackie

Now Avallable

The Onyx 400F is a thoroughly professional 10x10 FireWire audio interface featuring premium
Onyx mic preamps, 24bit/192Hz converters, and internal 64-bit floating point processing for the
best sound in its class.

SRP: $899.99

www.mackie.com/onyx400f

800-898-3211, International: +1-425-487-4333

PAACHOIE

A H B i
e ©@e@s0.0.0.0.0,0.0.0,

Phonic Firefly 808 Firewire interface

Phonic Rmerica

Now Available

Demand more and pay less with Firefly 808 by Phonic.
Need pro-quality, flexible /O for your computer recording
rig? Firefly 808 gives you ADAT 8X8, S/PDIF, AES/EBU,

RxeTrak for Guitar
JLH Products

Now Available WordClock, SMUX, and MIDI I/O, 24-bit. 192kHz
The AxeTrak Isolation Cabinet FireWire stream, 8X8 XLR and 1/4" inputs w/ Phantom
makes it easy for any guitarist to record the natural Power, and next generation, hi-def imaging pre-amps.
sound of their unique setup (amp, pedals, guitar} SRP: $399.99 MAP

without disturbing the peace. It's 100% Analog. www.phonic.com

SRP: $399 USD 813-890-8872

www.axetrak.com

949-859-7293

To advertise in this section of EQ contact Christine Vel at 631-223-3562 or cvela@musicplayer.com
For more informatior about these products, visit www.eqmag com/productspot www.eqgmag.com MAY 2006 EQ 91



MARKETPLACE

To Advertise in Marketplace please contact Christine Vela at 631.223.3562 or cvela@musicplayer.com
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‘ The Industry Leader in Studio Furniture

":,'.' == ;!((r Qs
Syneriy Xl Serics
PRS-

The Synergy XL's arc
designed to provide

console housings for all
the popular mixers,
providing you with
optimum functionality

Sercngy SHONB X

" mixers and asseciated
' peripherals.
‘\

R O. Box 1792 Sausalite, CA 94966
Il K00.332.3393 415.332.3392 PAX 415.332.2607

WWW.OmnIrax.com mfm" ‘omnirax.com
e e -

# QasisSampler™ Radio Promotion
o Distribution: CD Baby, Borders.com, CD Now,

Amazon.com, Virginmega, Waldenbooks
® XM Satellite Radio Airplay
» Sonicbids® Electronic Press Kit
» CD-ROM of 14,000 Music Industry Contacts
® Direct SoundScan® Upload
» Patent-Pending Retail Display Racks
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beautiful and ergonomic |

to accommedate these |

n(}razy Paisy Productions
Complete, full-service

CD Mastering

Professional, high-quality CD mastering
for less than $250

Email us an mp3 to get
a FREE mastered sample clip

Short-run duplication packages available

(T Zy Macs eringeony, -—
Phone: 541.517.1458

Fax: 425.790.0630

Email: info@crazymastering.com

TR0 RASTESING AN [RUTING
WOKERVER MLDISME
SULTIMEDIA PROGRASMING

DVDAUTHORING ¢ I P
-—
’ - ’

ORLPINC GASIN
FRCDUCTIO

PRINTIN
PACKAGING

"The sound was so rich and full

that | would’ve sworn that this was

a tube pre, except that the sound |
also Eod a solid-state focus.”

- PEQ1/PEQIR review, Mix June ‘04

|
’\@W'und@r audio |
| wonderavdincom N |

"m L= \

AUDIU ENGINEERING
ASSOCIATES

TR YO THE FUTURE 1 DIRBSUN ME RSN THENIRIRY

WWWRIBEONMICSLOM - 800 798 212/
PLUS FREE

SALE! ‘’oiesie
| MARKERFOAM™ ACOUSTIC FOAM 1

‘ " X GIANT 54"x54" « $29 99 |
IMMEDIATE SHIPPING !
$ ’ Kit! Nolse Quick! Maxmum density |

shetts of Markerfoar mount easy & losk
profpsnong. A low Post, Supar-affactive
sound absorpien selubon that's proven in studiog woridwids Reguest
Foam Catalog & frae Samples taday. Biug or gray avaiable
2* Reg. $39.95 Now $29.99 « 3" Reg. $49.35 Now $39.99 ‘

MARKERTEK BLADE TILES™

America's Best Acoustic Tile Value!
High Performance...Low, Low Cost!
BT2 16"x16"x2", charccal or blue ...54.99 ea.
BT3 16"x16°x3", charcoal or blue ...$7.29 ea.

BT4 16°X16°%4", charcoal.............§8.49 ea. s’
» "
x ' BASS TRAPS
Serious Low Frequency Absorption! |
Triangular design to fit the c@mers ot your roomt

235" Hx 14" D. Charcoal Gmy.
MF-BT1 » $24.99 Ea.

{
FREE Foam Adhesive with any Purchase of 6
or more foam sheets! Promo Code # EQFA

MARKERTEK JUMBO
SOUND ABSORB BLANKETS
Hemwy-duty 76" 98" psided blasbets absord

sound wherever theylre hung or draped
| Fabrlous for Stags, Shio and feid use Top |
" penfesoional Sually at a tuper sevar price!

fshiit' 6 Ive. Dk SAB-1 © $19.99

com“’

I MARKERTEK VIOKD 'UPPLV

www.markertek.com ¢ 800-522-2025

Jpiereree)




MARKE TPLACE

THINK YOU CAN ONLY BE
INSPIRED BY THE CLASSICS
AND THEIR

CLONES?

ruction smple gn.

crually LISTENED i
d

<
t g aiic ['ve hoord in yoors
iihar, Owonr /1 agimmrs - Airbesos Autho (Sen Foidy Jobe Maper]

loowhere Somet-eaa

cakng e old ¢l
we're creaiing the
classics of tomorrow

CLASSIFIEDS

SOUNDOS/SEQUENCES/SOF TWARE
EDUCATIONAL AND TUTORIRL
ACOUSTIC PRODUCTS AND SERVICES
DOUPLICATION
TALENT AND EMPLOYMENT
ACCESSORIES
MIXING/MASTERING
STUDID FURNISHINGS
GEAR FOR SALE

SOUNDS # SEQUENCES / SOFTWARRE
- |
Drumsioniemand

Real Drums. Feal Songs. Real Easy.

Pro-Level Loops in Easy-to-Use Song Sets™
Stereo & Muilitrack in Major Formats

www.drumsondemand.com

Dopest Hip-Hop/R&B
sound libraries on floppy disks. MPC- |
2000, MPC-2000x], MPC-3000, ASR, EPS, |
SP1200 and .WAV. (310) 842-7670.
www.soundsforsamplers.com.

Drum samples made famous by Drumagog |
now available in wav format. Large col-
lection of high quality drums multi-sampled
for use with your favorite drum replacement
program or sequencer. ldeal for rock and
metal. www.rock-drums.com

EDUCATION AND TUTORIAL
iﬁ. ) M)

*TRAIN AT HOME

Easy Home-Study practicsl training in
Multk-track Recording. Join our successtul

O
/)

FREE INFORAMATION:
S Audio Institute of \merieal
" 514 40 Avonue Sute AN, Sen Fracisc, CA 94121

Cwom guwismoe
O ivema
T

CLASSIFIEDS

RCOUSTIC PRODUCTS AND SERVICES

INFO
{413) 884-7044
FAX

%% SILEN
(413) 884-2377

58 Nonotuck St., Northampton, MA 01062
ORDER (800) 583-7174
info@silentsource.com - www.silentsource.com
Acousticore Fabric Panels » Sound Barrier
Isolation Hangers = A.S.C. Tube Traps
Silence Wallcovering - WhisperWedge
Melaflex - S.D.G. Systems = Tecnifoam
R.P.G. Diffusors « Sonex * Sound Quilt

B ACOUSTIC

Design consulting LR

—.soundcontrolroom....
toll free 866-788-1238

INC

SOUND ISOLATION ENCLOSURES
Celebrating over IS years of reducing
sound to a Whisper!
Recording, Broadcasting, Practicing

MDL 1021268
(8.5%10.5)

19 Sizes and 2 Levels of Isolation Available
New! SoundWave Deflection System
(Change parallel walls to non-parallel)
Immediate Shipping!
www.whisperroom.com
PH: 423-585-5827 FX: 423-585-5831

* *
AcousticsFirst”
-r888-765-2900

Full product line for sound control

and noise elimination.
Web: http://www.acousticsfirst.com

VocalBooth.com

MODULAR SOUND REDUCTION SYSTEMS

PRI
Listen to your dreams.
Follow your heart.
Don’t ever stop.

- Calvin Mann

541-330-6045

WWW.VOCALBOOTH.COM

DERDLINE for ADS: the 10th of every month

DON'T MISS OUT ONNEXT MONTH
CALL CHRISTINE VELA AT:
631-223-3562 OR EMAIL AT:
cvela®musicplayer.com

REALTRAPS® 3
High-Performance Acoustic Treatment

Learn why REALTRAPS has fast bocome thie moste
treating pro recording studios and listering
web site

N O ON G 2991499 1699 1,099 299

CD - R DUPLICATION
100 CD’s $1.39 ea.
With Color Inserts 1.99 ea. ( 2 Page & Tray )

Price Includes: CD - R, Duplication,
Thermal imprinting, Jewell Box,
g of cover, &

(936) 756-6861

Analog/Digital

by world class engineers

$"|()5 for complete album up to 12 songs

1-866-414-5266 www.2020music.com
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CLASSIFIEDS

DUPLICATION

PRINTING
E lone I GRAPHIC DESIGN
AUDIO MASTERING
DVD AUTHORING
RECORDS Il
CD & DVD Manufacturing BUSINESS CARDS
10% National Price Guarantee POSTCARDS
BARCODES
=, AND MORE
- tlfggc Get a FREE Catalog
i 1.800.409.8513

CD Package

They said it
couldntbe done'

Ourtwo best offers finally
available together.

Join us in celebrating our 60th
anniversary. Get 60 extra discs - FREE ~
when you place your order durmg 2006.

For a FREE CATALOG call|

A -
.AL (LN S-S V) -

or visit www.discmakers.com/eq

O DISC MAKERS

CD AND DVD MANUFACTURING MADE EASY

NEED CDs?

the choice is

b CRYSTALCLEAR

DISC & TAPE

Trusted experience for over 30 years.

1000 CDs » $999/
1000 Promo CD Pack ¢ $599/

Compiete! Retarl Ready)

1000 DVDs » 57899’ [Complete! Retad Re=ady)
1-800-880-0073

www .crystalclearcds.com

Contact Christine Vela;
(631)223-3562 or cvela@musicplayer.com
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‘ ourmusnconcd co

You should care who
makes your CD.

Your career
is worth if.

MUuUsIc
MANUFACTURING
SERVICES

Fast, quality, affordabie CD, DVD and vinyl
manufacturing for independent labels
and musiciens since 1988.
NEW YORK
1-800-293-2075
NASHVILLE
1-800-909-7568
TORONTO

TALENT ANO EMPLOYMENT

~féa>o

ol sade techvaiegy rechstment

—

1-800-667-4237

musicmanufacturing.com

Looking for a new balance?

Maybe we can heip you equalize.

professls helping to develo)
mwmmmlmvuwm
web mmﬂadom

m 15* 7]320[69) ). +44 (0) 20 F986 5002

| Kitler keyboarder seeks drummers and guitarists.
| Audition online in real time. Get the software at

www.eJamming.com




TALENT AND EMPLOVIMENT MIXING / MRSTERING

' - - -
L o -
T ~ \ ) DO
L [ 0 d

We're growing, and are looking for just the right people to
join our award-winning staff of Sales Engineers - the premier
music technology retail team in the country!

strive for excellence, and committed 10 customer service, we're interested in
speaking with you. Call today and make the leap from a job to a career.

("I

; U e - - 3
. /
! ) Dt ey
= vl ) g

Take the first step, and visit www.sweetwater.com/careers

or @ll Human Resources at (800) 222-4700

ACCESSORIES

f you are experienced in the world ot professional audio, highly motivated, "S'¢NC. Magaz:

JustStrings.com
World's Largest Selection of Guitar & Bass Strings!
www.juststrings.com (800) 822-3953

Case Specialists
www.newyorkcasecompany.com
We Will Beat '

ANY Price!
877-692-2738

MIXING / MBSTERING

( Sonic Factory Studio

Mogor Cw 2 Comh Accwss
A i Orong Qpienml) Jpecs

MASTERING

“BIG LABEL” Sound...Guaranteed!

Located in New York Comple(e
“2.’;.’22 ‘,"9'3‘;5' o Album Deal!

1-800-692-1210

www.musichousemastering.com

www.egmag.com

DRT Mastering
the Analog Specialist

You will have the fat slammin’ major-label
sound that sells discs... or the work is free.
Custom gear. First-class results. Free 16-pg brochure
800-884-2576  www.drtmastering.com

GET IT SOLD IN EQ CLRSSIFIEDS!
CALL CHRISTINE VELR AT:
631-223-3562 OR EMAIL AT:
cvela@musicplayer.com

STUDIO FURNISHINGS

www.ArgosyConsole.com
studio furniture

V-series

Gear racks,
media drawers and more
The RACKIT™ System
Factory direct since 1984

Free brochure (please mention EQ)
Per Madsen Design (800) 821-4883

www.rackittm.com |

GERRFORSALE

EVERY MAJOR BRAND OF EVERYTHING.
MILLIONS OF DOLLARS OF MUSICAL
GEAR IN STOCK.

ALTO MUSIC

Guitars, recording, keyboards, amplifiers,
drums, pro sound, new & used. One of the
largest selections in the country.

We ship everywhere.

(845) 692-6922 » sales@altomusic.com
180 Carpenter Ave., Middietown, NY 10940
Ask for Uncle Freddy — He loves Ya!

C42 Cordioid Condenser Microphone

www.josephson.com
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STUDIO NAME: Backstage Studios

LOCATION: Belper, England

CONTACT: www.anysneap.com

KEY CREW: Andy Sneap

CONSOLE AND PRES: Digidesign Control 24, Colemans TB4
monitoring system, Dangerous 2 Bus 16, SSL G series stereo
EQ and pres, Crane Song Spider 8-channel pre, Focusrite Rea
Quad pre. Amek 9098 EQ and pre

MONITORS: Yamaha NS10s, Genelec 1031s + 1092 sub,
Genelec 1030s, Dynaudio M1s, Bryston 2B Pro amp
OUTBOARD: SPL Transient Designer (4-way), Alan Smart SSL stereo
compressor, Tube Tec LCA2B stereo compressor, Emperial Labs
distressor, RNC compressor, dbx 160, D Drum, Alesis D4, Sansanp
PSA1, POD XT Pro, dbx 120XP sub unit, TC Electronics M2000, TC
Electronics Finalizer Plus, Klark Technics 360 Stereo Graphic

MICS: Sennheiser MD 421, 609; Neumann MD149, KM86; Aud x D6,
D4, D2, B1, i5; Shure SM58, Beta 98, Beta 97, SM91,Beta 57 SM57,
SM7, Beta 52; Audio Technica AT 4033, AT 4050, AT 4030; EV PL10;
AKG C4a51; Beyer M300TG, M20; AKG C414b ul; Yamaha Sub Kick
COMPUTERS AND HARDWARE/SOFTWARE: Pro Tools HD Accel
+ 2 version 6.7 Studio 1, Pro Tools Mix +++ Version 6.1 Studio 2, 2
x Apple G4 Quicksilver, Apple G4 867 Titanium + Magma 2 bay
expansion chassis, 23" Cinema Display Studio 1, 21° Cinema
Display Studio 2, Aople Mac G3, Logic and Wave Burner Pro, Digi
192 and 96 10 interface linked with Crane Song Spider, 2 x ADAT
interface (16 1/0), 3 x RME AD8 interface, Universal Slave Driver
BACKLINE: Marsnall JCM800 50 Wt Soldano Mod head x 2,
JCMB00 100 watt w/extra gain stage, JCM800 100 watt split
channel; Peavey 5150, Triple XXX; Mesa Boogie Dual Rectifier; Krank
Revolutian 1 head, Krankenstein head, 4x12 with Eminence V30s,
Marshall Classic 4x12 Greenback cab, Standard 4x12, Vintage 4x712,
Boogie 4x12 with Celestion V30s, Bass 4x12; Peavey Fire bass
head, 8x"0; Pearl Export 6-piece, Masters Custom; DW 24x18" kick;

EQ MAY 2008 www.egmag.com

complete set of Zildjan Zs + other misc. Zildian and Paiste cymbals;
vocal PA consisting of Peavey XR600, Carlsbro 3x12+2 x horns
STUDIO NOTES: The next time a guy bursts in and declares,
“Trouble at the old mill!” and the next guy asks, "What kind ot
trouble?” the answer will be, “The kind of rouble we're in because
ouw competitor just recorded his record with Andy Sneap at
Backstage Studio and it absolutely kills! "

Nestled in the sticks of the vicinity of (the Sheriff of} Nottingham,
England, Backstage Studio is an old farm converted into a recording
studio. All rustic architecture, an SSL G-series board, and a heaven of
guitar amps for all devotees of crunch and distortion, Backstage has
fully redeemed farm living by making godly metal after godly metal
album. "The building dates back to 1698, which, you know, is twice
as old as America’ owner Andy Sneap says with a laugh. "It used to
be a dairy farm, but it had not been used ir 12 to 13 years. The live
rooms used to be pig stables, believe it or not.”

It is here that Sneap, Backstage's owner, has become the go-to
guy in the hard anc heavy world, spurring huge successes with
bands like Opeth, Kiliswitch Engage, Soulfly, Nevermore, Exodus,
Kreator, and Caliban, and, considering the price, he wouldn't have it
any other way. "It's de‘initely eheaper here You go to London and
the price of living, and real estate for studios, is extortionate”

So, given it's isolated location, what view should yau expect
when visiting to record the heaviest metal of your life? Pastoral hills
filled with cows, lambs, and sheep (no goats, sadly). Sneap advises
against getting too attached to the animals during tracking breaks.
"We're renting a neighboring field out to farmers, and two lambs
are off to the slaughterhouse on Tuesday. I'm a little sad about it;
I've become quite attached to them.”

The trick {for all you sensitive metal-types) is not to rame them,
unless you're going to €all them things like “Lunch” and "Dinner” So,
assuming you are as hungry as we are, maybe you shoud go abead
and check them . . . err . . . the studio out at www.andysneap.com.

HEY, EQ READERS. WANT US TO FEATURE YOUR STUDIO? SEND
PICS AND INFO TD eq@musicplayer.com.
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NEW ACID PRO 6. MUSIC CREATION REFORMULATED.

In & stroke of pure music genius, ACID® Pro 6 software explodes the theory that all digital audio
workstations are created equal. Its unique fusion of professional power and exceptional ease of use
is your catalyst for a creative chain reaction. Legendary looping functionality plus advanced multitrack
recording pius comprehensive MIDI sequencing—ACID Pro 6 software is the new equation for your
next breakthrough. www.sony.com/acidpro6
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Multitrack recording ¢ Real-time pitch and tempo matching ¢ nlire MIDI editing ¢ Unlimited media
cli or tre * MIDI track en s and keyframes ¢ Drum grid editing ® External cont
support ® 24-bit, 192 kHz nard disk recording  Built-in DirectX” audio effi VSTi parameter

automation » 5.1 ¢ 3 Mixing e Lirate video scoring ¢ C ve quantization tools
¢ Integrated CD buming ® Over 1,

INCLUDED WITH ACID PRO 6 .
@ HDWAH | A custom edition of Native Instruments” KOMPAKT sampler like.no.other”
o Lathee v

s =i 3 s bundled with over 120 instruments—a US $200 value.
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Deceptively compact.

Unguestionably pro.

Ultral ite

Sturdy. Portable. Full-featured. The UltraLite 10 x 14 FireWire audio
interface for Mac and PC is born from the innovative design, praven
reliability and award-winning sound of the MOTU 828mkil and Traveler
FireWire interfaces. You get the real thing in a compact, bus-powered,
fully portable half rack I/O, complete with two mic/instrument inputs,
front-panel LCD metering for all /O, 8-bus CueMix DSP on-board mixing,
front-panel programming, SMPTE sync and many other advanced features.
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