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Think inside the box. 
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The MX200 Dual Reverb Effects Processor changed everything. The rich sound of 

Lexicon® hardware reverb. The flexibility of full automation and control within your DAW 

program via VST® and Audio Units plug-ins. Perfect for studio or stage. 
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Think inside a REALLY SPACIOUS 
4-in/4-out box with 17 Lexicon® 
reverbs, 9 delays, 8 effects pl 
dbx® compression and de-essing. 
The new MX403 Dual Stere:/Surround Effects Processor continues the Lexicon legacy. 

More power (quad processors). More programs (223 factory/223 user). More electronic routong 

options (seven) VST® and Audio Units plug-in operation via USB. Get the inside story of the 

new MX400 online or at you nearest Lexicon dealer. 

lexiconpro corn ex'con 
HA Harman IntematIonal Compa-ly 
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ENGINEERED WITH A PASSION 
Sony's PCM-Di portable linear PCM recorder 
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There's never been an audio recorder like the Sony PCM-D1. Minsicians have 
hailed its 96 kHz/24-bit uncompressed audio. Recording professionals love 
the sound quality of the on-board stereo mics and mic preannps Biloggers 
and journalists apprecia:e tte intuitive design. Because the PCM-Dl records 
VVAV files to 4 GB of on-board memory, there are no moving Da -ts and 
!no self- noise for the mics to pick up. You won't worry about rtrnning out of 
!power or capacity in the field, thanks to field- replaceable AA batteries and 
Memory Stick PRO' High Speed media. Even the case- is superb: one millimeter-

thick titanium with a finish about ten times harder than aluninuim. Reewers 
have called the PCM-Di " impressive," "a gem," anal "a home run." We call it a 
whole new way of audio recording. 

Find out more at www.sony.com/proauclio. 

SONY 
PRO AUDIO 

"IMPRESSIVE." 
-John Gateki, Pro Audio Review, December 2005 

"A GEM" 
- Lorenz Rychner, Recording Magzine, &gird 0006 

"A HOME RUN" 
Frank Reazham, Radio World, February 15, ZOO& 

11,06 Sony Electronics Inc. All rights reserved. Features and specifications are sub! ect to change without notice Reproduction in wnoie or to part 

iwitnout written permission is prohibited. Sony and Memory Stick PRO ace trademarks of Sony The New Way of Business is a service Darker Sony THE NEW WAY OF BUSINESS " 



WHAT WOULD MAKE 
COPY PROTECTION PALATABLE? 
The easy answer: a protocol that makes sure people pay for the 

software they use, but doesn't inconvenience legitimate users. 

Unfortunately, no current copy protection system has 

attained either goal. Just about anything can be cracked even-

tually, and sometimes, the people who pay for their software 

have to deal with more problems than the people who don't. 

There are some success stories. I've been told that Apple 

was able to lower the price on the " Logic Pro with everything 

bundle" because Emagic's dongle really did cut piracy to practi-

cally nothing (a telling sign that stopping piracy might very well 

lower prices for everyone). And companies like Propellerheads, 

Cakewalk, and Sony's Madison Media Software division 

have been able to not just survive, but thrive, using minimal 

copy protection. 

But then there are the horror stories, all of which have hap-

pened to me: accidentally using an older dongle driver that 

crashed my computer so badly it had to be repaired with the 

help of a tech, a pre-USB dongle that fried my motherboard 

("Well, it can happen, but it's rare," said the company), going to 

a session thousands of miles from home and encountering an 

"insert CD for verification" message, having software that could 

never be re-installed because the company went out of business, 

and doing a hard drive reformat because the documentation for 

a certain type of copy protection was inaccurate — then tak-

ing hours to re-install legitimate, protected software after 

the re-format. 

Stealing software is wong, and a major problem. 

Intellectual property deserves the full protection of the law. 

But all companies could make copy protection more palatable 

by publishing accurate, crystal-clear documentation on their 

copy protection protocol, and providing " insurance" so that if 

a dongle breaks, the user doesn't have to break out in a cold 

sweat. And, there should oe a repository for non-copy-pro-

tected versions of softwa'e (maintained by IMSTA, perhaps) 

so that if a company goes out of business and the assets of 

the company aren't sold after a year, registered owners can 

download the software for free. And a uniform method of 

copy protection instead of the plethora of protocols would 

really help, too. 

Manufacturers deserve a break, no question about it ... 

but so do honest custome•s. 
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mix sLrface l 24/95 interface E preamps I LCD 

Today. more professional music is prodiced at home than ever 

oefore-anc te new Pro.ectMix I/O delvers what you need to 

take your conputer-based studio and productions to the next 

:evel. Seamless integration with all maîiDr DAW software. The 

abigty to record directy into incluisty-standard Pro Tools 

sessions Facers so you can feel the la- ix with your fingertips 

instead of (fagging a mouse. On-boarc display of critical 

parameters :for intuitive operation. Motorzed control to craft more 

accurate mixes. And professional mut-channel I/O including 

miclinstr.tmert preamps. Lightpipe and SiPDIF. ProjectMix I/O is 

the universal solution that combines the pest of the hardware and 

software:worlds for a new standard in, steam-dined production. 

• record audio directly into Pro Tools M-Powered 

Pro Tools • Live • Logic • Cubase • Digital Performer • Sonar 

for recording hardware 

I IVI-AU050 

• 10-bit toue-sensitive motorized faders 

• buit-in 18 x 14 FireWire audio interface 

• 8 phantom-powered mid line preamps 

• assignable rotary encodars 

• LCD display 

• dedicated transport controls 8i jog/shuttle wheel 

• ADAT Lghtpipe, S/PDIF 8i word clock I/O 

• $1599 MSRP 

rdl See it now! 
www.m-oudio.com/projectmix 

> GET NI-POVVERED INA-AUDIO 
recording inierfaces USB keyboards I studio monitors I microphones I Drea -nps I sound librarie≤ I music software www.m-audio.com 



TUNE IN, TURN ON, PUNCH OUT BY 
MRTT HRRPER AND THE EEI STRFF 

Steve Fisk 
Paul Manousos sits down with legendary Seattle, WA, 

super-producer Steve Fisk ( Nirvana, Soundgarden, 

Low) for a quick question blast. 

EC1: How has the change in technology changed your view on how we make music or how 

you record it? Are you more inclined to work " in the box" these days? 

Steve Fisk: I really miss having a booth, or any really acoustically isolated spot. Lots of 

birds, dogs, and cars get into recordings these days. Anytime I need to record more than one 

person at a time I'm better off in a real stuck). But my own work lives happily " in the box." I 

use a Folcrom RMS216 and a Summit TPA200 to get in and out of Pro Tools, but that doesn't 

affect what I mix on Robert Lang's SSL. There used to be an API in there and we used the 

pres for the electric guitar work, in order to sound more like " Stairway to Heaven." Most of my 

projects go to tape first, as drums and guitars benefit from this treatment. I tend to use 456 

tape so I can actually overdrive it; the " modern" tape stocks don't crunch that much. 

Ea: When using plug-ins, do you find yourself not having to think ahead as much as you do 

w-en going the "old fashioned" route and just running everything outboard? 

SF: I never think ahead and I try to use plug-ins the same way I use hardware. Digital de-ess-

ing seems to work a little better than the boxes I've used, but other than that I prefer to steer 

clear of plug-ins and just utilize my hardware. 

EC.: In the case of For Better or Worse [ Editor's note: author Paul Manousos' solo debut), 

would you have made the same record if you stayed 100% in the box instead of using Robert 

Lang's SSL and mixing to tape? What made you choose the hybrid approach? 

SF: I wanted to use a real studio to get live takes from the three-piece rhythm section, I hate 

starting a record relying on click tracks. You need a good room, the proper isolation, as well as 

the good microphones, and so on. 

Most people I work with tell me they get better vocal takes in a home studio — for a myri-

ad reasons. They know they're saving money. There isn't an owner or intern, or often other 

band members hanging out while they're trying to " deliver." I wouldn't be the first person to 

complain about the sterile studio environment but, on the other hand, Lang's piano wouldn't fit 

in my living room. So as we muddle thru this hellish period of rethinking music production, it 

seems like everyone has a reason, or an excuse. I'm sorry to see studios close down, and I 

don't like being part of the problem. —Paul Manousos 

Practical Workflow Tip # 3 
Archive Organization 

Keep it organized. Create dedicated folders, or even partition a drive as a holding tank for your files, organized in subfclders 

by session or even cue number. And have a back-up system. Whatever archive method you use — DVD, AIT, CDR — employ 

a system that can easily identify if a project has been archived. It could be as simple as copying the enclosing folder to a 

dedicated back-up hard drive, or maybe an Excel spreadsheet with dates and a job number. For Mac users, you can high-

light folders in OSX. My system is this: " Red" means it needs a safety copy made; " green" means it's already backed-up; 

"orange" means it's been backed up already but revisions have been maae to the original, thus a back-up update is neces-

sary; " gray" means the project is completed, fully archived, and ready for deletion. — Kent Vederico 

Practical Workflow 
Tip # 1 
Signal Flow 

Cheat Sheets 

Make a studio session signal flow 

cneat sheet in Excel, and fill in the 

blanks as you set up. Take this 

example: From far left to right — 

instrument, mic, tie line #, preamp, 

fx1, fx2, fx3, DAW input #, and so 

an. You get the idea. This makes it 

easy if you have a technical prob-

lem, or need to change your setup 

quickly mid-session. — Kent Vederico 

Practical Workflow 
Tip #2 
Preventative Patch 

Bay-ing Part 1 

Make each patch from tie line to 

DAW input using the same colored 

cables. I like to signify the right 

sides of stereo mic configurations 

using red cables; same goes for 

insert sends — red cables are your 

insert returns. Regarding stereo 

channels, odd numbers are always 

lefts, even numbers are always 

rights. Sure, it may be borderline 

OCD, but it will save you a lot of has-

sle. — Kent Vederico 
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ZERO 7 by Lily Moayeri 
Henry Binns, one half of Zero 7 packed up and moved his family to the hippie capital of Glastonbury in the Somerset countryside of England 

because, " London was doing my nut in." But when it came time for Binns and his musical partner, Sam Hardaker, to start creating the thira Zero 7 

album, The Garden, Binns essentially kicked his family out in cycler to be able to work. 

"I ended up building a makeshift studio:' says Binns, shuffling around in said facility, which looks more like an outhouse than anytning else. " It 

wasn't intended to be for always. It is a bit 'shambolic' in here." 

And " here" is where all Zero 7's musical decisions are made, in the studio, albeit a bit of a messy one. " Sam and I are always trying to get some 

dirt in there," Binns admits. "Otherwise it feels too clean and a bit uncomfortable:" 

If by dirt Binns means natural, organic, real, live, then The Garden is an absolutely filthy yet obviously comfortable place for the duo. A soothing 

combination of lush grooves and seductive croons, digital soul is the blueprint Zero 7 works off of, characterized by the at times clear but hollow 

tones of tracks like " Futures" and " Left Behind," and the sultry atmosphere that permeates songs such as " Throw It All Away" and "Your Place 

When it comes to capturing/creating Zero 7's patented mellow down-tempo/alt-electronica amalgama-

tions, the band relies on old favorite mics such as the U47, outboard compressors such as the Urei 

1176, and a handful of analog synths — as well as a iefurbished Audiotronix console to mix into Pro 

Tools before mastering to vinyl, a process credited as contributing to the 

album's retro, analog character. The central piece of the album, how-

ever, is the GEM F30 organ, an ancient machine that Binns found in a 

junk shop and later utilized for its preset drum machine canned 

beats. Throwing the U47 up to the GEM F30, which as no line out, 

resulted in a ton of hum and buzz, something attribu:able to the 

GEM's construction (a wooden body which resonates from the two 

cabinets built into the back of the unit) — sounds that the group 

credits for adding a certail quality, a certain soul to The Garden. 

The occasional sample signal is oftentimes manipulated by being 

put through the Tech21 SansAmp, the Electro Harmonix Memoryman, 

or Hardaker's malfunctioning, glitchy EH Small Clone Chorus. Guitars 

were recorded primeily tnrough a small Pignose practice amp for 

its " buzzy" personality, a sound akin to the lsley Brothers' 

distorted guitar moments. Furthermore, an API 

Lunchbox loaded with 512C Pres and 550B EQs, the 

band confesses, is the " secret weapon" part of the 

chain nearly every time, except in the case of the 

drum tracks where only the kick and snare are 

treated with the box — mostly for the benefit of 

the 512C sound with only minimal EQing. 

"More than not, with the drums, it's as 

simple as rolling off the top end," says Binns. 

"I find most things are too bright and too 

annoying to listen to. We all rely these days 

on Pro Tools, and it's really hard to get away 

from that ' style' of recording. The good thing 

is that you can edit easily, but you can edit 

things so much that you -efine things too 

much, where it actually loses character: You 

just hit ' tab-apple-A for half an hour, have a 

cup of tea, and your whole drum track is 

spliced into bits. We were trying not to do that 

as much as possible.' 

To further aid in moving away from too 

refined of a sound, Binns demanded that The 

Garden be mastering onto vinyl. " I find a lot of dig-

itally mastered records, when you turn them up 

really loud they fall apart," he says. " If you ever lis-

tened to Steely Dan, that band were the first people 

to spend two weeks n the studio just working on the 

perfect hi-hat sound. They made all those records on 

analog equipment and they sounded so much better 

than the records made now relying on Pro Tools. We're 

trying to recreate that, to end up with something not 

too squeaky clean." 



Practical Workflow Tip # 4 

Debate: To Track or 
not to Track with EQ. 

Preventative Patch Bay-ing Part 2 

When installing a patch bay, never install it with patch points facing 

upwards. Yes, it looks very cool, but dust and crud get in the bay very easily 

and over time the connections will suffer. In the unfortunate case that 

you've already made this mistake, make sure you always have an adequate 

supply of Deoxit spray around, as it really does make a difference in the 

quality of your connection. —Kent Vederico 

by Jeff Anderson 

Though the bottom line is always turning out the best possible prod-

uct, the means to which to achieve this end have long been debated, 

particularly in regards to treating your signa to tape. Many engineers 

are fierce proponents of the idea that it's only proper to send the 

cleanest, most malleable tracks to the mix, and thus are hesitant to 

record using external effects. In fact, you would be hard-pressed to 

find any engineer who would suggest applying time-based effects 

such as reverb or delay prior to the mix and, likewise, the general 

consensus is that compression is best left to the second stage as 

well. Yet in the case of EQing while tracking, the issue becomes a bit 

more controversial. 

Some engineers feel that it's imperative to achieve the best tones as 

soon as possible, and therefore are much more likely to apply EQ right 

off the bat. When asked, they'll oftentimes exolain that it's important to 

EQ to tape in order to gain a greater sonic perspective, to help show 

how each individual instrument is ultimately going to fit in the grand 

scheme of things, and to communicate the original intent of the engineer 

land the band, for that matter) to whomever n lay be mixing the album. 

But on the flip side there are those indiviauals who argue against 

EQing signals before the mix, claiming that the shortest possible signal 

oodo 
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path to tape is the best. Any time you apply a piece of external equip-

ment to the path you run the risk of adding unwanted noise. And do you 

really want to chance never being able to pull that same perfect vocal 

take from the artist you are recording because you got froggy with that 

vintage Urei and ended up with a pop in the middle of the track? 

Though EQ is a much more " reversible" treatment than others, 

certain pieces of equipment are definitely going to leave a thumbprint 

on your track, albeit to varying degrees. A good example is in EQing a 

vocal track using a Pultec, which is known for adding a very distinct 

sonic character, a frequency boost which will add a " growl" to your 

vocal track and will be very difficult, if not impossible, to reverse in the 

mixing stage. 

But nowadays it's much less of an either/or situation than it was in 

the past. With literally hundreds of tracks at our disposal, we have the 

option of splitting our source signals by using a multi on a patch bay, 

applying the proper cabling tricks, or using a re-amping device. With 

two identical signals to work with, we can affect one yet leave the 

other dry, which is a great way to experiment with EQ for the purpose 

of communicating your ideas to the mixing engineer without being 

married to the consequences. 

And even if you don't have a million great EQs at your disposal, 

you can always record your source signal sans E0 and then, at a 

later time, route the signal from the output of the recorder to 

your E0 and then back in on a new track; and as an added 

bonus, as the effected material will be tracked into your 

recorder, you can easily recall your settings. This very much 

improves your overall workflow. 

It's more of a session-specific issue these days — some-

thing that's very much dependant on the mixing engineer 

with whom you work, and to what level you trust that 

individual to apply the proper EQ settings to the songs 

you've tracked. If you're tracking for a mixing engi-

neer whose work you admire, and in whose skills 

you have confidence, it may not be a bad idea to 

either process to tape minimally or at least have 

dry sources available for them to allow maxi-

mum flex room. But if you are engineering and 

mixing a project, I suppose it's safe to say that 

you can trust both the tracking engineer and 

the mixing engineer (at least one would 

hope) and if there are time/budget con-

straints, or even if you are simply trying to 

expedite the process, perhaps you should 

start treating those tracks and prepare for 

the fastest mix possible. 

The choice is yours... 

In the August Guitar Trax column, 

mention was made of a Jensen JD-

1 direct box.The reference should 

have been to a Radial Engineering 

JDI direct box, which incorporates a 

Jensen transformer. 
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MIDI 4.« 
4 new soft synth u with over 1000 sounds 

Neon One withdotif waves 

Prologue virtual 5nalog synth 

Spector-spectrum filter ! ynth 

Mystic-physical modeling °with spectrum fille 

Import & Expor' audio from video 

Video thumbnalk in the timeline 

Bask cut and paste editing of video,' 

VIDEO 

Cal 

MecliaBay'm 
Jniversal Media Integration 

AUDIO 
33 new VST3' plug-ins 

Indudirg pro E0s, vintage compressors 
and amp simulation 

for a total cf 50 audio plugins 

Viducil Control Room 
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NOTATION 

Cubase 4 offers more creative possibilities than ever before. The 50 studio quality audio effects plug- ins 

and four new VSTi's would cost thousands of dollars on their owni. Combining new features like a virtual 
Control Room and MediaBay with Steinberg innovations including Audio Warp and Play Order Track, 

Cubase 4 sets the standard for advanced music creation and audio production systems. 

Already own Cubase? 

upgrade to 4 at 

www.steinbergupgrades.com 

It's all here, it's brand new and it's... 

Cross Platform Compatibiiity; 
Universal MAC Binary (MAC Intel. OS. X), Windows XP 

2006 Yamaha Corporation of America. Steinberg and Cubase ar registerdtradernarks of Steinberg Media 
Technologies GmbH. Yamaha Corporation of America is the exclusive distributor for Steinberg in the United States 

www.steinberg.net www.steinber9users.cem 
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Breakthrough technology. 

More creativity. 

All 4 you. 

Creativity First 
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SESSIt e" FILE 
John Erik Kaada looks for signs of 
by John Dylan Keith 

Norwegian composer John Erik Kaada's new album, 

Music for Moviebikers — a gentle collection of lush 

acoustic arrangements set as soundtracks to imaginary 

films — could well double as a shared dream between 

Tom Waits and Ennio Morricone had they been residing 

in a Bergen hostel durirg choice career moments. It's a 

kind of chamber orches:ra suite, quite different from 

Kaada's earlier work, though approached with the same 

sleight-of-hand production techniques that have made 

Kaada a favorite among DIY musician-producers in 

recent years. 

Kaada's artistic approach is non-traditional, in that 

oftentimes what you hear has been achieved through 

rather bizarre means, and not only in the pure performance 

Why be normal? Kaada embraces happy accidents. 

aspect (as he tells EC), " People think that on my albums 

it's all sampling — there are some samples, but also we 

tried to play like samples"). His unconventional ethos is 

also apparent in the mixing process, where a deep 

understanding of the science of sound comes into play, 

outlining the boundaries which Kaada calculatedly, and 

continuously, pushes. Never has this been more evident 

than on Moviebikers — an album where Kaada has fur-

ther stepped outside of me box, both figuratively and lit-

erally speaking. "When I sum up the last 10 years, I've 

spent most of it in front of my monitors: Kaada tell us 

via phone from his home country. " I wanted to do this 

away from the computer as much as possible, achieve 

something very organic sounding." 

KAADA 
new life in the circuits 

A GRAVE SCENARIO 

After the initial tracking of drums, bass, and placeholder 

keyboards (recorded to a click track at Kaada's own home 

studio, Wrongroom, for the purpose of more efficient 

supplementary tracking in different " facilities"), Kaada 

was privileged enough to stage a session at Oslo's 

Vigeland Mausoleum — a vaulted, windowless tomb 

built by Norwegian painter and stained-glass artist 

Emanuel Vigeland to store and display his artwork (as 

well as his remains). " The whole idea was to get that 

fantastic reverb on tape," says Kaada, who is known for 

his elaborate signal treatments via various " natural" 

locales for their characteristic resonance(s). " I recorded 

some claps and snaps to import into my convolution 

reverb, like impulse/response, for future reference," 

information that came in handy for overdubs and mixing, 

when three Eastern European street musicians caught 

his attention and were corralled into a taxi and taken to 

contribute overdubs at Wrongroom. This snapshot of the 

Vigeland acoustics enabled Kaada to place the trio in 

essentially the same acoustic space as the initial 

Vigeland session. 

Access to the Mausoleum was fairly restricted — the 

Norwegian government disallowed the presence of 

drums, most electric/amplified instruments, and even 

additional lighting (to preserve the paintings stored 

within). Originally Kaada expected to combat these harsh 

impositions by recording to a Mac G5 through three 
rented Daniel Weiss ADC1 MK2, 24/96 AD converters in 

a bus outside, but soon found that a vestry at the mau-
soleum's entrance could serve as a control room, 

crammed with not only the recording gear but a separate 

mixing desk to accommodate monitoring of the pre-

recorded tracks. 

Running a 75-foot snake out to the cavernous main 

room of the mausoleum, Kaada found the expected 

low mid-tone pile-up, a problem solved by activating 

the low-cut switches on all the mics, plus a little more 

roll-off bottom and mid, and boosting a little high end 

on his Millenia HV3D preamps ( units he tells us he 

employed due to their transparency) before going into 

the desk. However, there still existed many barriers, 

not so much in achieving a good sound but more so in 

the performance aspect — a lack of adequate lighting 

coupled with the fact teat Moviebikers, composed by 

Kaada and relayed via notation, left many of the ses-

sion musicians simply squinting in the dim light, while 

Kaada himself tried, in the dark, to properly manipulate 

his outboard gear. 

AT WHAT TIME YE HEAR THE SOUND OF. 

The aforementioned issues, however, did not stop Kaada 
from employing a wide array of " government sanc-

tioned" instruments, from dulcimers to Harding-fiddles 

to autoharps, in the Vigeland sessions — traditional 
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munch In 
instruments that Kaacre hardly treated with reverence. He 

rarely adhered to trad.tional strategies of producing or 

capturing their sounds, whether by putting rubber over, 

under, or between strings, using bows for plucked instru-

ments, unorthodox mic placements, and/or a healthy 

dose of effects processing and re-amping after the fact. 

A fine example of this is the piano track on the album-

opening " Smiger," a ghostly sound achieved by placing 

an E-bow over the piano's strings — captured with an 

AKG-414, placed near ;he pedals to give a looming quality 

to the piano's gentle, quiet sound. 

Kaada also favors tl'e 414 as a room mic — telling us 

that he put up four, arrilyed around the mausoleum. 

("These were recorded straight into the desk," Kaada 

notes, " I've often found myself dropping the preamp to let 

the high timbres shine throughlThough none of the ambi-

ent mics made it into Kaada's end mix, he does save them 

in case the album ever gets treated to a surround mix. 

Other mics in Kaada's arsenal ranged from the standby 

SM57s and U87s to the esoteric: On most of the 

Eastern- European string instruments he used a rare 

mic called the Symfon BC- 10. This is a hyper-cardioid 

Kaada advises, "Get things 
out of the computer and 

through some fresh air — do 
anything to add the com-

plexity of the sounds." 

condenser built with military radar technology — one he 

likens to an improved AKG C535 — developed and made 

by the father of the director of one of Kaada's videos. 

"He came up to me and said, ' My Dad made this great 

mic.' I assumed there would be a reason it never made it 

into production, but it was fantastic — it supposedly 

picks up over 50kHz, sounds we will never hear, but it's 

nice to know they are there." 

DI(Y) BOXES 

One of Kaada's favorite tools for tonal coloring is the use, 

or misuse, of his many amplifiers — most of which are 

custom jobs he's modi7ied personally. He uses a DI box 

to lower the noise that arises from impedance mis-

matches, though at times he's been known to push the 

signal backwards through the DI, or skip even applying 

the box in his chain. 

At Kaada's blogspol (htto://wrongroom.blogsoot.com) 

he discusses how he used an old 1930s Philips speaker 

due to it's " really thin, ar off sound," telling us " it brings 

the instrument over, on top of everything; an extra very 

special timbre, that EQing doesn't always allow." Pointing 

to the track " From Here on It Got Rough," Kaada attributes 

the use of the speaker :o the "exhalation sound" of the 

autoharp, adding that a good portion of the dominant-

melodic instruments were run through the Phillips to 

achieve a similar effect. 

ORDERING CHAOS 

Kaada's prime recommendation to those looking to aug-

ment their sounds, especially those relying on soft 

synths, is to " get things out of the computer and 

through some fresh air — re-amp tracks, and move the 

mics away from the speaker. Do anything to add the 

complexity of the sounds." An admitted spring reverb 

fetishist, he prefers to use the reverb of naturally res-

onating physical objects. For example, he sometimes 

amends his re-amping tactic by playing the re-amped sig-

nal into a piano with the damper pedal, or certain keys, 

held down, then miking the combined sound with that of 

the resonating piano strings. Basically, the piano 

becomes a bulky spring reverb. 

Kaada has also added springs to some of his rack-

mounted effects units, and even built one specialized 

four-channel reverb — a unit showcased on the guitar 

tracks of " The Mosquito and the Abandoned Old 

Woman." Kaada tells us, " I installed four different stereo 

pairs of springs into a metal frame, and split the signal 

into four, with volume pots on each input. It has an 

amazingly rich and flexible sound, maybe because the 

springs have different lengths, and the frame itself is 

stretchable." 

Another method Kaada employs to add complexity to 

his sounds is that of running a signal through one of 

many old tape delays loaded with heavily worn tape, a 

technique used to impart a unique distortion. " Everything 

sounds better with a small touch of distortion"; distortion 

he oftentimes exploits by pitch-shifting extreme intervals 

with an Eventide H8000FW, rather than simply changing 

key. He speaks of regularly pitch-shifting a track one 

octave down, then removing the artificial top and bottom 

via EQ — a technique Kaada promises will result in big-

ger, darker sounds for percussive instruments. 

IN THE NAME OF SYMMETRY 

The mausoleum takes on Moviebikers clock out to 59 

minutes, 58 seconds of audio, to which he added two 

seconds during mixing, a running time Kaada found 

rather significant: "The fact that we ended up with almost 

exactly an hour of music was spooky, as the last compo-

sition is called ' In Hora Mortis,' which means something 

like ' In the Last Hour.' Being in a tomb and everything, it 

kind of freaked us out." While this smacks of Led Zeppelin 

studio lore (i.e, the appearance of the mysterious black 

dog), it loosely speaks to what Kaada sees as the lessons 

of Moviebikers, and his general working philosophy. Kaada 

encourages others not only to run with happy accident, 

but also to experiment freely with the tools they have. 

"It's really time-consuming, but it's worth I. Because 

people react to it, and it's more fun." It's an easy concept 

to lose sight of while the studio clock is ticking, perhaps, 

but well worth the effort to remember. 

John Dylan Keith is a freelance writer and musician vib-

ing mostly within Brooklyn, NY He's a regular E0 con-

tributor and has appeared everywhere from the New York 

Press to TapeOp, and many publications in-between. 
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RICHARD SUCCESS STORY: DEVINE 

Variations in Serialist Sound 
by Matt Harper 

You would be hard pressed to find anybody busier than 

Richard Devine. Between time spent on the requisite 

composing and engineering/recording of his own pro-

jects, he's been moonlighting too — recording and scor-

ing music in various commercial fields (from video 

games to movies), as well as undertaking sound design 

and various software projects for Native Instruments, 

Universal Audio, Korg, and many others. Having collabo-

rated with a vast panoply of electronic-based 

musicians/producers ( BT, Aphex Twin, Venetian Snares, 

Keith Whitman, and so on), Devine has also guest 

instructed at Berklee and lent his skills as a tutor to end 

users of many of the aforementioned manufacturers — 

all while being barely old enough to rent a car. 

A classically trained musician since his early child-

hood, Devine drew inspiration from composers such as 

Chopin and Kabalevsky, marrying the complexity of their 

The science is tight: Richard Devine hard at A quick peak into Devine's home studio, barnyard animals 
work engineering laptop generated IDM. not included. 

arrangements with the DIY ethos of acts like My Bloody 

Valentine and the harsh, electronically generated tex-

tures of Coil, SPK, and Brian Lustmord. Before Devine 

had even received his high school diploma, he was col-

laborating with the late Oberheim sequential tech Tim 

Adams. " He taught me about circuit bending: how to 

modify, to understand the circuit flow," Devine recalls. " I 

had done a lot of research into Don Buchla's designs, and 

the records made from his pieces, particularly those by 

Morton Subotnik. The sounds were so alien, I was imme-

diately like 'Whoa, I'm going down this path.— 

SCULPTING AUDIO 

Fast forward not many years and Devine seems, almost 

miraculously, to have a slew of solo releases under his 

belt on labels as diverse as Warp, Schematic, and 

Asphodel; as well as an impressive remix résumé includ-

ing Aphex Twin's " Come To Daddy" and Matthew 

Herbert's " Leave Me Now." Having gained worldwide 

notoriety for his composition, production, and remixing 

capabilities, Devine partially credits the application of 

architectural theory to the achievement of his highly 

regarded sonic creations — listing famed deconstructivist 

architect Frank Gehry as a major influence in his approach 

to production. " I was telling the students at Berklee how 

I work in a very visual manner when I work musically," 

states Devine, who holds a degree in Graphic Design. " I 

see things more in shapes and textures, and apply like 

the principles of design found in the world of visual arts 

into sound. The world of art and 

audio are very closely related — 

color and texture, tone and rhythm 

— all in various forms of repeti-

tion. The elements of design can 

be applied to how you work with 

frequency, modulation, and ampli-

tude. I always think, 'what if I 

make a sound shape, control the 

contour and the envelopes and the 

filtering to sound like what an 

artist created?' I call it ' drawing 

audio sculptures.— 

SURROUNDING SOUNDS 

3-D audio, if you will, is perhaps 

the most succinct description for 

Devine's sonic creations; the par-

allels between the multi-dimen-

sionality of the post-modernists 

art that he takes cue from and his 

own deeply layered, dark and (at 

times) disturbing work are legion. 

Taking into consideration Devine's 

intent to approach the listener 

from multiple angles, it's no sur-

prise that he's delved quite deeply 

into the realm of mixing in 5.1 surround — a tactic he's 

employed lately when collaborating with BT on the 

soundtrack for director Adam Rifkin's new film 

Surveillance. 

"I turned BT on to mixing in Nuendo, as he was previ-

ously doing everything in Logic," Devine informs. " I 

converted him right in the middle of the project. I actu-

ally program everything, record all the sessions in Logic 

7.2, but then I'll export everything out and import back 

into Nuendo, mixing everything in 5.1. We were doing 

the sessions in Logic, programming all the cues, and then 
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dumping everything into Nuendo at the end of the day. 

Nuendo is absolutely amazing for it's panning capabilities; 

theway you can automate and get a clear visual of each indi-

vidual channel to help — it's a logical layout for mixing." 

But Devine's insistence on manipulating paths of tra-

jectory in the mix is but a mere nod towards his non-tradi-

tional approach to gathering sound sources, many of 

which are " found" as opposed to played, for compositional 

purpose, a tactic oftentimes used by one of Devine's 

biggest influences: Aleatoric composer John Cage. 

Approaching the Surveillance sessions, Devine confesses, 

"we thought 'why don't we produce this score in the 

most non-conventional sense?' Undertaking a field-

recording mission of epic proportions, M-Audio 

MicroTrack in hand, Devine and BT found themselves 

culling tracks from a local Best Buy — tracking refrigera-

tors, fax machines, and even police scanners. " Those are 

what we ended up using to generate our rhythm tracks," 

he adds, " and ther we recorded electric dulcimer, 

didgeridoos, circuit-bent Speak & Spells; we used every 

kind of strange tool and sounds found in the real world, 

manipulated, time corrected, then processed — pro-

grammed into complicated 

po yrhythms and 'glitched out' SD as 

to match the film's disturbing vibe. 

We really tried to challenge our-

selves, produce something that 

people would be like 'wow, this is 

really strange:" 

GOING MODULAR, THINKING 

ANGULAR AND GETTING BENT 

Though his artistic mindset is car-

ta n'y "out of the box," Devine 

spends a good portion of time 

recording " in the box," first creating 

sounds within certain applications 

such as Cycling ' 74s Max/MSP, 

GRM Tools, and the multitude of 

Native Instruments software pack-

ages that he has held hand in forg-

ing — oftentimes using Vokator for 

spectral vocoding purposes, 

Absyrth for wave fractalization, 

Reaktor for interpolation delays, 

and so on in regards to sound 

desigrè/treatment before dumping 

the scunds into either Logic 7.2 or Pro Tools 7, only to mix 

in Nuendo. 

However, a sizeable amount of his sound can still be 

attributed to his Tim Adams custom-built analog synthe-

sizers, including a home built frequency shifter and a full 

three-filter/three-oscillator mocular system — tools that 

are indicative of the passion that has followed him from 

his formative years. But though he reveres those tools, 

he's also quite the mad scientist himself, amassing a 

huge collection of modified instruments, from synths to 

circuit bent toys. " I used to wa'k around with an analog 

synth handbook just buying everything. 'Alright, this key-

board made the sounds from Close Encounters of the 

Punch In 
Third Kind— I've got to get an ARP 2600!' A friend of 

mine, Richard Goodsell, told me to hook up with Tm 

Adams, one of the best techs in the Atlanta area. He 

taught me all about circuit flow, what certain chips, op 

amps, and diodes do; how to surgically analyze your 

gear, from the transformer to the power supply and mod-

ify it. Anything to make a bizarre noise...." 

And bizarre noises are sure to continually abound, 

whether generated within the box or, perhaps, especially 

out of the box now that Devine has acquired what he 

calls a " Cage-prepared piano sculpture" — a baby grand 

piano which he plans to " hang from the ceiling by 

chains," put up a stereo mic pair, and record the sounds 

of " throwing stuff at it," a true example of tracking 

chance music and a far cry from his rather stringent clas-

sical upbringing. 

TAKING IT UPA NOTCH 

The future appears to only hold bigger and greater things 

for Devine, with his remix and general production duties 

expanding to include everybody from Sound Tribe Section 

9 to Peeping Tom, the latter of which Devine chalks up as 

Schooling the masses 
manipulation. 

Devine guee lecturing at Berklee on sound generation and 

being one of his more interesting projects. They got 

ahold of me and said, 'we have to do some crazy, back-

wards circus/DSP/heavy metal/noise/everything stuff,' 

flipping through 20 different genres in a matter of three 

minutes. We did some intense programming and DSP 

processing, manipulating voices and then chopping them 

up. Anything is fair game. Tire breaking off a car? We'll 

use that as the hi-hat. Stepping on a monkey's tail? I 

even recorded the sounds of a pig breathing as a transi-

tion for one of my songs, to break from one section to 

another. That's what I'm looking at working on, collabo-

rating with artists and producing music that's really on 

the next level." 
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Make A Function 
Generator . . . in Software 
by Craig Andorran 

Anyone here remember the Intersil 8038 integrated cir-

cuit? Okay, I see one hand raised in the back.... 

Well, one of the important elements of any well-

equipped test bench was an audio function generator 

capable of generating tones and sweeps, and the 8038 — 

a breakthough multi-waveform audio generator on a 

chip — made it far easier for hobbyists to build a decent 

function generator, for a fraction of the cost of commer-

cial models. 

But nowadays, when you need test tones, just reach 

for your software: Wavelab, Sound Forge, Audition, and 

many others can create test tones and even do sweeps. 

These are very helpful not just to play back through your 

system, but to save as a file and load into samplers and 

other devices to evaluate how they perform. And of 

course, you can burn these to an audio CD if you want to 

have a test CD playable through any CD playback system. 

A SWEEPING STATEMENT 

I find a 20Hz-20kHz svveep very helpful, so here's how 

to create one using Aaobe Audition. 

1. Select Edit view (not Multitrack view). 

2. Go " Generate > Tones ( Process)" and choose the 

sample rate, channels, and bit resolution. Click on OK. 

3. Under the " Initial Settings" tab, select a " Base 

Frequency" of 20Hz, " dB Volume" of 0 (assuming you 

want a " full code" signal), Sine for " Flavor," and under 

"Duration," enter the desired sweep length ( 15 sec-

onds is a good choice). Under " Frequency 

Components," the " 1" slider should be at max, and 

under " Flavor Characteristics," select " 1." All other 

fields should be set to 0 and all checkboxes should be 

unchecked (Figure 1). 

4. Click on the Final Settings tab, then click on " Copy 

From Initial Settings." 
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Fig. 1. 

5. For " Base Frequency," enter 20,000Hz. You don't need 

to change any other settings. The Final Settings 

screen should look like Figure 2. 

6. Click on " Preview," and you'll hear the sweep. Cool! 

7. After you're satisfied that it works, click on " Stop," 

click on "OK" to actually generate the file, then save 

the file. 

STANDARD TONES 

Of course, you can also generate fixed frequency tones 

using a similar procedure; here's how to do it in 

Steinberg's Wavelab ( Figure 3). Go " Tools > Audio Signal 

Generator" and on the " Source" page, choose " Sine," 

phase angle of 0, and the format (stereo or mono, bit 

resolution, etc.). Under the " Frequency" tab, set all Time 

values to 0, and the desired frequency with the " Median 

Freq. 2" parameter (set here to 440Hz). The other fre-

quency parameters don't matter. 

On the " Level" tab, set the tone's duration with the 

"Sustain Time" parameter. All other values can be left at 

the defaults. 

Click on " Generate," and a window will open with the 

waveform. Save it, and you're done. 

MORE FREQUENCIES! 

In the days of analog tape, common alignment tones 

were 100Hz, 1kHZ, and 10kHz. But of course, using soft-

ware lets you generate tones of any frequency. For your 

reference, standard 2/3 octave frequencies are 25Hz, 

40Hz, 63Hz, 100Hz, 60Hz, 250Hz, 400Hz, 630Hz, 1kHz, 

1.6kHz, 2.5kHz, 4kHz, 6.3kHz, 10kHz, and 16kHz. 

Standard 1/3 octave frequencies are 25Hz, 31.5Hz, 40Hz, 

50Hz, 63Hz, 80Hz, 100Hz, 125Hz, 160Hz, 200Hz, 250Hz, 

315Hz, 400Hz, 500Hz, 630Hz, 800Hz, 1kHz, 1.25kHz, 

1.6kHz, 2kHz, 2.5kHz, 3.15kHz, 4kHz, 5kHz, 6.3kHz, 

8kHz, 10kHz, 12.5kHz, 16kHz, and 20kHz. 
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Blue Cat Audio Flanger and 

Stereo Flanger v2.0 

New versions of Blue Cat Audio's 

freeware Flanger and Stereo 

Flanger plug-ins ( for Windows 

DirectX and VST) sport advanced 

MIDI coiltrol with MIDI learn, full 

automation support, and skinnable 

user interface. 

www.bluecataudio.com  

Voice Vol. 2 Liquid Instrument 

Consisting of 300 choir-based vocal 

phrases (about 2,400 loops), The 

Voice Vol. 2 Liquid Instrument 

($199.95) is a cross-platform plug-. 

in for VST, Audio Units, and ATAS 

Voices are individually editable 

within the choir. 

wwwueberschall.com  

Visualizer 1.0 Beta 3 

Introducing more functionality and 

severa fixes for this audio analy-

sis tool, NuGen Audio has just 

announced the release of Visualizer 

1.0 beta 3 — available as a free trial 

dowrvoad from their website. 

www.nanenaudio.com  

VSTi Host Now Available in 

Universal Binary Version 

Defect•ve Records' VSTi Host 

Version 3 ($ 35, update from 

Version 2 $101 allows a VST instru-

18 

ment and up to four effect plug-

ins to be used outs'cle of larger 

host applications. It is available 

for Intel Mac architectures as well 

as PowerPC, and also supports 

ReWire and DirectConnect. 

www.defectiverecords corn  

Feldspar Special Edition 

Multi-FX VST Plug-In 

This Special Edition of the Feldspar 

Multi FX VST is a slightly altered 

version of the original with a few 

notable changes: It has one enve-

lope and settings instead of two, 

and four modulation 'outings in 

the matrix instead of sx. A reverb 

effect has been aaded, the CPU 

usage has gone down by about 

1/3, and the number of patches 

has doubled. 

www.perimetersound.c:om  

PM8 Passive Summing Mixer 

The PM8 from SM Pro Audio is an 

8x4 passive mixer/summing unit 

desigred for DAW users to avoid 

unnecessary ND and DIA conver-

sions. Merging up to eght analog 

channels into clean stereo pairs, 

with all the sonic depth and dynam-

ics intact, the PM8's level control, 

panning, and muting controls give 

the unit a d stinct analog sonic 

quality. www.smproaudio.com  
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Mbox2 Pro 

The Mbox2 Pro audio/MIDI interface 

($7991 provides high-speed Fire Wire-

powered connectivity, up to 24-

bit/96kHz audio resolution, and a wide 

range of analog and digital I/O — as 

well as MIDI Time Stamping support, 

Word Clock I/O, and dedicated stu-

dio monitor outputs. 

www.digidesign.com  

RND Universal Binary Versions 

of DAW Plug-Ins 

Roger Nichols Digital's DAW plug-

ins ( Dynam-izer, Uniquel-izer, 

Frequal-izer, Finis, and Inspector 

XL; $249-$299) are now available 

in Universal Binary versions for 

Intel-based Apple Macintosh Core 

Duo systems, in VST, RTAS, and 

AU formats. All are available for 

free 14-day evaluation from the 

company's website. 

www.rogernicholsdigital.com  

REDType A Tube Mic 

Utilizing a single hand-

selected ECC88 vac-

uum tube, the Type 

A ($ 1,345) mic is 

based on a system of 

interchangeable capsules 

($249-$849 each). The 

package includes a cus-

tom-built flight case, 

high-definition cable, shock mount, 

and the PowerStream power sup-

ply, which offers a soft-start feature 

that maximizes tube life and min-

imizes startup time. 

www.redmic.com  

RiffWorks Line 6 Edition 

Version 2.0 

Available as a stand-alone soft-

ware guitar recording application 

for Line 6 USB and GuitarPort 

Rifftracker bundles, RiffWorks Ver 

2.0 is compatible with OS X and XP 

alike. It includes a 60-day free trial 

for Riff Link online collaboration, 

and Riff Caster instant podcasting 

technology. Pricing: $99 as an 

add-on for Line 6 GuitarPort, 

TonePort, and PODxt; $265.99 in 

boxed version with the Line 6 

GuitarPort. 

www.line6.com  

Compadre Beatpuncher 

VST 1.1 

OtiumFX has announced 

an update for the 

Compadre Beatpuncher 

VST plug-in compressor, 

which fixes initial glitches in 

regards to registration issues and 

panning behavior. The upgrade 

is free for all 1.0 registered users. 

www.otiumfx.com  
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Surge VST Plug-In Ver 1.2 

Surge (approx. $ 169) comb nes 

analog-sty.e and wavetable oscil-

lators, configurable dual filters 

with a feedback loop, and massive 

modulation capabilities. It's com-

patible with Windows Xe XP x64, 

Server 2003, and OS X. 

www.vemberaudio.com  

R- 122V Vacuum Tube 

Ribbon Nlic 111M 
Royer Labs is now shipping its 

newest addition to their R-series 

line, the R- 122V ($2,995). This 

ribbon-based tube mic comes 

complete with a camera-style case 

w th a dedicated power supply 

and shock mount; the included 

caole set is equipped with militay-

grade locking type XLR connectors. 

WWW.roverlabs.com  

Aodiowarrior Master Songwriter 

Ver. 1.0 

Just released for Reason, 

the 4GB Master Songwriter 

($199.991 sample work-

station Reason Refill 

comes complete with 

acoustic/electric drum kits, 

guitars, basses, analog 

synths, pianos, organs, 

sound effects, ano more. 

wvvw.auctowarrior.c:om  
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Audio Kontrol 1 USB 2.0 Audio 

interface 

Audio Kogitrol 1 is equipped with 

studio-grade 24-bit/192kHz 

Cirrus Logic converters and 

offers a 2-in/4-out configuration 

complete with mic pre, " Hi-Z" 

instrument input, and head-

phone amp. Four freely assign-

able control elements on the 

:op side of the unit make it pos-

sible to adjust any software 

parameter directly from the 

interface, allowing it to double 

as a baso controller device. 

www.nat ve-instruments.com  

Aviom AN-1610 Output Module 

Now complete with DB25 con-

nectors, Aviorn's new AN- 16/0 

($944.951 converts 16 channels 

of uncompressed, 24- bit digital 

data transmitted via A-Net into 

16 discrete mic or line-level ana-

log audio output channels. 

www.aviom.com  

Xboard 61 USB/MIDI 

Controller 

E-mu has shipped its new 

Xboard 61 USB/MIDI 

Controller for PC and 

Mac, featuring 61 premi-

um full-size keys with 

aftertouch, 16 program-

10 11   1.2 13 11 11 - 
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mable real-time control knobs, 16 

new patch select/program 

change buttons, Xboard Control 

editing software, and a full ver-

sion of E-mu's Proteus X Version 

1.5 Desktop Sound Module with 

over 3GB of sounds. 

vvvvvv.ern u scorn 

Nine Volt Audio Stylin 

Basslines 

Stylin Basslines ($69.991 is the 

first bass collection designed 

for Stylus RMX users. With over 

550 loops, this collection cov-

ers a wide range of styles and 

grooves using vintage, modern, 

fretless, and electric upright 

basses, along with vintage analog, 

modern analog, and computer-

based synths. 

www.ninevoltaudio.com  

Fireface 400 36-Channel FirelNire 

Interface 

The Fireface 400 ($ 1,149), a 

portable, DSP-basec 36-channel 

FiraWire interface, boasts active 

jitter suppression, additional stand-

alone functionality, direct device 

operation, professional quality 

I/0s, and a 648-channel matrix 

router — all of which is opera-

tional up to 192kHz.. 

www.rme-audio.corn  

Furman MAX In-Well 

PowerKit-TL 

Used in conjunction with a 

Furman power condtioner, this in-

wall electronic extension system 

discreetly supplies safe, pure 

power from the man equipment 

rack to any remote display device, 

amplifier, or powered subwoofer, 

while at the same time improving 

sound quality. 

wwwfurmansound,corn 

Sterling Audio has introduced 

a new line of condenser mics 

— the ST66 ($699.99), ST55 

($499.99), ST44 ($699.99), 

ST33 ($ 499.99), and ST31 

($149.99). With the exception 

of the ST31, a I models fea-

ture an attenuation switch, a 

75Hz-12dB/octave low fre-

quency roll-off switch, carctioid 

po.ar pattern, and transformer-

isolated output 

www.sterlingaudio.com  

All prices are manufacturers sug-

gested retail price. Fool Box mate-

rial is provided courtes-y of 

Harmony Central, Inc., and is used 

with the express written permis-

sion of the publisher. 
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Mastering Workflow 

Make your studio 
environment 
work with you, 
not against you. 
by Craig Anderton 

ust so were clear: By " work-

flow," we mean the flow of 

work. As in, whether a project 

flows effortlessly from start to finish, 

or gets snagged on riptides and eddy 

currents. 

Workflow isn't just about a more effi-

cient experience. It's also about a more 

artistic experience, because ideas flow 

when projects flow. And it's also about a 

more profitable experience, because 

projects that flow well get done faster. 

One of the main issues with defin-

ing good workflow is the left brain/right 

brain dichotomy, which was covered at 

length ir the December 2004 issue. 

Rather than go over that ground again, 

here's the somewhat oversimplified 

short form: You don't want to have to 

think analytically when you're trying to 

be creative, because your brain 

processes those activities differently. A 

smoother workflow means you can 

stay in a c'eative space. 
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Mastering Workflow 

DISRUPTIONS TO 

WORKFLOIN 

First, we need to identify what disrupts 

workflow, because only then can we fig-

ure out how to avoid those disruptions. 

Here are the prime offenders. 

• Not being able to locate what you need, 

when you need it. Whetner it's a piece 

of gear, a particular sourd, files, session 

notes, whatever — if you have to spend 

time looking for something, it breaks 

the flow. 

• Doing unnecessary work. A good exam-

ple is creating the same thing over and 

over again when you could be using a 

template; or not reading a manual to 

discover helpful shortcuts. 

• Equipment failures. Also known as 

"instant workflow death." 

• Using the wrong tool for the job. 

Forcing something to be something it 

isn't means you'll waste time trying to 

cajole the tool into doing your bidding. 

Now let's zoom out. What all of these 

have in common is that they create inter-

ruptions. So basically, the pursuit of work-

flow is about minimizing interruptions — 

whether in the equipment you use, the 

procedures you adopt, or the mechanics 

of running a session. 

PART I 

LOST AND FOUND 

There are two main thing.; you'll look for 

during a session: 

II Hardware (mics, accessories, spare 

parts, etc.) 

• Media (files, tapes, older sessions, 

sample CDs, manuals, and the like) 

Each requires a different approach if you are 

to find what you want, when you want it. 

HARDWARE 

CATEGORIZATION 

The key to finding anything is a " tree" 

structure, not unlike how you browse for 

files on a computer. 

For example, I have several large, 

three-drawer cabinets, each dedicated to 

a particular function. One is for " com-

puters." The bottom drawer (because it's 

accessed the least) is fo. crucial computer 

items needed to recover a drive or make 

system changes: operating system disks, 

printouts of authorization codes, driver 

disks, motherboard manuals, and the like. 

The middle drawer has parts, such as 

ribbon caoles, hard drive jumpers, screws, 

spare power supply, etc. Anything 

mechanical needed to fix a computer 

goes here. 

The top drawer is for oft-accessed 

accessories, such as USB memory sticks, 

USB and FireWire cables, adapters, and 

so on. 

Another cabinet is for " studio acces-

soies7 The top drawer is for recording 

and mixing gear, like mics, pop screens, a 

stopwatch, and stand adapters. The mid-

dle drawer is instrument-specific: strings, 

picks, tuners, cleaning cloths, string 

winder, straps, etc. The bottom drawer is 

for miscellanea such as analog recorder 

es•;entials (tape de-magnetizer, head 

cleaner), batteries, tape splicer, recorder 

lubricant, and audio cable adapters. 

There are also smaller " project" 

drawers that provide temporary storage 

for particular projects. For example, with 

an audio-for-video project, a drawer will 

hold the videotapes, audio media, and 

take sheets. 

Audio/MIDI cables go in large, pull-out 

drawers Drawer categories are cables 

with similar ends (phone-to-phone, XLR-

to XLR, MIDI-to-MIDI, and phono-to-

phono), with another drawer for cables 

with dissimilar ends. These don't get used 

a lot, but if I need a phone-to-XLR or 

whatever, this is the place to go. 

That's enough examples. The point is 

when you want to find something, you 

should know where it lives. And here's 

one more tip: If you can't find something 

and start looking for it, remember the 

first place you looked. That's where your 

instincts told you it was, so when you 

fiad whatever you're looking for, put it in 

that place. 

MEDIA CATEGORIZATION 

The problem of categorizing media increas-

e:: exponentially as you acquire more 

media to categorize. Here are some sug-

gestions for media organization methods. 

• Sample CDs/DVDs: The "Oskar" shelv-

ing system from Mid-Atlantic industries 

(www.atlantic-inc.com) holds 1,080 

CDs (you can mix and match CDs/DVDs), 

and costs about $ 130 — well worth the 

bucks ( Figure 1). 

• Archival CD-ROMs and DVD-ROMs: Use 

quality CD binders, available at office 

supply stores. However, label each disc 

(e.g., 950418 for something created on 

April 18, 1995) and maintain a spread-

sheet with keywords for what's on each 

disc. This simplifies finding the " needle 

in the haystack" at a later date. 

al Distribution discs for programs: These 

also work well with binders (Figure 2). 

The disks don't require frequent access, 

so this stores them safely in a minimal 

amount of space. 

• Mass storage backup: If I nEed to back 

up or archive dozens of gigabytes, one 

option is double-layer DVD-ROMs. But 

for interim storage, I use USB or 

FireWire external drives (see last 

month's Tech Bench on how to build 

your own). Removable drive bays also 

provide for quickly interchangeable 

storage, but the advantage of external 

drives is that you can easily spin them 

up periodically to make sure the bear-

ings stay in shape. 

• Funny format storage: Ah, yes, old 

ADAT tapes, DATs, Hi8 videos . . while 

they wait to get transferred to more 

modern formats, they sit in individual 

boxes on shelves. 

II Manuals: In today's world, it's easy to 

forget how to do some crucial function. 

Dedicate some bookshelves to manu-

als, arranged alphabetically by manufac-

turer. But also maintain a CD with PDF 

versions (sometimes it's easier to do a 

"find" with an electronic manual than to 

search through a paper manual), and 

scans of those little, weird, quarter-size 

sheets of paper that some companies 

call a " manual" (they have an amazing 

talent for getting lost). 

Remember, the point of all this is to 

make it easy to find whatever you want. If 

you can't lay your hands on the media you 

want within minutes, expect a workflow 

interruption. 

PART II 

AVOIDING 

UNNECESSARY WORK 

Now let's shift our focus ove' to the gear 

we use. I hate having to do tne same 

thing twice if I don't have to, so.... 

TEMPLATES ARE 

YOUR FRIEND 

Almost all modern programs let you 

determine your program's initial work-

space. But there are ways tc customize 

this to your own needs. For example, my 

"songwriting" template ( Figure 3) starts 

off with a workstation soft synth loaded 

into the DAW, with eight minimized MIDI 

tracks and three already pre assigned to 

sounds. Typical workstation choices are IK 

Multimedia's SampleTank, NI's 

Bandstand, the Emulator X General MIDI 

set (and GM banks designed for other 

samplers), East West's Colossus, 

Steinberg's Hypersonic, and for Pro Tools, 

the free Xpand! Plug-in (see this month's 
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Master;ng Workflow 

Fig. 1: Mid-Atlantic's Oskar cabinet, available at 
places lice Circuit City, can fit a lot of sample 
CDs in a small space. 

Power Are Alley). The template also has 

eigrrt audio tracks for loading in loops and 

recording scratch parts. 

The aux buses have a " rnirinial CPU" 

reverb I./ can iolvvays be replaced later), 

tempo-synced delay, and distortion. 

For my " live-in-the-studio". recoiling 

setup I have an Ati'eton Live template with 

16 tracks pre-ass.gned for MIDI fader con-

trol from my Peavey PC1600x controller, 

and sola buttons assigned to the con-

trol er's 16 buttons. As so an as the loops 

Fig. 2: CD binders provide space-efficient storage, but don't cheap out — get a durable one with a 
strong cover. 

DIGGING DEEPER 

Most hosts also have provisions for other 

customizations that can help your personal 

wockflow. For example, Sonar has a dialog 

box that shows up when you do a drag-and-

drop that presents a zillion drag and drop 

optipis. But 95% of the time, I use the 

sarre option — so I unchecked the "Ask this 

evey time" box, and didn't have to deal 

with it ( it's accessible via a menu, anyway). 

Layouts of winaows can be saved, so 

that hitting a key on your QWERTY keyboard 

There's a downside to reliance on 
templates and presets: You can 
get stuck in a rut. 

star: rolling, I'm ready to mixiautomiate. 

your audio interface may have an 

appiet that sets ua your system fo: a 

specific application It's worth taking 

the time to create an optimized one 

(Rgire 4). 

Furthermore, some host programs et you 

create " track temates" with part cular 

setups of processors, sends: arid sa on. For 

example, if you're nixing a singer who 

always saunas better with certain EQ set-

tings, you can set up a trac:k template erth 

the EQ already in grace, using tie settings 

you want 

calls up an optimized environment for a 

particular task. Just don't go toc nuts; use 

three or four so they're easy to remember. 

(If you have to spend time trying to 

remember a keyboard shortcut, you've just 

interrupted your workflow.) It's a good idea 

to print a list of custom keyboard shortcuts 

so you can refer to it, and memorize the 

shortcuts over time. 

Color can also save time, as parsing an 

image can take less time than parsing 

woras. Loading a picture of a track icon 

into a track may take a few seconds, but 

you'll save time overall by being able to 

differentiate that track without having to 

read a text label. 

Signal processor presets we arother 

:me-saver. If you come up with a good 

preset, save it — you'll likely want to Jse 

r again someday. 

However, there is a downskie to 

reliance on templates and presets: You can 

get stuck in a rut. If you always load some-

thing with the same drum sounds, the 

same bass, the same piano, arid so or, 

you're doing yourself a disservice. When 

you create a working environment, create 

one that encourages spontaneity. 

OTHER WORKFLOW 

ENHANCERS 

Native Instruments' Kore (reviewed in the 

August 2006 issue) underlines several 

aspects of workflow enhancement. 

However, note that it takes time to learn, 

50 its benefits are not immediate. 

However, once you learn how to zip through 

parameters using the controller, and think 

ir terms of calling up " sounds" rather 

Iran specific presets from specific instru-

ments, you'll find you really can improve 

efficiency. Just be aware that tne greatest 

benefits occur with complex setups 

involving lots of instruments ard presets; 

if all you have are a couple favorite soft 

synths, Kore would be overkill. 

The Frontier Design TranzPort is another 

great piece of workflow gear. This wire'ess 

controller lets you arm tracks, record, 
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DON'T TAKE 
OUR WORD FOR IT... 
Here is what the PRO'S are saying MXL • 
about the latest microphone from • 

The MXL V69M Mogami Edition large diaphragm, Tube microphone, 

has a classic sound that will enhance vocal and instrument performances 

in any recording environment. The extremely low noise FET output circuitry, 

wide dynamic range and warm, airy, tube sound makes the V69M a per-

fect complement to all analog and digital recording devices. The MXL 

V69M comes housed in a deluxe flight case with a pop filter, shock mount, 

and dedicated power supply.The V69M is internally wired with Mogami 

cable and is supplied with Mogami Tube and low- noise studio microphone 

cables. All at a price that's unbelievable! Audition one today at your lo-

cal music or pro-audio retailer. `iou will not believe your ears. 

"It was detailed throughout the frequency spectrum, and from a near-whis-
per to a wail, the VE9 caught every nuance. The Marshall MXL V69 Moga-
mi edition is an excellent microphone. and when you factor in the low, low 
price, the price performance becomes downright amazing. 

Scott Burgess, Pro Audio Revie 

"So, we tested the V69 against - count em - 11 other popular condensers, 
ranging in price from $169 to $5.1000 list.., both the engineer/producer and 
the singer picked the V69 over the other 11 mics. None of them had the 

e warmth and top-end air of the V69." 

Fett, Songwriter Magazin 

"If you're looking for a mic that performs like it costs a bunch more, give 
the V69 a very close look. You'll be thrilled at how little money you lave 
to shell out, and ou'll be even ha' ' ier at how well it does it's job." 

Gallagher, Editor EQ Mag 'ne 

"Soundwise, I was very impressed that the V69 could hold its own against 
an industry standand like the U47. It struck me as very versatile and of 

sers." 

Pete Weiss, Tape Op Magazine 

Tel.: (310) 333-0606 

Toll Free: (800) 800-6608 

vvwvv.MXLMics.com 
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GET EDUCASetilliTrÑTERTAINID 

It's time to get 
hip to the 
latest and 
greatest 
FREE tool for 
guitar players 
of all ages, 
styles, and 

abilities. 

FOR MORE INFORMATION . 

GO -ro GU ITARPLAYERTV.00 
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Fig. 3:A songwriting template, set up in Cakewalk Sonar. Note the inclusion of East West's Colossus 
GM workstation synth so that a lot of sounds are available instantly. 

playback, and the like from wherever you 

are in the stuck). Playing keyboards? 
Place the TranzPort on the top panel, and 

you don't have to go baciç and forth 

between your computer and your key-

board as you do different takes. And it's 

revolutionary tri be able to work in a vocal 

booth while cortrolling your rig from 

inside it. 

Re-patching is a workflow stopper, but 

there are a few ways to simplify patching. 

One is to use an audio interface with multiple 

inputs, such as those from MOTU and many 

others, even if you're just working solo in the 

studio by yourself. Although you might think 

that as a solo pei-former you need to do only 

a couple tracks at a time, the advantage of a 

multi-input interface is that you can have 

everything patched in and read to go - for 

example, if there are four mic inputs, you can 

have a couple condensers, a dynamic, and a 

ribbon all ready to go. (Just remember to turn 

down the gain or whatever you're not using.) 

For more flexibility, ydu can use an 

interface with multiple ADAT light pipe 

irterfaces ( Figure 5). Then yo!J can choose 

outboard gear optimized for your situation, 

such as converters that change analog sig-

nals into eight channels of lignt pipe outs, 

or an octal mic pre-to-ADAT converter. 

In a similar vein, check out the latest 

generation of FireWire mixers, such as 

the Mackie Onyx series, or similar offer-

ings from Alesis and Phonic. -These have 

two talents: They're mixers, but they also 
interface with your computer. You can 

patch all your signal sources right into the 

mixer, whereupon they show up in your 

host program. 

DOCUMENTATION 

It's a pain in the bun to document ses-

sions, but if you ever need to come bock 

to something, you'll save a boatload of 

time. Even just making sure that your 

host's tracks say " background vocals -

instead of " audio-1" really helps. 

As you document, the most important 

goal is to note things that might not be 

obvious later. For example, if there's a track 

that you left in for some reason but it's not 

supposed to be in the mix, note that. 

PART III 

EQUIPMENT FAILURES 

The issue really isr't about equipment 

failing as much as it is about getting back 

to work as fast as possible. 

Attempting to determine the root 

cause of a problem is a major interruption. 

A lesser interruption is replacement or 

substitution. Having redundant backup 

systems is great (although the downside 

is maintaining twa or more systems) 

For example, consiaer computers. 

Having a second ore primed and ready to 

go can be extremely useful. With today's 

laptops being so capable, pressing a good 

laptop into service while your desktop ails 

can often save a tracking session - par-

ticularly if you use external drives, and can 
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Fig 4. E-mu's PtchMix DSP secti3n includes effects and routing that you can define in a template. 
Open your system, and everything is ready to go; you can also create different templates for dif-
ferent situations. 

;ust unplug the data from the desktop and 

replug into the laptop. 

But having dual computers is tremen-

musty useful even beyond providing a 

redundant system. For example, I have 

Iwo Windows maciines and when doing 

video work, I Lse one for rendering ;which 

pretty much ties up the computer) so I 

can continue to ect.: on the other one — a 

major workflow improvement. I also have 

a Mac, which handes my office tasks, 

online activites, and of course, doubles 

as another " music" computer. Note that 

protocols like Steinberg's System Link 

also allow getting more juice out of multi-

role computer systems. 

Its also worth investing a few hundred 

do lars in spare par-s. If a power sLpply 

goes, everything gr nds to a halt — so a 

spare power suppiy is essential. CPU fans 

are also deal-breakers if they go south, so 

have a couple of those as well (might as 

well get lowernoise ones too, so that 

when the fan does go, you' I nave a qui-

eter setup) CD and DVD-ROM drives can 

fail; an external one cannot only step in 

for a dead unit in a desktop, but can be 

used with other computers as well. AC 

"wall warts" don't ail too often, but it's 

easy enough to keep a spare "..iniversal" 

adapter on hand just in case. 

It's also important to have a good tool 

set handy wth Phi'ips-head and flat-head 

screwdrivers in mJitiple sizes, a soldering 

ron with boihr fine-point and heavy duty 

tips, hex wrenches. and Torx wrenches. 

Nothing is more frustrating than needing 

to open up a unit, and not be.ng able to. 

A final caution involves proprietary 

cables. If I buy something with a propri-

etary cable (i.e., a cable you can't find at 

Radio Shack or a computer store), I get on 

the phone with the parts department and 

order a spare. 

PART IV 

THE RIGHT TOOL 

FOR THE RIGHT JOB 

Sequencer manufacturers talk a lot about 

"workflow." And we I, they snould, 

because they try to make their programs 

as seamless to use as possible. However, 

it's important to remember that some 

hosts are better for some tasks than others, 

and that's why I've made the effort to 

learn several programs. The time saved by 

using the right program for the right jab 

has saved ots of time in the long run. 

For example, for songwriting, just 

about any host works fine for me. But for 

doing quick film scores, I always found 

Acid to be the fastest way to build up a lot 

of tracks, urig Acidized sample CDs (that 

is, until Cinescore appeared, which now 

handles a lot of my " standard" soundtrack 

work). For creating original samples and 

patterns, Reason gets the nod. For live 

performance, given the kind of music I do, 

I've yet to fènd anything better than 

Ableton Live — but as a DAW, I think 

there are more efficient solutions, like 

' 

'sE Mics sound 
absolutely unreal' 

"t am using SE Electronics 
microphones all over my 

new album 

They sound absolutely unreal' 
I love the Z.5500a mic, it reminds 

me of the character of a 
Neumann IA7 but with 1/10th 

of the noise 

If you're looking for 
an expensive sounding mic 
at a reasonable price 

look no further" 

Find out more. 

Sung Engineering 

611.623.5581 
www electienICS.Cem 
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Alan Says 

We just wrapped up Pirates of 
the Caribbean: Dead Man's 
Chest, and there are Royer R-
122V tube ribbons all over the 
score. I used three R-122Vs on 
the decca tree, and also 
extensively on the woodwinds 

There's something going on in 
the mids with Royer's tube ribbon 
mics that's hard to explain; 
there's a reach and depth and 
lushness that sounds magical to 
me 

For some remote island cues 
that needed a cannibal vibe. 
Vinnie Colaiuta. Abe Labonel Jr.. 
and JR Robinson played drum 
kits simultaneously on the Sony 
scoring stage. I captured en 
kit as a mono setup - panne 
left-center-right - using a eglf...ir 
R- 122V over each kit. It sotInded 
amazing elem.!, 

*a 
Alan Meyerson 
(Scoring Engineer & Mixer -Hans 

Zimmer . James Newton ,Howard alb  
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See phliftbleerapP71.4s 
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Fig. 5: Creamware's SCOPE system virtualizes a studio — mixers, effects, and soft synths — 
within its interface/DSP card system.This version has dual ADAT light pipe inputs, so mics, line 
ins, and other signal sources can patch into converters that feed the sgrials down the light pipe 
and into your computer. 

Sonar, Cubase, or Samplitude. And when I 

receive a Pro Tools session, it's far easier 

just to fire up Pro Tools land hooe we have 

a compatible set of plug-ins) than it is to 

worry about file conversions. 

Even for two-track editing, different 

tools do different jobs. Peak on the Mac is 

superb for sample rate conversion, and I 

like the way it handles playlists. If a file 

needs lots of noise reduction, Adobe 

Audition gets the call. For general-purpose 

editing and mastering of multiple files, I 

can really fly around Wavelab. 

Sure, the more programs you have, 

the more of an investment they require in 

both time and money. But I've found that 

some programs are so good at a particular 

task, that using the right program saves 

enough time to more than justify the 

effort to learn it. 

FINAL TIPS 

Before closing, here are a few more gen-

eral principles that help improve workflow. 

• Multitask as much as possible, provid-

ing the tasks don't require concentra-

tion. If you have to think about tasks 

in parallel, tiat's tough. But it's easy 

to set up something to download a 

large file, back up a hard disk, or ren-

der a video while you're doing some-

thing else. 

II Pay attention to when you're most effi-

cient. If you're at peak performance, you 

can accomplish twice as much as when 

you're out of sorts. Schedule your tasks 

so you do the mirdless ones — billing 

clients, backing up data, cleaning your 

studio, changing guitar strings — when 

you're not at your peak. Then, when 

you're in top form, all the mundane stuff 

will be taken care of and you'll have 

fewer interruptions to your workflow. 

al Find out your " duty cycle." If you go too 

long without a break, you'll become 

less efficient. I find that the musician's 

union concept of a three-hour session 

works pretty well for me. Three hours 

gives me the chaire to build up some 

momentum ana get quite a bit done 

before I start to fade. After a little 

break, I'm back tip to speed for another 

three hours. Your mileage may vary, but 

you will likely find that certain sched-

ules work better for you than others. 

II " Batch" emails and phone calls. This 

probably upsets some of the people try-

.ng to get in touch with me, but answering 

the phone or an email is an interruption, 

and by definition, it messes with your 

workflow. Get someone else to take your 

phone calls, or turn off the phone and 

check messages during breaks. 

And that's all for now. Hopefully, the indi-

vidual tips and comments have been help-

ful, but if not, just thinking about the concept 

of workflow can be beneficial. Many people 

don't " step outside" and analyze them-

selves, as if doing a time and motion study. 

But it's well worth doing if you want to be 

more productive, mare inspired, and 

improve the quality of your work. 
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If you want to hear what Mike Shipley's been 
doing lately, just turn on the closest radio or change the channel to 

MTV. A 30-year-plus music industry veteran. Shipley has been behind 

the board applying his mixing wizardry to some of the most widely 

regarded pop, rock, aid country albums of our time. From his early years 

working at the famed Wessex studios in London, to his career-boost-

ing stint with Joni Mitchell in the mid-'80s, this Melbourne native has 

spent recent years working with the likes of Aerosmith, AC/DC, Faith Hill, 

and Maroon 5. As the go-to man for everyone from Michael Beinhorn to 

Mutt Lange, Shipley has become a truly invaluable mainstay in the record-

ing industry. 

We decided to catch up with Shipley and wax in-depth about subjects 

from outboard compressor applications to those pesky modern mastering 

engineers that like to choke the life out of your mixes, and everything in-

between. So sit back, relax, throw a bag of popcorn in the microwave, put 

the children tar bed, and join us for ... 

RN EVENING WITH MIKE SHIPLEV 
He knows what he's talking about . . . so listen up! 
by Jeff Anderson 

EO: I understand that you're doing a good portion of your work these 

days in your home studio. What's : he facility like? 

Mike Shipley: It's fantastic. W I-3 turned the whole house into 

a studio and, since it's my studio, if I want to spend a bit of extra 

time on a mix, I don't have to go to the studio manager and beg 

for hours. To me, it's much more relaxed than being in a big stu-

dio. I'm working on an ICON — bypassing the whole SSL deal. 

About a year and a half ago I got sick of how big the projects were 

getting; it was maddening jumping from one side of a 100-chan-

nel console to another. We were doing lots of A-B mixing on a 

SSL 9000 J and an ICON, compa..ing the two. If you read some 

of the forums on the Net there's so much 

discussion about the pros and cons of 

recording either digital or analog, and a 

lot of that discussion is focused on the 

ICON, but I've found my own way to 

work. I really enjoy it and it seems 

to be okay with my clients. For 

example, we recently did a mix 

here, the Nickelback song 

"Photograph," which was a 

big hit for them. Everyone 

was happy with the results. 

People call the ICON a 

big mouse, but to me it's an 

amazing piece of equip-

ment. I'm 110% con-

vinced that I can do a 

better mix on this sys-

tem than I can going 

into a big studio and 

wasting a lot of time 

and money. 

EO: As your studio is 

based around the 

ICON, what's your 

Pro Tools system 

like? 

MS: I'm a beta 

tester for a lot of 

stuff, so fortu-

nately we get a 

lot of plug-ins early. We basically just have an HD system with six 

or seven XL cards, and the ICON with 32 faders. 

EO: Did it take a long time to get used to the ICON, switching banks 

for example? 

MS: Not at all. It's so easy to do things on the ICON that you can't 

actually do in Pro Tools, like make custom faders so that you can 

rearrange the board however you want internally. What they've done 

for the automation is quite phenomenal; they've really made it feel 

like it should. 

Mixing on the ICON, I use a new incredible plug-in that works 

brilliantly with Pro Tools called Source Connect. It's kind of like an 

ISDN line, but not. I can be listening at my studio in L.A. while some-

one is working in Nashville or the Holiday Inn in the Bahamas, any-

where with a Pro Tools rig, and everything can be heard in real time. 

I like to stay at home where I know I can get my sound; however 

with ISDN you have to work with a studio that has ISDN lines, and 

it gets very expensive. But with this plug I can send what I'm doing 
anywhere there's some version of Pro Tools, even to an A&R guy 

with an Mbox in his office, and he can say, " That's great, but can 

you make the kick sound a little different?" and we can solve the 

issues in real time. 

[Q: Tell me about your running outboard. I hear you use a lot of vin-

tage outboard compressors to compensate for the " cleanliness" 

of a rather digital-based rig.... 

MS: The outboard gear is pretty much just compressors, as I'm not 

a huge fan of " in-the-box" compressors in Pro Tools. I have two Gates 

Sta-Levels, which I love, an RCA BABA, a Crane Song STC-8, a cou-

ple of Empirical Labs Distressors and a FATSO, a Federal, a 

Euphonix, and a pair of dbx 160s. I like the fullness of the vintage 

compressors, especially for drum tracks, and the Sta-Levels in par-

ticular are great for treating bass, or even vocals. 

IEO: When you are compressing bass, are you always relying on 

that Sta-Level? 

MS: I always go for the Sta-Level; I love what it does for the 

bass, it's a magic box — it keeps the track beautifully solid 

with a tight bottom end. So many compressors will choke 

a bass out, but the Sta-Level doesn't do that. I find that 

if the player's pickup is sub-standard, one note will 

"out-boom" another, and though I'll first try to fix 

it with a dynamic EQ, it rarely works. So I'll 

just automate the track, dig in and find the fre-

quency, and smooth the bass out. I can't 



DM-3200 32-channel digital mixer/controller and the 
X-48 48-track digital multitrack recorder. 
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RN EVENING WITH MIKE SHIPLEY 

stand it when bass notes pop out real loud, and it's not always about 

compression, the problem often times lies in the bass itself. But 

as far as compression goes, I'm using the Sta-Level for the color 

— holding the bass " straight," and keeping it dynamically solid. 

En: What bass tracks are generally provided to you? A DI, an 

amp, or a combination of both? 

MS: At least a DI and an amp. There are usually a lot of phase 

issues with the tracks. You'll get a session where the bass 

sounds hollow, and you'll put both tracks up and mess with the 

phase to make the sound right, but generally I use both tracks in 

the end. If the chorus comes in and the bass needs a bit more 

grit, I might whack up the amp sound, but it depends on the sound 

they are going for, and which tracks sound best. Yesterday, the 

amp sounded right, the day before it was an equal combination 

of both, but it really comes down to " what's going to get the fat-

test sound?" 

EO: On to guitars. Are there any personal standards, in terms of 

approach, by which you abide? 

MS: Nothing is standard — I'll tend to try them through any num-

ber of my outboard components before settling, as the only 

tactic for guitars is to carve out a space for them, EO-wise, and 

make them sit well in the mix. I'll put the fader up and figure out 

why the guitar is masking another instrument and then isolate 

the problematic frequency and pull it out, because if every-

thing gets bunched in the middle you get a very un-defined, two-

dimensional mix. 

I I 

Since I have been using K+H 
0300D monitors my mixes are 
consistent and true. The size 
permits me to put them into 
existing monitor soffits in most 
all-mobile units. The tri-amp 
three-way system adds the 
perfect spectrum and time 
alignment for all my projects, 
by far making the K+H 
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EO: Especially in your case, where you 

work with so many different types of music, 

this is probably a tough conversation in the 

making but ... generally speaking, how do 

you approach drum tracks in the mixing 

stage? How many tracks do you prefer to 

have them on to play with? Is less more, or 

vice-versa? 

MS: It really is different depending on the 

occasion, though, these days, it seems it's 

more than less. A project I'm working on now 

was engineered by Michael Beinhorn, and 

he's quite unconventional in the way he 

tracks drums. In this case, it was almost 

all room mics — six matched pairs of ambi-

ent mics and very little close miking, distorted 

to analog tape on 2 eight-track and a DSD 

system, to really get that classic '70s sound. 

It's one of those things that you just need to 

rip the faders up and get total sound, and that 

was really refreshing to me. 

EO: I can relate to that feeling. I've spent the 

last two weeks on a Latin Jazz project, and 

it's been a very different experience than 

recording most rock bands. What was, at first, 

a stressful nightmare got real cool the sec-

ond I pushed the faders up and said, " Well, 

that's it!" 

MS: Sometimes you push the faders up 

and go [gulp] " Okay, here we go, we're 

going to have to dig deep into this one to get 

the energy and depth of field that it needs." 

Sometimes you'll have to go for the blend — 

drop some samples in to complement what's 

been captured with the ambient mics, and 

just mix it until it sounds natural. 

EO: As you are working in Pro Tools, do 

you spend a lot of time working on phase and 

time alignment in the box? 

MS: I always check the phase of what's 

recorded, and then flip the phase until it 

feels right. In most of the tracks that I get, 

I'll find something that needs to be flipped 

or else the ambiance is out. I'll put up the 

kick and snare and check all of the ele-

ments and the phase, because nine times 

out of ten there is a phasing issue in there 

somewhere. 

EO: I'm wondering about the recall in your 

studio — I take it most of your outboard 
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RN EVENING WITH MIKE SHIPLEY 

gear is plugged into Digi interfaces, so you can have a true recall 

of even your analog gear without patching? 

MS: I print all of the processed tracks back into Pro Tools. We always 

print whatever we're using so that we can use a true recall. 

EO: I see . . . so you must be using hundreds of tracks, or have 

hundreds of tracks in your session anyway, even if they're on 

or off? 

MS: Even if they're off. 

EC: How do you approach a mix? What are your first steps? 

MS: I'll start by building the rhythm section, putting up the faders 

to see what individual tracks sound like so that I know what's aheaa 

of me. Quite often what's on the rough mix is very different than 

what's on tape, and once I have a feel for what's on the tape as 

opposed to the rough mix, I will have made my mind up as to where 

I want to go with it. I'll start with the drums, but I'll only spend a 

certain amount of time with that before I pull up the rest of the 

rhythm section to ensure that the drums are being mixed in a way 

that's relevant to the other instruments. 

Ea: When does automation come into play? 

MS: Very early on, almost instantly, as there are almost instantly 

flaws — frequencies that need equalizing out right away so that I 

can build with the right feel. I'm getting sounds and automating simul-

taneously, from the get-go. 

MO: What format are you mixing down to? 

MS: If I need to, I get a two-track [analog] machine, but for the most 

part I mix 96kHz into a separate Pro Tools rig using Crane Song con-

verters, such as the HEDD. 

We do summing outside of Pro Tools with a line mixer; I've got 

different mic pres at the end of the chain. If the signal is passive, 

it needs to be bumped up to around 40dB, so I have a choice of a 

Crane Song Flamingo or a pair of Calrec EQs. Of all the records I 

worked on in England in the early days, the Calrec consoles are by 

far my favorite. They have a really fat sound to them, a way of chang-

ing the color again. Because depending on the source material, or 

what the sound is, ! that] has almost as much to do with what mic 

pre you use, or how much you push it. . . . 

En: Do you apply compression pre-mastering, when you're mix-

ing down? 

MS: I'll use the STC-8s. A lot of people smack the crap out of the 

stereo bus, but the way I was brought up we never compressed 

the two-track mix — we compressed individual channels and rode 

[levels'. I know with all the stuff I worked on with Mutt Lange, for 
example, if we reached for the compressor at that stage it would 

change the bottom end too much. So why bother? There are 

enough people down the line that are going to do that anyways! 

MO: I think the standard for " smashing" during mastering is get-

ting a little better. . . . 

MS: I hope so. It's not much fun these days to get a record back 

that you've mixed. . . . 

EO: A mix where you've built in all of these beautiful dynamics, and 

then they're gone. 

MS: Okay, maybe they need to put some peak limiting on the 

mix — that makes sense to me in certain situat ons, but I can only 

put it down to the fact that so many clients want their music so damn 

loud, they are saying " more level, more level" so the engineers are 

just used to smashing instead of talking them down. I don't care 

if it's a dB overall volume less, I'll just turn the volume up in my car 

like everyone else does. It's not a competition. 

Would you like to mix concert sound like Conservatory graduate Eddie Mapp for Evanescence, Stairzd, POD and Zakk Wylde? 
What about winning a Grammy for Radiohead's 'Hail to the Thief like Darrell Thorpe? Thousands of audio recording professionals 

have graduated from the Conservatory to work in a career that they had only once dreamed about. With your passion and our 

training you too could be working as a recording engineer, mixing sound for motion pictures and even touring with bands as their 
Front of House engineer. When it comes to audio.. WE ARE THE EXPERTS. LET US HELP YOU GET IN THE MIX. 

CONSERVATORY OF RECORDING ARTS & SCIENCES 
2300 E. Broadway Rd. I Tempe, AZ 85282 

1205 N. Fiesta Blvd. I Gilbert, AZ 85233 

1-800-562-6383 
I. www.audiorecordingschool.com/eq.html 
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mortal effects processors. If you're ready to push die boundares; of crea::vity; meet the new super-heavyweight champion: the 8-ciarnne,24-bit/96kHz 
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MCLISPITE LIOUID MIX 
Trick out your tracks with dynamics 

and EQ control — while being kind to your CPU 
by Craig Anderton 

Using hardware DSP to assist your com-

puter isn't new, going back to at least 

Digidesign's Sound Accelerator card. 

Creamware, E-mu, TC Electronic, 

Universal Audio, Waves, and others have 

all come up with hardware solutions 

designed to do one thing: provide massive 

amounts of DSP power that doesn't load 

down your CPU. 

Unlike native processing, hardware-

based DSP also offers a fixed amount of 

power. With a computer, the amount of 

CPU drain fluctuates based on several fac-

tors, so you always need to leave some 

breathing room. But you can pretty mucn 

"red-line" DSP without worries. 

Focusrite's Liquid Mix is an external 

FireWire 400 device (currently Mac 

PPC/Intel/OSX compatible, but a Windows 

version is slated soon) charged with one 

task: deliver an array of vintage E0 and 

compressor effects. So is it indeed cool? 

Let's find out. 

INSTALLATION 

I hooked up a FireWire cable to the cute 

hardware box, and installed the software. 

And of course, I went to the website ta 

check for an update and of course, there 

was one — so I installed that too. 

And a guest is no good without a host, 

so Digital Performer 5 took care of that 

(which also has some tasty EQs of its 

own, which I figured would be good for 

comparison). 

I opened an electro-type piece I'd been 

working on, went to an insert, selected 

Liquid Mix, and a warning appeared that it 

couldn't work because the buffer size was 

larger than 1,024 samples. But I checked in 

DP and the buffer size was 256 samples. 

Huh? Then I realized I was too eager to try 

the thing out, and hadn't rebooted after 

installation. Oops. Once I did, everything 

worked flawlessly. 

APPLYING THE LIQUID MIX 

You can have 32 mono "channels" (or 16 

stereo), with both EQ and compression, at 

44.1/48kHz. Raising the sample rate 

decreases the available number of chan-

nels, but an expansion card (not included 

with the review unit) helps compensate for 

this. For example, at 88.2/96kHz you can 

run eight mono channels or four stereo 

channels and at 176.4/192kHz, two 

mono or one stereo channel; adding the 

expansion card doubles those figures. 

Also note that you can't expand the 

number of channels by daisy-chaining units. 

Of course I wanted to see if I could max it 

out, and indeed, after 16 stereo channels at 

44.1kHz, it politely informed me that was it. 

Is this a problem? I don't think so. The 

convolution-based models of the various 

compressors and EQs have " character," and 

I think you would tend to apply them to 

change not only EQ and dynamics, but 

impart a bit of personality to a sound. If all 

you need is a simple bass or treble shelf, 

your host EQ can handle that. And if it 

can't, premix the track using the Liquid Mix 

to free up resources. 

GO WITH THE WORKFLOW 

One of several outstanding Liquid Mix fea-

tures is that Focusrite has grafted a nifty 

control surface onto their FireWire box. It's 

compact but not cramped, and has a very 

high-end vibe thanks to sculpted knobs, a 

striking blue display, four 12-step LED 

meters, buttons that illuminate green when 

pressed, and 11 knobs. 

Although you can adjust the parameters 

on-screen, it's well worth putting the con-

trol surface in a prominent place on your 
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desk, and using that instead. As not all 

models utilize all controls, an LED on the 

control surface indicates which controls are 

present, and settings are confirmed in the 

LCD (which also indicates which parame-

ters are and are not available). About the 

only awkward aspect is that selecting a 

strip on-screen does not ce up the equiva-

lent strip in the controller: You have to 

select the strip you want to work with 

manually. However, if you have lots of 

instances running, I actually found it easier 

to use the controller. 

One final controller advantage is that a 

couple dozen plug-ins take up a fair amount 

of space on-screen. So you can minimize 

them with impunity, then run them off the 

controller. Bottom line: The hardware is a 

definite workflow enhancer. 

THE MODELS 

There are 20 EQ and 40 compressor mod-

els, spanning a variety of "vintage" and 

modern devices. (Focusrrte says there will 

also be free, additional models available 

online in the future.) 

The model descriptions are not too help-

ful — you'll see names like " Huge Tube: US 

Modern Tube 6 EQ" and " Brit Desk 5: Brit 

Modern Desk 3 EQ." At ieast ( figured out 

that the number in the second part of the 

EQ description was the number of active 

bands.)This means you have some audition-

ing ahead to figure out what each of the 

models actually does. 

It's a bit easier to figure out the com-

pressors because as soon as you call one 

up, you see a transfer curve in the com-

pressor graph. For example, " US: Vintage 

Tube 1" has a steep knee that gets pretty 

flat pretty fast, and omits ratio and attack 

controls — it's pretty obvious this is your 

"fun with squashing" compressor. On the 

other hand, the " London: Brit Boutique Tube 

1" has a gentle, sloping knee; if you bring 

up the threshold to a reasonable value, this 

does a fantastic job of bringing up a sound 

in the mix, but without any obvious dynam-

ics effect. 

If you instead want a track to scream, 

"I'm being compressed," the -Big Green: 

But Classic Optical" model has a transfer 

curve that flattens out, but then starts 

climbing again. The result is that there's a 

lot of squashing going on, but the peaks get 

a little extra lift. 

Also cool: a " free" button for the com-

pression, which with vintage models, 

makes the full set of controls available even 

if a particular control was not available with 

the original emulation. You'll also find a link 

control in stereo mode (so it operates as a 

stereo compressor or dual mono). The enig-

matic sidechain monitor button seems out 

of place; you can't actually feed a sidechain 

signal into the compressor, so it ends up 

monitoring what's at the input. Then again, 

there are rumors floating around that future 

plug-in specs will include true sidechain 

options and if so, this is going to- look like a 

pretty prescient button someday. Finally, 

you can place the compressor pre- or post-

EQ (thank you!). 

I found it a little bit harder to differenti-

ate among the EQs, because their com-

plement of controls follow the emulations 
reasonably closely. This made it hard to do 

direct comparisons, as one might have a 

stepped midrange control that covered only 

certain frequencies not covered by other 

types of EQ. Still, the differences in " char-

acter" were obvious. For example, some 

midrange peaks had a " meatier" sound, 

while others were more subtle. 

But there's more: You can load individual 

bands from different EQs into each of the 

available seven bands, so you could have the 

low shelving band from one EQ, a midrange 

boost from another, and so on. Amazing. 

Difficult to manage, right? Not really; 

when you find favorite settings, you can 

save these as snapshots for later recall. This 

of course is in addition to the fact that set-

tings are saved within your host program. 

CONCLUSIONS 

AND OPINIONS 

I was skeptical when I started this review. 

Sure, Focusrite makes great stuff, and 

Liquid Mix looked promising. But the world 

of compressor and EQ plug-ins is not 

exactly under-populated, and there are fine 

extemal DSP solutions. Besides, for $1,100 

you can buy a lot of native plug-ins. 

Then things started falling into place. 

First, it installed easily and was obvious to 

figure out. Second, despite piling on the 

Liquid Mix plug-ins in Performer, the CPU 

meter kept reminding me that none of this 

was affecting the CPU much. And while 

Focusrite is upfront about the FireWire 

aspect, adding about 2-3 ms of latency, I 

didn't notice any significant lag while adjust-

ing the controls. 

As I got deeper into using it, two 

things stood out: The sound quality is just 

plain wonderful, and so is the interface. It 

didn't take long to become familiar with 

the control surface, and yes, it does speed 

things up. 

My only real concern is that it takes a 

while to really learn the " sound" of the var-

ious models. Until you do, it's a temptation 

to try everything on a track to hear what 

works best. That can be a time sink, so my 

advice is simple: When you find a sound 

you like, stop there. Sure, maybe you 

could find something even better, but the 

object is to create recordings, not tweak 

forever. I've always maintained that just 

because a piece of gear has a particular 

feature doesn't mean you have to use it, 

but Liquid Mix really puts one's self-

restraint to the test. 

It's also worth noting that although 

there are some " plain" models, there are 

also plenty of models that add real charac-

ter to the sound, almost like a signal 

processor. That's one of the factors that 

makes Liquid Mix cool: Those ye+ ious mod-

els really do give you an arsenal of sounds 

that would formerly have taken a truckload 

of rack mount gear. 

Given that one of the weak links in host 

software is often EQ (because you some-

times need a lot of instances, but they 

can't take up so many CPU cycles that you 

end up killing your processor's perfor-

mance), Liquid Mix gives you great EQ and 

compression while leaving your CPU free 

to run CPU-hungry instruments and proces-

sors like convolution reverb. I don't know if 

I'd consider this an essential purchase for 

those with seriously constrained budgets, 

but if you can spare the bucks, L quid Mix 

will definitely help take the sound of your 

native-based DAW setup to the next level. 

Maybe even the level after that, too. 

Product type: DSP processor for soft-

ware-based hosts. 

Target market: Native-based studios 

wanting higher-quality compression and EQ 

without loading down the host computer. 

Strengths: Includes great control sur-

face. Plenty of models, with lots of charac-

ter and variations. Easy to understand and 

use. Sounds really good. Does VST/AU (and 

RTAS via a wrapper). Adds only a couple mil-

1:seconds to system latency. Includes power 

supply for use with four-pin FireVlke ports. 

Limitations: Selecting a plug-in in your 

host doesn't change it in the controller. Not 

expandable for more channels at 

44.1/48kHz. 

Price: $1,099.99 

Contact: www.focusrite.com  
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Instant soundtrack: Just add software. 

by Crag AnUettOn 

When it comes to workflow, soundtracks 

represent their own unique challenges In 

a lot of the audio-for-video work I do, tie 

budget and/or deadlines won't allow hfr-

ing musicians. Rather than break out a 

music library, which never seems to pro-

vide exactly what I want, I've taken to 

creating soundtracks using a combination 

of sample CDs and parts I play. With a bit 

of work, it's possible to have the music 

ebb and flow with the video, speed up 

and slow down to accent moods, overlay 

hits and transitions, and so on. Using this 

approach has saved me hours of time, 

and produced satisfied clients (always a 

good thing). 

So when Sony claimed it was possible 

to basically automate this process, I was 

skeptical. After all, I put a lot of work into 

creating these soundtracks; how could a 

piece of software do the same thing? 

Really. 

Oa 

Cinescore consists of three main parts: 

MI An expandable sample library of 

"themes" (20 come with the program), 

with multiple variations (typically 20 or 

more) per theme. 

• A workspace for assembling video and audio. 

• An algorithmic composition generator 

that dips into the sample library, and 

creates music according to your specs. 

Sony Lonesome 1.0 
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The Theme Chooser window is where ycu set the basic Score parameters; the Generated Music dialog allows previewing and fine-tuning the score. 
The four tracks are toward the upper left, and the video preview window toward the lower right. 
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D3KTOP RECORDING STUDIO in./:/00 D ESICWP RE:ORDIMB STUDIC 

You don't follow the crowd, you play to them. 
You don't dream of being in a recording studio, 
you travel with one. Our Alpha, Lambda and 
Omega Desktop Recording Studiccs are complete 
computer recording solutions with multi-input 
USB I/O mixers, Steinberg® Cubase® LE 32-track 
recording software and our own Pantheon'. reverb 
plug-in. They make it easy to turn your musical ideas 
into polished productions. 

Visit www.lexiconpro to find out how YOU CAN. 

Leu L le on. 

A Harman Internationa,Company 
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YOUR COLLECTION 

800-444-4881 
Monday-Friday 7am - 5 pm cst. 

Outside the U.S. call I 
785-838-7500 

2800 Campus Drive - 

San Mateo, CA 94403 
Tel: 650-513-4400 - 
Fax: 650-513-4642 tie 
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Additional optional-at-extra-cost themes 

have already appeared, and I think it's a 

safe bet we'll see more in the future. 

The workspace has four tracks: video, 

audio (e.g., the audio associated with the 

video, such as camcorder audio, narration, 

mixed dialog, etc.), generated music, and 

audio transitions (hits, sound effects, etc.; 

over 300 come with tne package). Although 

you wouldn't edit a video with Cinescore (for 

example, you can't add plug-in effects to the 

video tracks), you can cut, paste, copy, group, 

move, crossfade, do ripple editing, etc. This 

SUN'-? CINESCORE 1.0 

an almost dizzying array of options, into 

the timeline to change the course of the 

generated music. A graph below where 

you do the edits shows the various " sec-

tions" that make up the score, and dis-

plays how some of the changes affect the 

overall flow. For example, you can see the 

arrangement of the sections change as 

you alter the " randomness" parameter. 

"Variance" causes more changes to hap-

pen, again, reflected by the names of the 

sections shown on the timeline. It's also 

possible to change the mood and most 

The ability to key musical 
changes precisely to video puts 
Cinescore in a class by itself. 

makes it possible to assemble multiple video 

clips together, then create the audio. 

But the big deal here is the Generated 

Music track, as that's what holds the 

soundtrack. ( Note, however, that WAV and 

AIFF audio files can be dragged into any 

of the audio tracks, so technically there 

are a total of three audio tracks available.) 

APPLYING CINESCORE 

First, you define the length you want the 

score to cover, then choose a theme. You 

can filter themes by instrument, tempo, 

genre, artist, keywords, etc. Next, you 

choose a variation on the theme; the 

audio preview button helps a lot with 

respect to finding you want. 

An " advanced" option allows customiz-

ing the variation. You can choose a different 

intro, arrangement (changes the instrument 

sounds that are used), tempo, mood, and 

most interestingly, " intensity." This increases 

the vibe from more minimal to adding more 

instruments, more notes, effects, and the 

like. We'll revisit these later, because you can 

change the intensity and other parameters 

over the course of the score. 

After setting up your basics, the 

Generated Music dialog box appears. 

Here you decide about the ending: fade 

out, normal (ends in a musically relevant 

way, but may change the length a bit com-

pared to what you specified; in that case, 

invoke the " Fit to Length" option), abrupt 

(matches length exactly), and loop (for 

kiosk videos and the like that repeat). 

But this is also where you hit the heart 

of Cinescore: Hints. You drop hints, with 

importantly, the intensity, as well as spec-

ify variations within the intensity changes. 

Still with me? If not, don't worry; you 

can just take what Cinescore gives you, 

and have something pretty cool. But the 

ability to key musical changes precisely to 

changes in the video is what puts 

Cinescore in a class by itself. 

For example, when looking at the 

"Intensity" graph, because I'd inserted a hint 

to increase intensity, it kept peaking until the 

end. But the score I'd generated was 

intended only for the first half of the video; I 

planned to generate another piece for the 

second half. As I didn't want the video to 

peak too early, I inserted another hint about 

2/3 of the way through the first section to 

bring things back down a bit. Cool. 

Finally, you can audition the entire 

soundtrack, or portions of it, to make sure 

all the changes are as desired. This offers 

the usual play, pause, stop, etc. controls, 

as well as the ability to jump to subse-

quent and previous hints for editing. Once 

you click OK, the music goes on the gener-

ated music track. 

You can also edit or recreate the gen-

erated music if you change your mind 

later on. The score is saved as a WAV file, 

so you can process, edit, re-use, or mas-

ter it. However, Cinescore saves every-

thing, so prune away the stuff you don't 

need if you don't want your Cinescore 1.0 

music folder to get bloated. 

CONCLUSIONS 

Cinescore is amazing, but not miraculous. 

For example, I just did a video where 
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Protect 
against 

your worst 
nightmare. 

This simple AC outlet can be pure evil. 

At its kindest, it passes unfiltered AC power which 

can make your sensitive audio and video gear 

behave in unpredictable ways. At its most sinister, 

it can shove spikes into your expensive equipment 

that can leave it damaged or even ruined. 

Don't let your equipment be a victim of bad power. 

Furman's Series II Power Conditioners protect 

against surges, spikes and wiring faults, and deliver 

perfectly pure, filtered AC. With a wide selection of 

models designed to fit any application, there's no 

better way to protect yourgear and improve its 

performance than Furman. 
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The StudioComm for Surround 

Model 74 Central Controller and 

companion Model 75 Control Console 

support 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 

Visit us at AES 

in Booth 14.06 

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, give us a call or visit www.studio-tech.com/bp/. 

STUDIO 
TECHNJLOGIES 

INC. 
Skokie, IL USA I Ph 847-676-9177 I www.studio-tech.com 

"Clean, transparent and quiet. 

The ability to interface 8 stations... 
with 8 channels to control your own 
mix.., is awesome. I thought I'd never 
be able to afford a system like this; 
price was just another one of the 
system's greatest features!" 

Tony Monaco - Columbus Sound Recording 
and Monaco Prodcutions: Jazz Organist, 

Clinician, Producer/Studio Engineer/Owner 

256-922-1200 

www.hearback. corn 
0 2006 Hear Technologies 

hear back 
Personal Monitor Mixer System ° 

A high-power, low-distortion professional 
personal monitor mixer system for 
headphones, in-ear monitors, and 

floor monitors. Perfect for live, 
studio, and houses of worship. 

High quality audio. Flexible. 
Expandable. Easy to use. 

TECHNOLOGIES ® 

there was a solo guitar player, and it was 

decided that the soundtrack needed 

drums playing along with the guitarist. So, 

I dragged a bunch of individual hits and a 

few loops from the Discrete Drum 

libraries into Vegas, and matched the hits 

up with the guitar notes. There's no way 

Cinescore can generate this level of 

detail, nor is it designed to. 

What it can do, though, is shift gears 

very ably to match moods, and do so on a 

dime. This isn't " dumb" algorithmic gen-

eration, but has intelligence thanks to the 

"hints" you provide. When you specify 

that the soundtrack get more intense, it 

really does get more intense. Being able 

to drop back to something more minimal, 

then build up to something more com-

plex, is an incredibly powerful technique 

(as is stretching tempo). 

The secret weapon is the transitions 

track, as you can line up hits and sound 

effects very precisely with any visual 

cues. This furthers the sense that the 

soundtrack was crafted specifically with 

the video in mind. 

Maybe Cinescore won't handle 100% 

of my scoring needs, but it can come sur-

prisingly close — like when I need music 

now. You can generate a soundtrack in 

minutes ( literally), and if you're willing to 

put in a little more time, you can easily 

take a soundtrack to the " next level" 

where it truly fits the video like a glove. 

In the short time it's been out, 

Cinescore has proven to be a real time-saver 

and workflow enhancer that definitely 

exceeds expectations. If it wasn't so friendly 

and obedient, it would be scary. 

Product type: Algorithmic scoring 

software for Windows XP or 2000 SP4. 

Target market: Studios doing audio-

for-video work that need to produce quality 

soundtracks despite low budgets and 

tight deadlines. 

Copy protection: Serial number 

and registration. 

Strengths: Actually does what it 

purports to do. Easy to use, but you can 

get pretty deeply into editing if desired. 

Limitations: Audio plug-ins not sup-

ported. Limited to the themes that come 

with the program, and whatever add-on 

themes appear in the future. 

Price: $199.96 list ( boxed ver-

sion); check website for download-

able versions. 

Contact: www.sonv.com/mediasoftware 
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featuring' 
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Technical Furniture that Inspires 

AVEON Audio Video editing workstatton 

pictured in Satin White 
3D Laminate 

Force 24 MF 

..111 

piLtured with mahogany Formica laminate 

The Force Series are available in 
melamine laminates or melamine 
with Formica riser top and 
desk surfaces. 

Force 12 MP 

pictured with maple Formica laminate 

Force 36 M 

p,tured with mahogany Formic.. laminate 
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Ch-ch-ch-ch-changes 
Artist Series 

by Phil O'Keefe 

Audio-Technica has revamped their entire 

Artist Series of stage and studio micro-

phones by redesigning several previous 

products from the ground up, while adcing 

some interesting new mics to the roster. I 

was sent all eight mikes in the new series 

for evaluation and review. This month well 

take a look at four of them, and hit the 

remaining four in a future review. (And by 

"hit," I don't mean setting them up too close 

to the snare drum.) 

ATM650 HYPERCARDIOID 

DYNAMIC INSTRUMENT VIIC 

Well, it looks like a snare mic, so I thought 

I'd try it there first. I positioned it in my- usual 

starting point: on the side of the snare shell, 

about 3 from the wood. I find this technique 

usually gives me a good balance of attack 

and snare rattle, with a warm, balanced 

sound — provided the mic is up to the task. 

If you're going to try this technique, be care-

ful you don't aim the mic at one of the 

snare's vent holes, or you'll get a nasty blast 

of air directly to the diaphragm every t me 

the drummer whacks the snare. 

So how did it sound? Nice. It was some-

what similar to the "old snare standard" mic. 

There's a presence peak centered at around 

5kHz that really helps things to cut through. 

The attack transients are excellent for a 

dynamic microphone, and off-axis coloration 

meet A-T's 

was fairly minimal. Rejection off-axis is very 

good, which certainly helps. By pointing the 

mic at the snare, but angling it a bit so that 

the null point 1135°) was aimed toward the 

hi-hat, I was able to reduce hat leakage into 

the snare mic by a significant amount — a 

lot more than would have been possible if I 

was using the old standby. 

On guitar cabirets, it performed as I sus-

pected it would after my snare drum experi-

ences. If you want a mic to help a guitar cut 

through the mix, the presence peak on the 

ATM650 will definitely get you there. On the 

bottom, it rolls off about 6dB/octave below 

about 100Hz, and the low midrange comes 

across as fairly flat — both of which mean it 

may not be your best option if you're work-

ing with drop tunings or are trying to capture 

corpulent amounts of beef down low. It's 

built like a rock and looks like it should with-

stand the occasional drum stick hit without 

caving in. Overall this is a crisp, defined, and 

well-built microphone with a nice hot output, 

due to the neodymium magnet. 

ATM450 SMALL DIAPHRAGM 

CONDENSER MIC 

This has to be one of the more interesting 

new small diaphragm condensers I've come 

across in a long time. It looks like your typi-

cal pencil condenser, but instead of being 

end address, it's actually a side address 

microphone — " honey, I shrunk the C12!" 

On a stand, it made me think of a mini-me 

version of the C12, as it's 1/8th actual size. 

This is a surprisingly small microphone. 

Small size and side address means you can 

sneak this mic into really tight spots with 

ease. It also means that it presents a smaller 

target for drum sticks. 

Condenser mics on toms can be a beau-

tiful thing, but most of us resort to dynamics 

due to the large size and difficulty with plac-

ing most condensers up close around a 

drum kit, and due to the cost of replacing 

them if they get hit, That's not an issue with 

the ATM450. I was able to have it peek just a 

couple of inches over the edge of the drum 

rim, angled about 45° towards the sweet 

spot, and it gave me a very natural and accu-

rate-sounding image of the drum. With 

"')eavy hitters," the onboard 10dB pad kept 

levels and overload in check. I wish I had a 

pair on hand so I could have tried these as 

stereo overhead mikes, but my experiments 

with close and distant miking of hi hats, 

cymbals and hand percussion, and tam-

bourine (all of which sounded excellent) sug-

gests that they'll probably perform well in 

that application. 

With acoustic guitar, I found the ATM450 

to have a tonality similar to my AT4041s — 

c'ean, crisp, and articulate without hype or 

flatter. The onboard —18dB/octave 0 80Hz 

high pass filter helped to keep the timbre 

from getting too " boomy" when the micro-

phone was at " up close and personal" dis-

tances from the source, and works well at 

reducing room rumble. 

The AT8471 stand mount is a wrap-

around rubber design with a tightening 

tnumbscrew. A-T calls it an " isolation clamp," 

and while I didn't find it to be quite as effec-

t.ve as a spyder/elastic type shock mount, it 

was definitely more effective than most clip 

type stand mounts at reducing stand-borne 

vibration. It also held the mic quite securely, 

while still allowing for easy adjustment of 

angle and position. A foam-type windscreen 

is also included, which can be useful for 

reducing wind noise, but had A-T not 

included it I really wouldn't have missed it. 

This mic really isn't at its best when used 

for vocals, and the foam windscreen dulls 

The extreme top end a bit, as expected from 

any foam windscreen. Unless you really 

need to use it — for example, when taking 

the mic outdoors on a windy day — I would 

suggest foregoing it and allowing the mic to 

breathe naturally. 

But minor quibbles aside, I suspect this 

,s going to be a very popular microphone 

due to the good sound and excellent place-

ment options, thanks to the small size and 
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Konnekt 24D is a groundbreaKing 14/14 I/O aucFo interface that integrates IC's world famous effects in a state-of-the art design. Developed for 
recording and performing musicians seeking the highest possible sound quality, Konnekt 24D ensures that your analog recordings make it to 
the hard disk in perfect shape. 

konnekt 24D 

tc-eleçtr984c 

FAEIRIK C ASSIMILATOR 
KONNEKT 

' Expected features 

• 14/14 I/O: 2 mic/inst/line, 2 line inputs and 
4 line outputs, 8 ADAT and 2 S/PDIF (optical 
and coaxial) 

• Full feature stand alone mode 

• Link up to 4 units to get more inputs, outputs 
and eFects channels 

• DICEII digital irterface chip with jETTm Jitter 
Elimination Technology 

• FreWire bus powered 

▪ Low latency ctrivers: WDM,ASIO and CoreAudio 

• 24-bit/192kHz sampling rate 

• Sample at curate MIDI 

• Bundled with Cubase LE 

Unexpected features 

• Built-in real-time DSP effects; Fabrik R reverb 
and Fabrik C charnel strip based on MINTIm 

• IMPACTTm mic preamps 

• True guitar inputs 

• Front panel light ring control of internal mixer 
parameters 

• Intuitive control panel with automatic input 
detection 

▪ Analog volume control for perfect integration 
with powered speakers 

• Dual headphone outputs, one with auto 
speaker muting 

• Assimilator Konnekt native fingerprint EQ 
included 

• 3 DSP programs for tota! recall of internal 
routing, mixer and effects settings 

• TC NEARTm 1394 Fire Wire based network for 
full feature direct monitoring — even between 
units 

TC ELECTRONIC A/S DENMARK » e + 45 8742 7000 

IC ELE:CTRONIC INC USA • r (318) 665 4900 • MAIL: INFO@TCELECTRONIC.COM 
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side address design. This is definitely ore of 

my favorite mics from the new lineup. 

ATM250 HYPERCARDIOID 

INSTRUMENT MIC 

This one has a big, bold, and punchy tone 

that takes hot source levels and begs for 

more. This mic just wouldn't overload for me 

no matter how hard I slapped it sonically I 

placec it about 4' above the floor tom and 

anglec slightly inward; the result was a big 

and deep tom tone, with a ton of chest 

thumping bottom end beef. I would describe 

the sound of this mic to be almost " pre-

EQed:' with a flat midrange and two bumps 

in the response — one centered at about 

80Hz iind the other at about 3-4kHz. It is 

nearly perfectly optimized for toms and kicks. 

ONE OF THE 
FIVE BEST 
MUSIC 
PROGRAMS 
IN THE COUNTRY 
— Rolling Stone Magazine 

I LILL AIL 
Real World Education 

800.226.7625 

fullsail. corn GET STARTED 

If you're serious about your dream, 
well take your dream seriously. 

3300 UnIversity Beeuard • Winter Perk. FL 32.92 

I am usually not a fan of pre-EQed mics, 

and normally prefer to dial that in myself, but 

this ale really works well, and Audio-Technica 

did a good job of selecting the frequencies to 

boos- and dip to make the source sound 

great I could see where live FOH folks will 

love tus mic; you can set it up in a hurry and 

get a great sound out of it with minimal muss 

and fuss. In that respect, it reminded me of 

an improved ATM25 (which in my opinion has 

always been a very good kick and tom mic), 

but the 250 has a bit more fullness down low 

and a touch more extension up top. 
This mic also sounded very good on gui-

tar cabinets, especially if you're looking for a 

little more beef down low than you would 

get from the ATM650. The only downside I 

can see to this microphone is that it is some-

wha-: larger in physical size than the old 

ATM25, which means placement on rack 

toms may be more difficult than with the 

older microphone. 

ATM250DE DUAL 

DIAPHRAGM MIC 

This is very similar to the ATM250 in several 

respects, and when using the dynamic cap-

sule in the ATM250DE, they both sound 

prery much identical to my ears. Both use 

simiar bodies, although the ATM250DE's 

grille is a little bit longer. However, the 

ATM250DE adds a second condenser ele-

ment inside the same housing. The two 

diaphragms are perfectly aligned so that 

there are no phase differences, which 

means that with one stand you can capture 

two different tonalities from one mic, and 

still not have to worry about flipping phase at 

the console or mic preamp. Each mic's out-

put s sent out via an included 16' cable that 

terminates to two separate XLR connectors, 

and each is clearly marked so you know 

which plug is for the dynamic element and 
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,vhich one will neea phantom power 

(11-52V) applied to power the condenser 

element. 

The conaenser is &Mier e tonality to the 

ATM450; it has a —10dB pad and a 

—12dB/octave low frequency foll-off svvitan. 

Unlike the hypercaraioio AT./145O, the polar 

pattern of the ATM2500E's condenser ele-

ment is cardroid, and the wider patern allows 

it to pick up e bit more of the shell resonance 

when placed inside a kick drum. Both the 

ATM250 and 250DE include the same 

AT8471 isolation mount that is included with 

the ATM450, and they did equally well at 

securely holding even these larger and heav-

ier m.crophones where you put them. 

CONCLUSIONS 

All of these new A-T mikes are buirt very 

well, and look like they would weather the 

storms of live touring or busy studio sched-

ules without giving up the ghost at an inop-

portune moment. All four mics impressed 
me a great deal with their no-nonsense per-

formance and quality sound, and the prices 

for them seem quite reasonable given their 

level of quality. While there are a lot of instru-

ment mics on the market, these are defi-

nitely worthy of serious consideration; Audio-

Technica's Artist Series has been a nit over 

the years, and the revised edition make the 

lineup only that much more potent. 

Product type: ATM650, ATM250: 

Instrumentai dynamic mcs. ATM450: Small 

RIES MICROPHONES 

diaphragm, side address, fixed-charge back 

plate permanently polarized condenser. 

ATM250DE: Dual element condenser / 

dynamic instrument microphone. 

Target market: Recording studios and 

live sound engineers who need high perfor-

mance, rugged, and cost-effective micro-

phones that are suitable for a variety of live 

performance and instrumental recording 

applications. 

Strengths: Good off-axis rejection and 

minimal off-axis coloration on the ATM650. 

Unusual side address design of the ATM450 
makes placement extremely easy, even in 

the tightest of locations. ATM250 and 

ATM250DE pre-EQed specifically for toms 

and kick drums, which makes getting a good 

sound fast and efficient. High maximum SPL 

handling, good sonics, and excellent build 

quality throughout the entire product line. 

Limitations: Nothing significant at these 

price points. 

List prices: ATM650 $ 169, ATM450 

$369, ATM250 $329, ATM 250DE $549 

Contact: www.audio-technica.com  

Improved Sonic Characteristics 

Increased Signal to Noise Ratio 

Added Functionality 
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Sleek New Look 
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Do you know what time it is? Big Ben 

by Jeff Anderson 

As a studio owner, I'm always looking for 

that next great piece of gear that will help 

make my end products sound better. As 

my facility is analog-based — from con-

sole to outboard— with ProTools being used 

in the context of a tape machine (the only 

digital interfaces are those within my TDM 

rig to send a signal from the converters to 

the digital mixdown recorder), I had never 

thought much about adding a digital clock 

to my system. I always figured that the 

few digital boxes we did use weren't very 

complex, and that surely, adding a clock to 

control a mere five pieces of gear woHld 

not yield much improvement. Right, guys? 

Right? Wrong. 

THE JITTER PROBLEM 

To grasp how a master clock can result in 

a drastic improvement in sound quality, 

we have to understand the " jitter" prob-

lem. For example, suppose you have a piece 

of digital gear with a 44.1 kHz sample fate. 

Essentially, this gear is taking a meas-ire-

ment of the sound's waveform every 

1/44,100th of a second. But with so 

many samples being taken so often, 

inevitably a sample ends up being taken 

either a little too soon, or a little too late. 

This tiny, yet ultimately noticeable, timing 

error constitutes " jitter." 

While the jitter is typically in the hun-

dreds of picoseconds to the lower 

nanoseconds, it will make a noticeable dif-

ference in sound quality that's especially 

evident in frequencies below 5,000Hz. This 

is because the timing errors in sampling will 

result into frequencies generated above 

and below the frequency being sampied, 

creating the so-called side bands which 

we perceive as distortion. Jitter can also 

"collapse" the stereo image somewhat. 

What's truly disheartening is that every 

piece of digital equipment in your studio is 

going to be plagued by jitter. What's 

worse is that when using a digital 

recorder, there's jitter when running the 

signal into the computer, as well as back 

out. Before long these timing errors start 

to accumulate, and greatly diminish the 

overall sound quality. 

APPLYING THE RIG 13EN 

Apogee has been widely respected for 

their C777 clocking technology (a staple of 

many of their devices, and the heart and 

soul of the Big Ben). Developed using 

Direct Digital Synthesis technology (DDS) 

and DSP-based digital filtering, C777 

clocking is considered much more effec-

tive than the traditional phase lock loop 

circuitry (which lacks dynamic adaptability). 

Bottom line: DDS basically regenerates a 

stable, low-jitter signal that replaces the 

original clock signal. It can act as a preci-

sion master clock, regenerate its own 

clock signal, or accept signals from exter-

nal sources at sample rates of 

44.1-192kHz. These sample rates can 

then be varied ( or " VS0ed") by -44/78%, 

for ±999 cents. 

Big Ben accepts the following inputs: 

two AES (XLR), S/PD)F ( RCA), SPDIF or 

ADAT/Smux (optical), word clock ( BNC), 

and composite video. Big Ben's outputs 

consist of two AES, S/PDIF, S/PDIF or 

ADAT/SMUX (optical), and six word clock 

outs, four of which transmit regular fre-

quency clocks while the remaining two 

can also transmit up to 256 multiples of 

the clock signal. A video sync ( re-) genera-

tor board is available as an option. 

Integrating Big Ben into your studio is 

fairly simple, as the unit offers warning 

lights for over- and under-termination in 

your clock signal chain. (Termination mini-

mizes reflections going back along the clock 

line, which can be a source of error.)This is 

incredibly useful during installation, as the 

indicator lights for each clock out alerted 

me to whether or not I was terminating in 

does. 

the correct location, and if the line was 

properly terminated. 

Apogee's SureLock technology also 

assures that the Big Ben's outputs will 

remain stable even in the face of an exter-

na, clock failure — which is super handy 

when the odd cable pops out in the mid-

dle of a session ( this actually happened 

while I was testing the unit). Another 

helpful Big Ben feature that will have 

users wearing out buttons is its ability to 

convert signals in real time from SPDIF to 

AE S to ADAT (and vice versa) with ease. 

CONCLUSIONS 

Even at one tenth of a nanosecond, jitter 

acds up and can quickly become notice-

able in your recordings. Big Ben, though 

not the only solution, is indeed a fine 

one — and I like the additional real-time 

format conversion feature. Being able to 

regenerate external clock signals truly 

acds to the efficiency of your studio, and 

the " SureLock" technology means you 

can rest assured there will be a constant, 

glitch-free clock at all times. 

Centralizing your clocking signals for 

system configuration changes is now a 

breeze, and being notified if the clock line 

isn't properly terminated makes adding 

the Big Ben into your chain relatively 

stress-free. What began as a simple trial 

run, with the overriding question of " do I 

really need this," has ended with Big Ben 

becoming an integral piece of my rig. 

Product Type: Digital word clock. 

Target Market: Individuals using multi-

ple pieces of gear with internal word clocks. 

Strengths: Exceptional jitter reduction 

and format conversion/support. Multiple 

cults. Clock signal maintenance despite 

iuput loss. User-friendly installation. 

Limitations: None. 

Price: $ 1,495 list 

Contact: www.apogeedigital.com  
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Radial J06 direct box - Designed for the most demanding professionals, the Radial JD6 features 6 
Jensen Transformer equipped channels for exceptional signal handlirg, virtually zero-distortion and 
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Radial 8ox splitter 8-channel splitter lets you split your mie signals arw.-: drive three separate 

feeds to the front-of-house console, monitor mixer and digital recorder. Jensen transformer 
equipped for exceptional signal handling without distortion, the Sox also eliminates buzz and 
hum caused by ground loops. Front panel XLR inputs, rear-mounted 25-an 0-subs for field use, 
and euro conne...tors for permanent installatio7s. Indispensable. 

Radial JD7 Injector - Guitar freaks rejoi..:.e! Drive up to amplifiers at the saille time vvnile 
retair ing the natural tone of your gutar. 100% class-A discrete circuitry throughout, Drag ." 
control load correction and Jensen transformer equipped to eliminate buzz and hum from 
groLnd loops. Record a dry track with he built-in JDI direct box and reamp away for post 
production ectting. Great for live tour na and essential in the studio. Addictive. 

See us at AES 
Booth #1047 

...get all the Radial info at: 

Radial ProD8 - The company that brought you ' the world's finest direct box' 
raises the bar with the ProDS. Eight vvorld-class direct boxes, each equipped 
with dual- redundant merged inputs with shared TRS insert for direct 

connection to backup sound modules and play-back recorders to avert 
disaster vhen equipment fails during a live performance. Reversible rack 

rails let you position the input and XLR output panels to suit. 
Dependable 

www.radialeng.com 
1638 Kebet Way, Port Coquitlam BC V3C 5W9 te1:404-942-1001 email:infoPradialeng,com 
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Here's something for real power freaks 
by Jeff Anderson 

Voltage sags, brownouts, spikes, and 

overvoltages — such are the nemesis of 

every studio's prized collection of gea.. 

Were you to monitor the power that's 

pouring out of your wall outlets, you 

would discover readings that can vary 

greatly from facility to facility, depend ng 

on factors ranging from service provicers 

to how your studio is wired. If you have 

not implemented some sort of voltage 

regulation to control the power feeding 

your equipment, you are leaving yourself 

open to a world of hurt. 

Thankfully, there are devices, such as 

Furman's AR- 15 Series II AC voltage reg-

ulator, to protect our vulnerable gear 

from power discrepancies. Technology-

wise, it uses Linear Filtering Technology 

that, unlike some more traditional AC 

conditioners, ensures linear filtering and 

no leakage to the ground — which 

means a quieter, more stable signal for 

your equipment. The Series Multi-Stage 

Protection + (SMP + 1 technology is a 

great asset, as it safely handles damag-

ing transient voltages without sacriticing 

the entire unit or requiring a trip to the 

repair shop; another safety feature, 

Extreme Voltage Shut Down ( EVS), shuts 

off incoming power to the unit in case of 

accidental connections to 208 or 

240VAC. Excellent. 

This single space rack-mount unit boasts 

eight outlets on the back, and one on the 

front. All are regulated, spike-suppressed, 

and filtered against RFI. The 10-LED bar 

graph meter on the front of the unit displays 

input voltage ranging from 75-150V, and 

an LED displays " In Regulation Status" 

showing that the output is within ± SV of 

120V. In addition, an indicator LED for 

"Protection" displays the unit's working 

status, while " Extreme Voltage" indicates 

if the unit is shut down due to protecting 

against a 145V or higher jolt. To top it off, 

there is the requisite on/off switch as 

well as an optional on/off for a gooseneck 

light, which can be attached to the back 

via BNC connection. 

MI USE 

Nearly slipping all of my discs out of place 

attempting to lift the AR- 15 II out of the 

box, I got to work. I've had a previous 

power conditioner for quite some time, 

set in line to protect nearly 30 pieces of 

outboard gear, but had never given much 

thought as to what degree it was suiting 

my needs. But oddly enough, within min-

utes of installing the AR- 15 II, a serious 

problem cropped up that let it be put to 

the test. I noticed that, somehow, the air 
conditioning unit for my machine room 

was pulling current from the same breaker 

as the equipment rack — every time the 

air conditioner would cycle, the Furman 

would display a huge dip in current. It was 

so bad that I could clearly hear the AR-15 

Il sounding off as it compensated for the 

power drain in order to provide the regu-

lated 120V to the rack. 

After hammering out the air condition-

ing issues, I decided to do a test to see if 

there was a noticeable difference in the 

sound quality of equipment protected by 

the Furman. So, I routed a stereo audio 

signal through 12 different compressors, 

EQs, and effects in then rack, then onto 

two tracks in Pro Tools. After setting all of 

the processors so that there was a " legi-

ble" sound, I tracked 30 seconds of a 

song with the AR- 15 II regulating all of 

the equipment. Directly thereafter, I 

bypassed the Furman, plugged the entire 

rack into the wall, and tracked the same 

30-second chunk of music. I heard a fairly 

notable difference — not huge per se, 

but a definite difference. During the 30-

second sample that was recorded 

Furman-less, two " clicks and pops" 

appeared that were absent from the 

treated tracks, and the low end seemed a 

bit more apparent too. 

CONCLUSIONS 

After spending tons of money building a 

studio, it seems truly negligent to forego 

voltage protection, thus leaving all that 

great gear in a compromised situation. 

Within just five minutes of adding the 

AR- 15 II into my rig, I found (and rectified) 

a potentially serious problem that would 

have otherwise flown under the radar. 

Saved hides aside, the unit reduced the 

noise floor and actually improved my over-

all sound, which is always a good thing. 

Basically, if you've yet to acquire an AC 

voltage regulator, there is no time like the 

present — and the AR- 15 II is a great 

piece to start. 

Product type: AC voltage 

regulator/stabilizer. 

Target market: Small to medium 

size studios that need to protect their gear 

from electrical problems. 

Strengths: Multiple protection tech-

nologies. Handles overvoltages elegantly. 

Improves overall audio quality. 

Limitations: Weighs a lot. 

Price: $755 list 

Contact: www.furmansound.com  
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CHARTERORK ACOUSTICS E100 
MULTI PATTERN CONDENSER MICROPHONE 
East meets West, 
by Roy Stein and Tony Gross 

This past decade has witnessed an inva-

sion of mics that have been tough on 

tradition. Chinese-manufactured, large-

diaphragm studio condenser mics that 

copy both the circuitry and the external 

housing of their Western counterparts lave 

found their way into many 

recording studios, as they're 

cheap in comparison to their 

erudite ancestors. However, 

in many cases the similarities 

end at " sharp looks," and 

with so many different brands 

flooding the market, one 

wonders which of these mics 

is wise to buy ... if any. 

Perhaps we should take 

some advice from Aristotle 

and Lao-Tzu, and embrace 

the middle ground — which 

is where the CharterOak 

E700 lies. This robust, dual-

diaphragm FET condenser 

mic shares some characteris-

tics with the import competi-

tion to keep costs reasonable. 

Sure, some of its basic 

components, including cir-

cuit cards, metal work, and 

the flight case, are manufac-

tured at facilities that work with other 

rebranders of microphones, but that's 

where the cloning around stops and irdi-

vidual design and quality control steps in. 

Starting with a piece shipped in from 

China in " rough assembled" form, the mic 

is then biopsied and reassembled by hand 

with Xicon, Mial, and WEMA polystyrene 

and polypropylene capacitors to optimize 

the audio path. Before shipping, each mic 

goes through a final testing phase before 

it is stamped with its coup de grâce: a life-

time warranty. 

CONSTRUCTION 

We were informed that if we took the mic 

apart we wouldn't find any cheap hooLup 

wire, and the wiring would be neatly in its 

place. Way too late for that; within hours 

and the winner is . 

of its arrival we had that sucker pithed like 

kids on a frog in Biology 101. The split cir-

cuit board design was nesting on a rugged 

but cleanly machined platform, and only 

Teflon-coated wire is used to make the 

connections between the capsule and 

head amplifier to ensure maximum noise 

rejection and to faithfully 

reproduce detailed highs. 

When it comes to design 

and quality control, 

CharterOak appears to be 

demanding. For example, 

originally the E700 

employed a Chinese output 

transformer. However, only 

11 out of 40 of those trans-

formers passed the compa-

ny's quality control stan-

dards. Starting at s/n 0012, 

it was replaced with an 

American component. Also, 

beginning with s/n 0040 

CharterOak has replaced the 

3-position pad and 3-posi-

tion pickup pattern switch 

with a heavy-duty 3-position 

toggle, rather than the earlier 

model's slide switch. 

Alright, it's all sounding 

sweet ... in theory. 

APPLYING THE E700 

An organic-sounding rock band was 

recording in Studio A doing the standby 

drill: vocals, drums, bass, guitar. The 

clock's tickin' off billable hours, so it's a 

trial by fire for the E700. Typically on a kick 

drum we remove the front head and use 

either an EV RE-20 or an AKG D112 on the 

inside of the shell placed slightly off axis 

about 8' from the beater, as well as a 

Soundelux E47 about 8-10' outside the 

shell (all through API 3124 preamps), as 

this usually captures spectacular results. 

So we decided to throw the E700 solo 

about 4' outside the front of the kick, 

through the API 3124 — it was so good, 

we left well enough alone. Recording the 

kick became a single mic/mic pre chain, 

. . you 

which freed some prime gear for other 

sonic territory. 

Up next, acoustic guitar: a Gibson 

Hummingbird, known for its full-bodied, 

warm, velvety tone. But in a rock band com-

peting for prime sonic real estate, it can 

easily get lost in the mix or, at higher levels, 

mJcIdy up the track. We set up the 

Soundelux E47 on the low end of the guitar, 

off axis, along with a Rode K2 on the top 

end to capture the 12th fret nuances, which 

sounded great. Then we replaced the K2 

with the E700, and had the band members 

take a blind test. They all chose the E700. 

To cut vocals, we set up a Soundelux 

Elux 251 and the CharterOak E700. We 

ended up going with the Elux for the main 

track, but were not at all disappointed by 

how the E700 held up la good thing, given 

the price difference between the two). 

The E700 was characterized by detailed 

highs, without being brittle, and an open 

bottom end. And by adding just a touch of 

compression on playback, the vocals sat 

nicely in the mix. 

CONCLUSIONS 

"East is East and West is West." Not in 

2006. By combining U.S. quality control 

and the selective integration of high-end 

components with low cost manufacturing 

available in China, CharterOak offers an 

excellent buy for the buck. The E700 

would be a welcome addition to any rock-

ing mic cabinet, or a smart choice as a 

first upper-level mic. 

Product type: Dual-diaphragm FET 

condenser mic. 

Target market: Higher-end studio 

and mid-level applications with cost 

restrictions in mind. 

Strengths: Detailed highs along with 

clean, open low end. Excellent shock 

mount and flight case. Lifetime warranty. 

Limitations: Hefty, so be careful with 

mic stands. 

Price: $1,199 list 

Contact: 

www.charteroakacoustics.com  
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It's Not Your Usual Black and White Tuning... 

Strot>oSo 

Add the power of a Strobe Tuner to your DAW or live sound rig by 

adding StroboSoft Tm to your arsenal of tools. StroboSoft is the world's 

first strobe tuner designed for your Mac or PC. With its accuracy of 

0.1 cent, built-in Sweetened Tunings, integrated Buzz Feiten Tuning 

System® presets, and over 50 preset alternate tunings, StroboSoft is a 

must for your studio sessions and essential for accurate sample tuning. 

You can also load it in a laptop and take it to the next live show as well 

as use it for all your guitar set-ups. Get in tune now... 

1.1.31fJ J fJ 

STROBE TUNERS 

708.388.3311 11601 S. Mayfield Alsip, IL USA 

SuIP. fe 

StroboSoftn' Suite Includes 

Tuning and Intonation DVD 

,411*LUNINGS 
UniversM 

Bun Feiten Tuning System is a registered trademark of Buzz Feiten Design Co., L.L.C. All other trademarks contained herein are the property of their respective owners. 



Sounds 

SON'-/ GLOBAL GROOVE 
International Hip-Hop Flavor 

Contact: Sony, www.sonv.comi 

mediasoftware 

Format: CD-ROM, Acidized WAV for-

mat, 44.1 kHz/16-bit, 524 files ( locps and 

one-shots) 

First things first: This is " global" only if 

your sense of the globe is focused on 

the Caribbean. Semantics aside, 

though, this CD steers clear of the 

trend toward a more Middle Eastern fla-

vor in hip-hop, and instead appropriates 

the intoxicating sounds of zouk, soca, 

dance hall, reggaeton, and other genres 

of " island" music. 

However, this isn't necessarily the 

carefree music you hear while sipping a 

drink with an umbrella in it by the beach. 

The vibe is darker, harder-edged, and 

more minor — in other words, more hip-
hop. The recording is stark too, laying 

down muscular beats and sparse, angu-

lar melodies. 

There are 20 construction kits, plus a 

folder of promotional loops. While the 

emphasis is on percussion (with drum 

mixes, individual drum loops, and a 

folder of one-shots per kit), there are 

also melodic elements like guitar, synth, 

piano, and effects. As with other Sony 

libraries, the acidization is superb, so 

mixing and matching is a done deal. And 

although the promotion hits hard on hip-

hop, a lot of these rhythms are valid 

accessories to just about anything 

where you want to add a slightly heavy 

Caribbean vibe. 

At first, I was taken aback because 

this isn't the kind of light, soaring 

island music I love (e.g., Kassav). But 

once I got past any preconceived 

notions, it became clear this CD offers 

a unique, equally valid take on 

Caribbean music — and has the ability 

to partner with other types of music as 

well. Check out the audio example at 

www.egmag.com and you'll hear what 

I mean. — Craig Anderton 

time to upgrade... 

pcaudielabs 
the evolution of creativity'« 

Los Angeles, USA www.pcaudiolabs.com Dublin, Ireland 
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Sounds 

BIG FISH RUDIO 
Acid Jazz City 

Contact: Big Fish Aucl,o www.biq 

fishaudio.corn  

Format: DVD-ROM witi 30 construc-

tion kits in three formats: VVAV, REX, and 

Apple Loops; 24-bit/44.1kHz 

Price: $99.95 

Acid Jazz City ... sounds fun, and word 

on the street says it has an excellent bar 

scene. So I stumbled irto Steve's Place, 

a smoky south side lounge — lured by 

the Hancock-like pianos, Miles-type riffs, 

and funky percussion floeing through 

the cool night Jir. 

After a couple scotches I sidled up to 

Lola, looking gorgeous as always. "What 

you got for me tonight, doll?" I asked. 

"The usual," she laughed. " Kits, each with 

a mix file and its various elements ... 

about 36 loops per kit." 

Kits: I should have known — it's a 

Big Fish thing. But could a kit convey 

the improvisational nature of jazz? " Chill, 

baby," Lola cooed. " What I got is riffs. 

Short riffs, long riffs, acidy riffs, even 

some trad kinda riffs. You provide the 

solo, and do your improvising ... l':1 pro-

vide the bed for it." 

The way Lola says " bed" is enough 

to distract anyone, but I still had a job to 

do. " That flute player is pretty good, 

what's the deal?" Lola smiled, " For the 

leads, there are lots of little bits and 

riffs. You can actually put together a 

pretty convincing performance, if it 

doesn't go on too long. But why no: just 

go to www.eamag.com• there's an audio 

example there that shows exactly what I 

mean. I'll even go there with you," and 

she winked. 

Well, that was music to my ears. And 

so is Acid Jazz City. —Craig Anderton 

SO\IC CIRCUS 
Serious Studio Infrastructure 

The most comprehensive selection of recording 
equipment in the world. 

www.soniceircus.com 

1-888-SC4-G EAR± 

,ei‘C I Di A Z. 7. 

L. illbruckacoustic 
The Results 
Are Clear 

SONEX 
Ii111111111111111111111111iniff111111111111111111111 

Capture precision sound tailored to your needs and 
budget. Since every recording environment is different, 
illbruck offers a range oi innovative acoustic solutions 
—plus the expertise to maximize sounc quaiity in your 
unique space. We feature SONEX products made 
with willtec a fire-resistant material that's easy to 
install and easy to mcva if you do. 

Make a sound decision and call us at 
I - EDO-662-0032 or visit 
WVVVV. i I Ibruck-acoustic.com/aq 

0 Mabee* wane, Inc. AU céglite reserved. 

IF-Lireeimeirfflefigesu„ePornmaggenti 

www.eqmag.com NOVEN I3ER 2006 EC) 



°vier App Alley 

RO TOOLS 

Want a really good, free workstation RTAS instrument? 
Of course you do! 
41*1141* Improve workflow when tracking by using a general-purpose " workstation" plug-in 

with ProTools. Parts can be replaced later if needed. 

Digidesign kicked off their Advanced Instruments Group by offering a free RTAS 

workstation plug-in. While it's said " there's no free lunch," this one is actually very tasty — it's well worth 

obtaining and installing 

Welcome to die %pane Setup 

Wizard 

pap amp» 

env.e. 

se. 

Ële le; 

::1111•111•111111•11MIMIM 

— Deere I I oe . Stereo - I lroetwent T, e& 

Cancel 

s 

/Mean lee Memo, 

ACID Pro cow...a 
Battery 2(Mec) 

Colossus (O..) 

Cunenson Pro (strum) 

Queen Sersomd °Moses (stereo) 

GutarPo2 (Moo) 

M1 (stereo) 

XPc1r1 

,;'•) 

1111E1:11111 la= IIIE 

- 

02111111•41 C3=11MM 

• • ums 

rr-is 

Cutos 

Sere 

••• 

-eh Bosses 

basses 

loom 

ete ,..ct• 

oe Cho. 

Ouls Ow Pod 

ooltctcoo.Wi'o',, 

Our, to MI, Gm 

Ad, % OM O. 

beers ssrtod 

Flr «Ow Pod 

Pte On Sklh 14, " 

Smooth mted 

'more Pod 

•msom ups. Psi 

lo! Char 

59 pe 

Dco lIce Pass 

CId FulTed 

Feehi Pet,  

'de 

UM Ikall 

Ell 111A1I 
IiIM 

Ida 
la Biel 

fa NMI 

Ea NOVEMBER 2006 www eqmag.com 

1. Go to the DigiStore and 
order the Xpand! CD.There's a 
small handling charge. If you 
already have the Xpand! CD, 
download the latest update. 

2. Insert the CD, double-click 
on " Xpand! Setup.exe," and 
follow the instructions. 

3. Create a new Track by going 
Track > New. In the New Tracks 
dialog fields, enter 1, Stereo, 
Instrument Track, and Ticks, 
then click on " Create." 

4. In the Mix window Inserts 
section, click on an insert and 
go Multi-channel plug-in > 
Instrument > Xpand! ( stereo). 

5.Turn up the mixer fader for 
the Instrument track, play 
some notes, and assuming 
your MIDI setup assignments 
are correct, you should hear 
the default patch. 

6. Xpand! is not multi-timbral, 
but you can layer multiple 
parts ( instrument sounds) on 
one channel. Click on the part 
field's downward-pointing 
arrow, and choose the desired 
sound. Turn parts on and off by 
toggling the button to the 
right of the part letter ( A, B, 
C, D). 

The six Xpand " smart knobs" edit useful parameters in each part. 
Experiment! 
To assign a knob to a MIDI controlller, right-click ( Windows) or Ctrl-click 
(Mac) on the knob. Choose "Assign" then assign a controller. Or, click on 
"Learn" and move the controller you want to assign to the knob. 
Note that the same controller cannot be assigned to the same knob in 
multiple parts. 
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Power 

re's more to editing than cut, paste, drag, and copy 

Do video-style"ripple editing" with Sonar. 

With ripple editing, deleting part of a track causes material past the end of the 

edit to move ahead in time (toward the left), thus filling in the deleted portion of the track. For 

example, if a solo section goes four measures too long, you can delete those four measures across 

all tracks, and the rest of the song will " close up" to fill in those four measures. 
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1. Click on the timeline at the 
beginning of the region you 
want to cut. The Now time 
now sits at the beginning of 
the region. 

2. Go Edit > Select > All ( or 
type Ctrl- A) to select all 
tracks. 

3. Go Edit > Split ( or type " S") 
to split all tracks at the Now 
time. 

4. Click on the timeline at the 
end of the region you want to 
cut, then repeat steps 2 and 3 
to split all tracks at the new 
Now time. 

5. Draw a marquee around the 
region defined by the two split 

points. 

6. Go Edit > Cut ( or right- click 
within this region and choose 
"Cut" from the pop-up menu). 

7. When the Cut dialog box 
appears, check " Events in 
Tracks" and " Delete Hole," then 
click on "OK." 

8.The selected regions will 
disappear, and the region that 
starts at the later split will 
move over to the left so it 
butts up against the first split. 

If you check " Shift By Whole 
Measures" in the Cut dialog 
box, the region that starts at 
the later split will move left to 
the closest measure after the 
first split. For example, if the 

first split occurs on a measure 
boundary, the region will shift 
left to that boundary. If the 
split occurs a quarter note 
before a measure boundary, 
the region will still shift left to 
that measure boundary. 
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There is 
no undo on 
your mic preamp. 

Vacuum Tube a J-PET Dfrect RicarclIng System with Yvon T000{ogee 

•441V IN LF --. _ IN 
PHANTOM U . 401, 

SC ,9° 0 ,,i20 *31). 1., ' 1.4k 

30: .. :140 400. • 

Z. • N.:: 
2er, ;110 300', 

20 2110. le tit' 14 
I ••%" le'e0a 

4 -i- -1-It::: 
X10 ' "::. ..7 X10 " -... 

INPUT 
GROUND an 
LIFT , ISO 

POLARITY 
REVERSE • 

SPEAKER ro ca..« 0 4., - 4.4 
.••••••• 1I ; fir O 

)11 o I sta ,  
- 'N. ‘., 2 

4135 
1000 N1116 _ 

Mglennta 
›,.Ihieeted- Mite »emu 

www.mil-media.com 
530-647-0750 

Input channels car nagrify the sSna: by more 

than I Th.ere's no " Undo" after this point. 

Colcratien or distortion become part of the tignal. 

Lost information can never be recoN.ered. 

Data corrpresoota algorithms can't distinguish 

signal 'irom noise, SD preserving absolute signal 

integrity through the recording and production 

process is critical to communicaung your 

intent ,on and inoiv ,cluality. 

Millennia's unique designs avoid circuit- induced 

artifacts. giving yota total centrof. 

Amplify the criginal sonic information wtth an 

absolute mimmum of alteration, or apply tonal 

shading so natural and transluscen: that it seems 

to become am integral eleme.nt cf the source itself. 

Make every take count. 
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lo Trenches 
by Phil O'Keefe 

KEEPING IT CLEAN 
IN THE DIGITAL DOMAIN 
The art of deleting dirt never ends 

Digital means clean, right? Well, I wish . .. but there are 

plenty of digital gremlins who are ready to rise up and 

bite you if you're not careful. 

ONCE A DIGITAL, ALWAYS A DIGITAL 

One way to help keep a digital track clean is to stay in 

the digital domain once the track is recorded. Each time 

a signal passes through converters and into outboard 

electronics, the sound changes — however subtly — and 

some noise hitches a ride. If an outboard processor adds 

to the track, or if you prefer to mix via analog summing, 

go ahead: But know what you're doing and why, listen to 

it both ways, and make an informed decision. If your sig-

nal path can live without an extra stage, don't use it. 

NOISE REDUCTION: NOTA PANACEA 

Suppose that for the most part your recording is clean, 
but there are a few remaining noise issues. Do you grab 

a noise reduction plug-in? I avoid them unless absolutely 

necessary, and 

when I do need 

noise reduc-

tion, I use the 

bare minimum. 

Noise reduc-

tion works by 

subtracting 

energy in par-

ticular bands, 

and when 

pushed too 

hard, they may 

subtract energy 

you do want. Besides, the sonic artifacts from even the 

best noise reduction algorithms can sound more distract-

ing than the noise. If the noise is really bad, it's re-

recording time. 

"COPY AND PASTE" NOISE REDUCTION 

Not all noise is electronic. While tracking one of the 

songs on Julie Day's CD (www.iulieday.orq) we could 

hear the upright bass buzzing. First we thought it was 

from a humidifier that was accidentally left inside the 

bass and sympathetically vibrating as the instrument was 

played, but even after removing it, there were still places 

where the bass would buzz, and we couldn't locate the 

problem to fix it. As we had several other musicians 

waiting and the clock was ticking, we just went ahead 

and tracked anyway, figuring we'd fix it later. 

Well, it wasn't easy. When we found an objectionable 

note, we searched the tracks until we found the notes we 

needed (with the proper pitch and inflection but without tne 

buzz) from elsewhere in the song or from alternate takes, 

and flew them over to replace the bad notes. There were so 

many spots with buzzes on that song that the majority of 

notes had to be edited. Doing that takes forever, and you 

have to be pretty good with your editing chops if you are 

going to sneak that past your listeners. Of course, if things 

are that bad, retracking is usually the better answer, but 

sometimes you have to do what you have to do. 

MORE CLEAN MIXING TECHNIQUES 

Here are some other tips that can help at mixdown. 

• Listen to each instrument and roll off any unnecessary 

bottom with a steep high-pass filter. If there is nothing 

but room rumble and air conditioning noise down 

below 100-150Hz on a track, filter it out. This one step 

will make a huge difference in cleaning up a muddy 

mix, as well as reduce any subsonics that snuck their 

way into the track. 

II Some soft synths have high-resolution or " low alias-

ing" modes that suck more CPU, but reduce artifacts. 

Use them! If your computer can't handle the load, 

freeze the track. 

• If an instrument doesn't have much going on in the 

upper frequencies but noise and hiss, try a low-pass fil-

ter or a bit of high frequency shelving EQ to pull back 

the noise. Remember that most EQs can be automated, 

so you can open up the response if highs are present. 

• Although you can trim individual regions to " remove 

silence," you can also use mute or fader automation to 

turn off tracks when they're not needed. In Figure 1 

there's noticeable headphone bleed from the vocal 

track during a sax solo, so I used volume automation 

to bring the faders down in the spots where there 

weren't any vocals to mask it. However, don't go too 

far — some breaths and " humanisms" should be left 

in the mix, but control them and their levels as needed. 

(You can hear a " before and after" example of the 

soloed lead vocal in Figure l's highlighted section at 

www.eamag.com). 

The bottom line is whenever possible, avoid noise issues 

at the source rather than try to correct them later. It usu-

ally takes less time and provides better results. But don't 

go too far over the top and kill the music; a little dirt once 

in a while isn't going to hurt anything — but a lack of 

vibe most certainly will. 

Phil O'Keefe is a producer/engineer, and the owner of 

Sound Sanctuary Recording in Riverside, 

California. He can be contacted at 

wvvw.ohilokeefe.com, or via the Studio 

Trenches forum at www.harmonv-

central.com. 
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13uitar Trax 
by Michael Molenda 

LAUNCH Fl GUITAR ARMADA! 
Basic Layering Techniques for Massive Textures 

For some blissfully uncomplicated guitarists, getting a 

sound is as simple as plugging a guitar directly into an 

amp, cranking the volume and tone controls, and wreak-

ing havoc on those six strings. I love those guys, and, 

sometimes, I am that guy. But I'm also a proud member 

of a vast community of guitar players who employ signal 

processing and studio magic to conjure all sorts of fabu-

lously bizarre and beautiful sonic textures. After all, it's 

fun — as well as very inspirational — to think of a guitar 

as a paintbrush that can dip into myriad colors and spew 

wonder across a spectral canvas. 

It's also commercially smart, as many of today's 

young and successful guitar-oriented bands utilize density 

to great effect. Big guitar sounds are all over the charts 

(well, at least in those instances where guitars are on 

the charts these days), and the act of crafting textural 

vistas doesn't have to be limited to players inspired by 

Evanescence, Avenged Sevenfold, or Snow Patrol. Even 

if you're a blues or jazz cat, or a funkmeister, or a folkie, 

savvy appl•ications of guitar layers can add drama and 

intensity to your recorded works. 

Of course, " savvy" is the operative word, and that 

word may resonate quite differently depending upon the 

music you play. For example, a metal dude might con-

struct a towering inferno of multi-layered rhythm guitars 

to drive home a chorus, whereas the same treatment 

might be a tad scary for an introspective acoustic song 

about how much your first puppy meant to you. So, 
although there are no rules commanding truly creative 

music, taste is still a good quality to bring to your audio-

production values. 

Ironically, the other main danger zone of layering pertains 

to the very goals that layering achieves: producing impact, 

dimension, and density. You see, by overdubbing guitar 

parts, you can actually diminish impact if you carelessly 

muddy the layers with parts that are too thick, too 

processed, or too woofy. Here, then, are three basic layering 

ideas to help you increase punch without adding paunch. 

CHORDAL TSUNAMI 

Layering chords to make a chorus sound as ferocious as 

a starving lion armed with an Uzi is an easy task — as 

long as you juggle the sonic elements. For a rock track, 

I'll typically layer four parts for each stereo channel (eight 

parts total): distorted humbucker tone, overdriven single-

cod tone, direct ( clean) single-coil tone, " wild card" 

(humbucker or single-coil through modeling processor, 

tiny amp, or other bizarre tone generator). However, each 

side will be populated by different guitars. For example, 

if my left-channel humbucker tone is a Les Paul, then my 

right-channel humbucker tone might be a hollowbody. 

Likewise, if the left-channel single-coil is a Strat, then the 

right-channel single-coil could be a P-90-equipped guitar. 

The secret to this recipe is mixing all kinds of disparate 

flavors together — and those dashes of goodness are 

not limited to different guitars.You should also mix different 

miking techniques, different amps, and different modeling 

processors or plug-ins. 

Finally, EQ the monstrosity to ensure that the low fre-

quencies aren't " weighing down" the barrage (cutting a 

few dB at around 80Hz or 100Hz usually does the trick). 

Don't be afraid to try drastic EQ tweaks, either, as a tone 

that sounds truly disgusting by itself might just add the 

right zing to the layered sound. 

ACOUSTIC ARMIES 
An acoustic guitar's ringing harmonics can really tank the 

clarity and punch of layered textures. Mixing bassy, 

midrange-y, and sparkling chord inversions is a big help, and 

some producers even add a " Nashville-tuned" guitar (where 

the low- E, A, D, and G strings are swapped for a 12-string 

guitar's high-octave strings and tuned an octave above stan-

dard, while the high B and E strings remain unchanged) to 

the blend. EQ is usually imperative, as you must tame any 

floppy bass frequencies or low-mid mud. Care must also be 

taken with miking, because too much room sound may 

obscure each guitar's attack even further. As with electric 

layers, I often mix miked acoustics with piezo acoustic-

electric guitars and Line 6 Variax Acoustic models. 

SMILE LINES 
A fun trick that works with either acoustics or electrics is 

using an EBow to play sustained, single-note lines that 

follow the song's chord progression. Well, you don't even 

need an EBow, as you can simply pick or trill the notes, 

but it's a gas to hear those yowling, bow-like sounds the 

device simulates. The single notes help clarify layered 

chord progressions — depending upon how high you use 

them in the mix. My favorite ploy is to make the lines 

barely audible, so that listeners can perceive the melodic 

movement without having the roar of the chordal bom-

bast audibly diminished. Quickie reading comprehension 

test: Should you double or triple the single-note lines? 

(Please tell me you answered " yes"!) 

LAYER UP! 

These are just three ways to add guitar textures to your 

productions. I also recommend inviting fuzz boxes, delay 

units, reverb, tremolo, phasing and flanging, and other 

signal-processing toys to the party. Gather all your 

options, and like a fine chef blending flavors and spices, 

stir that stuff around and cook up a marvelous feast of 

guitar tone! 

Michael Molenda is a seminal San Francisco 

punk, multimedia artist, and producer who 

has recorded tracks for everyone from 

NASA to Paramount Pictures to various 

major and minor labels to hundreds of 

bands you've never heard. He currently co-owns Tiki 

Town Studios with producer Scott Mathews, and is 

signed to MI5 Recordings. 
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Successful 
artists 
grown here 
Dear Friend, 

As an independent musician myself, I know how hard it is to get your music heard by the 
right people. That's what led me to develop the OasisSampler radio promotion CD program. 

Thanks to this program, previously unrecognized Oasis clients have signed recording 
contracts, landed lucrative corporate deals, had their music featured in the soundtracks of 
hit HBO series, and much more! 

The program couldn't be easier: When you order ycur CDs, just tel us which track of your 

music you want promoted to radio on the OasisSamp.er and we take t from there. There is 
absolutely no additional charge for tie program. Plus, we send our proprietary radio station 
contact list directly to you, so you can follow up personal4 with the Dis and stations who 
receive your song—and stir up even more of a ouzz. 

I hope we have the opportunity to work on your next disc manufacturing project, so that 
we can add your music to the prestigious music-industry eadition that the 
OasisSampler series has become. 

Sincerely, 

'Micah Solomon, President 

RS. May I send you our latest basks Disc Manurfacturiing 

catalog? Our catalog is filled with disc pressing and packaging 
ideas as well as the details of the industry-renowned OasisSampler radio 0 program. Call (866) 262-0470 (toll-free) or visit oasisCb.comieg 

Bones! I'll also include the special disc "How to Have a 

Successful CD Release Party—Without Breaking the Rank" by 
rnusic industry consultant David Hooper, while supplie latt. 

We currently manufacture and 
produce OasisSamplers in the 

following genres: 

Acoustic 
Adult Contemporary 

Ambient 
Alternative 

Blues 
Country 

Inspirational 
lnstr Jmental/Classical 

Jazz 
Pop 

Rork & Roots 
Urban 
World 

:OASIS:]  

11.1 DISC MAN UFAC IDLING  

(866)162-0470 (to l-free) 
oasisCD.comieq 
info@oasisCD.com 

BBB 

NOW: Great news if you're looking 
for speedy disc manufacturing. 
We now deliver nearly our entire product 
line in just three weeks or less—start to 
finish—with no compromises on our 
painstaking quality. 

Call (866) 262-0470 or email 
info@oasisCD.com for details. 

OasisSampler CDs get attention! Just ask 
singer-songwriter Bill Parsons, 
www.billparsons.com: 

"The Bose Corporation heard my song 
'Silent One' on the OasisSampler and 
included it on a setup CD for use in their 
stores throughout North America, Germany, 
and Japan. I was thrilled and received 
extensive royalties from Bose as well!" 



The oc< 
by Lee Flier 

OLD SCHOOL TRICKS 
FOR THE NEW TRADE 
Most of us record and mix on computers these days. 

Many younger engineers have never done it any other 

way. We all know the benefits of working on a DAW as 

opposed to the "old days" of dealing with finicky tape 

decks and consoles. But there are also some often over-

looked drawbacks — ways that working on a computer 

can hinder the creative flow as opposed to working the 

"old school" way. Fortunately, you can bring a little old-

school mojo to your DAW sessions; all it takes is some 

awareness of how you work. 

EARS BEFORE EYES 

One of the greatest blessings in working with a DAW 

is also one of its greatest curses: the visual waveform. 

It's great for editing, and for getting a bead on any 

problems with nasty transients or DC offset. But 

sometimes looking 

at a waveform is 

actually a detri-

ment to the 

recording process. 

Humans are very 

— visually-oriented 

Fig. 1 Cubase SX lets you choose whether to display 
audio and MIDI data. Go Edit > Preferences; under 
"Event Display — Audio," uncheck " Show Waveforms" 
and under " Event Display — MIDI," choose " No Data" 
for Part Data Mode. 

creatures — unlike 

dogs and many 

other animals, we 

tend to trust our 

eyes before our 

ears. This means it 

becomes all too 

easy to judge the 

way something 

sounds based on 

the way it looks 

land this certainly explains the success of some artists 

on MTV). Working with tape and consoles, we had no 

choice but to trust our ears because, apart from VU 

meters and the occasional spectral meter, we couldn't 

"see" the music. 

Many artists, and even producers and engineers, 

suffer from " waveform overload" and become 

obsessed with how the music looks — from zeroing in 

on every little pop or click, to making everything snap to a 

grid. Therefore, when listening back to a take, try turning 

off your computer monitor so no one can see what's 

going on, or disable the waveform display ( Figure 1). If 

there's nothing that sounds bad, it certainly doesn't 

matter if it looks bad. If everybody's happy with the per-

formance, you can then check the visuals for any obvi-

ous technical problems that can't be cleaned up later .. 

and if there are none, move on before the lead singer 

spends the next hour saying, " Wh000aaam, dude, trippy 

waveform!" and insists that you comp together each 

syllable from 27 takes. 

In mixing, too, the " visual overload" can be an even 

bigger factor. I vastly prefer using some kind of control 

surface compared to mixing with a mouse, because 

again that takes the eyes out of the equation and leaves 

decisions up to the ears and hands. Mixing by feel, 

sometimes with your eyes closed, can really make a mix 

come alive as a " performance" in its own right. Sure, it's 

not quite like the days before automated consoles, when 

the whole band would have their hands on the board 

doing synchronized fader moves and mutes. But using a 

control surface does help to restore the proper balance 

of auditory, tactile, and visual. 

TIME TO UNWIND 

Another difference between recording to tape and 

recording to digital is that with DAWs, there's no rewind 

time. This may seem to be an obvious benefit, and for 

some artists, it is. Others actually welcome rewind time 

as a means of taking a little break and getting " geared 

up" for the next take. Again, there's nothing that says 

you can't do this even if you're not working with tape. I 

usually just ask the artist whether they prefer instanta-

neous re-takes or like taking a few seconds in between, 

and if they don't know, we try it both ways. I won't go so 
far as to suggest that you use your DAW's jog function to 

emulate the sound of tape rewinding, as opposed to 

going straight to a marker — but I will confess to having 

done this more than once. 

COME ON, FEEL THE NOIZE 

Very few people have ever been fond of tape hiss. But 

oddly enough, adding a bit of noise to the environment 

during a mix session can help you identify what stands 

out and what doesn't. When you think you have a solid a 

mix happening, try just adding in some low-level pink 

noise (or even a " tape hiss plug-in") to the master chan-

nel and listening back. It'll give you a new perspective on 

your mix. Of course, you have to remember to turn the 

noise off when you're done, unless for some reason 

you've really, really grown attached to that lo-fi sound. 

In short, with a little awareness and ingenuity, it is 

possible to combine the strengths of old and new 

school, resulting in sessions that flow musically as well 

as functionally. 

Lee Flier is a guitarist, songwriter, engineer 

and producer based in Atlanta, Georgia. Her 

band, What The... ?, is a fixture in the 

Atlanta area, has released two independent 

CDs, and of late has been performing in 

other states and countries. She can be contacted via 

the band's website at www.what-the.com, and also mod-

erates the "Backstage With the Band" forum at 

wvvw.harmonv-central.corn. 
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- Everyleing 
for the Musician... 

Order Today! 
We're your ultimate source for music gear. 

Visit www.musiciansfriend.com today and find out for yourself! 

FREE Shipping! 
On most orders over $99, see our vvebsite for details. 

The Lowest Price Guaranteed! 
We'll meet or beat any verified competitive offer for 45 days. 

Total Satisfaction Guaranteed! 
Take 45 days to be sure you're totally pleased or your money back. 

The Best For Less Shipped To Your Door 

Get Your FREE Catalog at www.musiciansfriend.com/free or 1-800-436-6981 
ource Code: EQFL 



21st 1entury ecorcinpi by Gus Lozada 

STUDIOS GO MEBLE 
Portable mini-studios — for beginners only, 
or pro rig for the road? 

When the new generation of external audio interfaces 

appeared, they provided access to recording for a new 

breed of recording enthusiasts. But how good — really — 

are those small, feature-packed boxes, and how can they 

be integrated into an existing studio? 

ONCE UPON A TIME ... 

When you needed to record a stereo source on the road, 

you had to bring a battery-powered DAT recorder (or 

something like a Nagra) and mics. But that was only 

about tracking. You then had to go into the studio, trans-

fer the tracks, and continue from there. 

Today, it's possible to create a true " mobile studio" 

that runs entirely within a laptop computer, and can take 

a project from first take to final master. Even relatively 

inexpensive laptops allow recording and editing multi-track 

Even "big studios" 

can benefit from having 

a mobile, "satellite" studio. 

audio, adding MIDI tracks with external or virtual synths, 

EX processing, sync-to-video, mastering, and CD and/or 

DVD authoring. Some system configurations are even 

fully bus-powered, so you don't even need to bring a 

separate power supply: Just add speakers. 

A mobile studio is a blessing for performing musi-

cians, composers, and producers willing to be available 

24/7 for their customers. One of my selling points as a 

producer has always been availability. They call, I go, get 

the takes, and/or produce tracks within the customer's 

location and finish the entire work onsite — or return 

home (or go to another studio) to mix the session in a 

controlled environment, "out of the box." All the previous 

work, such as the takes we recorded, the produced MIDI 

tracks, and added effects are used in the final produc-

tion; even " big studios" can benefit from having a 

mobile, " satellite" studio. 

THE COMPONENTS 

The interface options vary from a basic two-channel 

USB interface to a full-blown system with 32 channels of 

I/O. The audio quality has varied over the years, but the 

good news is that some of the bigger names have 

released portable preamps, AID and D/A converters, and 

software versions. adapted for smaller systems. Consider 

Apogee's Mini Me or Millennia's TD- 1, for instance; these 

are totally pro devices that deliver awesome results. 

FireWire and USB 2.0 interfaces have less latency than 

USB 1.1 interfacen, because the bus cycle (the time it takes 

to send a signal ir and/or out of the system) for USB 1.1 

is far slower. The bus speed also defines the maximum 

simultaneous trac< count and recording quality: Four 

Fig 1: A mobile recording studio can be as simple as an 
audia/MIDI interface keyboard and your computer. A cell phone 
with Biuetooth and MP3 player helps to transfer ines. 

channels maximum I/O for USB 1.1 @ 16-bit/44 1kHz, 

compared to up to 32 channels for FireWire 400/800 and 

USB 2.0 @ 24-bit/48kHz. Another option is to use a PCM-

CIA interface, such as models made by E-mu and RME. 

These are high-speed interfaces that don't tax yo.Jr 

FireWfre or USB bus. 
I 'strongly recommend that you not chain audio inter-

faces to add track count, as a FireWire bus is eeady 

packea with those 18 or 32 channels. Adding an extra 

interface would mess with the bandwidth, and you might 

not be able to add a FireWire external disk. As a rule of 

thurrà). if you need more than, say, 16 simultareous I/O 

recorcâng channels, consider something like a stand-

alone hard disk recording system. 

PRO TOOLS OR NOT PRO TOOLS? 

Myriad software packages are suitable for mote com-

puting. bu-. many people wonder about a solution that 

will in:egrate with an existing, desktop-oriented F'ro Tools 

system. Forturately, for mobile computing, the M-

Powered version of Pro Tools is ideal: You can choose 

between two different host-based Pro Tools versions, 

and over 20 different interfaces that are compatible with 

higher end !HD systems. 

If you are running something other than Pro Tools, 

you can choose among over 100 interfaces from several 

manufacture's, and your software/interface of d.wice. 

Computer, audio interface, MIDI controller, you choice 

of built-in preamps or external, more dedicated units and 

voila. Isn't that great? Get mobile! 

Gus Lozada fronts the band WoM 

(www.vvom.com.mx, which recently 

debuted under the Universal Latino label in 

the U.S. and under Sony in Latin America), 

hosts clinics around the world about music 

production in computers, and moderates "Nue.e,tio Foro," 

Harmony Central's Spanish-language community. His 

email is gus@guslozada.com. 
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One Fader To Rule Them All 
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Finally, a control surface that fits your desktop and the way you work. 

Touch- sensitive 10Ornm motorized high resolution fader Touch- sensitive jog and shuttle strip 
Touch- sensitive parameter and effects knobs s 32 character backlit LCD 

Foot- switch jack • USB interface 
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PRODUCT SPOTLIGHT SPECIAL ADVERTISING SECTION 

RMS155 Super Stereo compressor 
Roll Music Systems LIP 
Now Available 
A stereo mix compressor designed to squeeze life into 
your mix, not out of it. 
SRP: $1800 street ($2325 List) 
www.rollmusic.com 
612-379-3255 
AES Trade Show Booth # 1136 

• + dbu 05115 LEVELAU010 TO 111111011010M/111101.115551151TF.ACE 
o,*0090mp.0elta poem no. 8 005 950 LE 

Reampe V.2  
Reamp• by John Cunibeni 
September 2006 
The enormously successful Reamp® that set the standard 
in 1994 for interfacing pro recording equipment to instrument 
amps and effects pedals has been refined for today's 
engineer in the V.2.The ultra high-quality Reamp® has been 
used on recordings with U2, Dave Matthews, Rolling Stones 
and thousands more. Learn how to Reamp® at reamp.com. 

SRP: $199.00 
www.reamp.com 
510- 501-9334 

Ideal, Universal FireWire Drivers for Windows  
CEntrance. Inc. 
Now available 
Ideal Driver ( ID) - Optimizes your audio interface for lower latency and 
exceptional stability. Universal Driver IUD) - Unifies your interfaces for more 
channels and flexibility. Supports Alesis, Apogee, Focusrite, M-Audio, 

Mackie, Presonus, Tascam, and other interbces. 
SRP: ID: $39.95, UD: $79.95 
www.CEntrance.com 
847-581-0500 
AES Trade Show Booth SS 1412 

Dual Channel Pie-Amp 
RDK Microphones. Inc. 
Now Available 
Modular Pre-Amp featuring ADK Open-Ended Architecture. 
Signal Processing from ADK's So. California Micro-
Brewery. Real Analog Plug-Ins Empower End-Users!! 
Color Control without EQ! Unique Signal-Chain based on 
Bare Wire Theory. 
SRP: AP-1 $1199 / AP-2 $2299 
www.AD KM IC.com 
503-296-9400 

Lavrelue 2R202MicPre 
Lavry Engineering. Inc. 
Now Available 
LavryBlue Modular System- configure your own! Transparent 
conversion- Analog to Digital and back. MicPre with impedance 
matching for Dynamic, condenser, and ribbon microphones.Top 
performance at an affordable price. 
SRP: $3498 
www.lavryengineering.com 
206- 842-3553 
AES Trade Show Booth # 1026 

Gefell UMT1OS Multi-Pattern  
Mic with MI Capsule  
Gerd 
Now Available! 
Superbly crafted for voice and instrument recording, 
the Gefell UMT7OS FET microphone features the 

legendary M7 capsule with gold evaporated PVC 
membrane, still hand-made using the exact process 
outlined by Gefell founder Georg Neumann. 
SRP: $1750 US 
www.gefell-mics.com 
604-942-1001 
AES Trade Show Booth # 1047 
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SPECIAL ADVERTISING SECTION PRODUCT SPOTLIGHT 

Primacoustic Freeport" SD  
Go-Anywhere Acoustic Gobo  
Primacoustic Studio Acoustics 
Now Available 
FreeportTM gobos benefit your mixing 
sessions tremendously, no matter the 
studio, post suite or hotel room! Neat 
and transportable, Freeports reduce 
listening fatigue by letting you hear 
spacial placemen: in your stereo or 
5.1 mixes with amazing clarity. 
SRP: $325 USD per pair 
www.primeacoJs:ic.com 
604-942-1001 
AES Trade Show Booth # 1047 

Onyx Satellite 
Mackie 
Now Available 
The Mackie Onyx Satellite is the world's first two-piece FireWire recording 
system, featuring a por:able SeeHite pod with Onyx preamps, and a 
separate Base Station...so you never have to unplug your studio again! 
SRP: $519.99 
www.mackie.com 
800-898-3211 
AES Trade Show Booth # 518 

Tube  Ribbon Microphone (TRM-6) 
Nady Systems 
Now Available 
Combines the unparalleled souna of a classic 
ribbon mic with the natural warmth and 
musicality of an internal tube preamp. Unique 
integrated 12AX7A preamp tube for unmatched 
tube audio at levels higher than that of ordinary 
ribbon mics. Ideal for many voce /instrument 
recording and live sound applications. 
SRP: $499.95 
www.nady.com 
510-652-2411 
AES Trade Show Booth # 217 

FxeTrak for Guitar 
JI.H Products 

Available 
The AxeTrak Isolation Cabinet 
makes it easy for any guitarist 
to record the natural sound of their 

unique setup lamp. pedals, guitar) 
without disturbing the peace. It's 
100% Analog. 
SRP: $399 USD 
www.axetrak.corn 
949-859-7293 

FITM1450 Cardioid Condenser 
Instrument Microphone  
Rudio-Technica 
Now Available 
Auck-Teenica's new ATM450 side-
add-ess stick condenser delivers 
outF..tandng reproduction/ positioning 

Exterded frequency 
response is ideal to- high SPL, 
live/amplified acoustic instruments. Hi-
pas:: filter, 10 dB pad, solation clamp, 
windscreen, pouch. 
SRP: $389 
wwvv.audio-technica.com 
330-686.2600 
AES Trade Show Booth # 210 

DrumCore 
Submersible Music 
Now Available 
Content from 12 world-class drumme's !Mat Six:1m, Sly 
Dunbar, Terry Bozzio, Lonnie Wilson and more..,)! Perfect for 
songwriting, loops, fills and MIDI instrument with DAW 
integratior ( Pro Tools, Sonar, etc.). 
SRP: $249, MAP: $199 
www.drumcore.com 
206-342-233" 
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CLASSIFIEDS 

MARKETPLACE 

Anyone who has 
heard them knows. 

VT-2 Mie Pi-vamp 

VT-7 Compress 

VT-4 Equalizer 

D.W. FEARN 
www.dwfearn.corn 

610-793-2526 

MARKETPLACE 

' 

J4111 

1 11ini if 

Think Inspiration Can 

Only Be Found Ir the 

Classics & Their Clon3s? 

Listen to a CharterOak 
goreus uiund wink design guaranteed 'si fe 

GET INSPIRED! SEE US 
@ AES BOOTH #236 

sectinç the clossu_s, 

we're creating the 
classics of tomorrow 

DEMO ANtr - FORMATION VISIT: 

CHARTEROAKACOUSTICS.COM 

'Manufacture your 
CD at Oasis and get all of the 

FREE: 

• OasisSampler Radio Promotio 

• Distribution: CD Baby, Bordefs.com, :D Now, 

Amazon.com, Virginmega, WaldenbooKs 
• XM Satellite Radio Airplay 

• SonicbidIe Electronic Press Kit 
• CD-ROMI of 14,000 Music Industry Cmtacts 

• Direct SoundScan' Upload 
• Patent-Pending Retail Display Racks 

:OASIS: 
CD MANUFACTURING 

www.oasisCD.com 

tel (888) 296-2747, (540) 987-8810 

email info@oasisCD.com 

MARKETPLACE 

OMNIRAX erearealhamm 

The Intl II' 1..16 I 11, Furnitur,• 

The Synergy XEs are 

designed to provide 
beautiful and ergonomic 

console housings for all 

the popalar mixers, 
providing you with 
optimum functionality 

to accommodate these 
mixen—md associated 

peripherals. 

E O. Box 1792 Sausalito, CA 94966 

800332.3391 4153323392 MX 415.332.2607 

www.omniras.com infoin)omaitax.com 
- • . . 

SALE! PAALiDUHSESIVE! 
SF RwEEE! 

MARKERFOAM— ACOUSTIC FOAM 
.4, firi GIANT 54"x54" • $29.99 

IMMEDIATE SHIPPING ] 
hill Noise Quick! Maximum density 
sheets of Markerforrt mount easy Br look 

.41111 a. professional. A low cost, super-effective , 
sound absorption solution that's voven in studim worldwide. Request 

Foam Catalog Br free samples today. Blue or gray uadatue 

2" Reg 539 95 Now $29.99 • 3" Reg 544 95 Now $39.99 

MARKERTEK BLADE TILES-
America's Bert Acoustic Tile Value! 

High Performance— Low, Low Cost! 

BT2 16x16x2', ciactral blue $4 99 ea 

BT3 1 ex16"x3", cmrcoal or blue $7.29 ea 
BT4 16"x16"x4' , clacdal ............$8.49 ea 

1p BASS TRAPS Serious Low Frequency Absorption! 
Triaegt.lar design to fit Ile c, rners of your room' 

23.5"li v11" D. Charcoal Gray 

MF-Bit • $24.99 Ea. 

FREE Foam Adhesive with any Purchase of 61 
or more loam sheets? Promo Cadet EQFA j 

MARKERTEK JUMBO 
SOUND ABSORE BLANKETS 

Feavy-cluty 76x6.9 widen blankets absorb 
sound wherever thee re hung or draped. 
Fabulous for stage strobe and field use lop 
professxnal quahly at a super saver pece' 
Weldht 6 lbs Black SAP- 1 • $19.99 

421=e0.cone 
MARKERTEK VIDEO SUPPLY 

www.markertek.com • 800-522-2025 
All loam prodegts sbven above meet U_94 HF tame retardancy 

r:Meck your local Collin 8. tío hers 
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ratb-endo,..re.s surround the ch -innefs 

providing better RF shielrfir-D 

structura Ir j in 

MARKETPLACE 

FOLCROM 

RMS216 
FOLCROM 

Think outside the box. 

-at 

1 2 4 5 6 7 8 

1≤9ROLL MUSIC 
set,. •• • 

See us at AES Sao Francisco - Booth 1136 

Get out of the box. 
Intpodtscing The New Winder 
Audio Wunderbar' Console 

0CD ' 

lrpine console avallaole from 12 
to 60 PEQ1 channels. Transformer 
balanced direct outputs, insert returns. 3-
Flavo- Stereo Buss: Winder, 1272, 312. Fully 
Bdarced summing buss. The best of the 
Classic Console or-riot modern zea for today. 

PEGIR 

PAFOUR PEO! _ CM? 

• • 

• • • e y • . 

ig•••e-

wunder audio 

CDt/DVas "ASTERN:. 0111111111{DIA 

WHERE SIGHT AND SOUND MERGE 

PLAY- IT 
PRODUCTIONS 

259 111 30tirSrmt, NY, NY 101101 
TOttifid0.1-801-1111.3444 sr 212-695-6530 WWW.BAT-11P110ZUCT1015.NEI 

MIXING / MASTERING 

Mixing - Editing - Mastering 
Industry standard sound without 

industry standard prices! 
Complete project for just $225.00 

412-728-1487 

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. drtmasteri ng.com 

we specialize in creating audio 
and video services. 

Offering 5.1 mastering, Audio Engineering, 
Promotional video, and free consultation! 

Contact us anytime! 
www.secretsonichaven.com 
Email:sonicriderzOyahoo.com 

Phone:310 350 3594 

I ,--THRESHOLI7 
ki7,0. MASTERING 

STEPHEN MARSH 
Illaboidsound.cum 310.571.0500 

ACOUSTIC PRODUCTS AND SERVICES 

VocalBoo .com 
MODULAR SOUND REDUCTION SYSTEMS 

Listen to your dreams. 
Follow your heart_ 
Don't ever stop. 

- Calvin Mann 

541-330-6045 
WWW.VOCALBOOTH.COM 

SILENT 
(413) 68143377 

58 Nonotuck St, Northampton, MA01062 

ORDER ( 800) 583-7174 
Inlo&ellentsource.com • www.silentsource.com  

Acousticore Fabric Panels • Sound Barrier 
Isolation Hangers - A.S.C. Tube Traps 
Silence Wallcovering • WhisperVVedge 
Melaflex • S.D.G. Systems - Tecnifoam 
R.P.G. Diffusors • Sonex - Sound Quilt 

ACOUSTIC PRODUClIS FIND SERVICES 

REALT RAPS' 
High-Performance Acoustic Treatment 

Rave Reviews 
From Top Pros 

*A'tea midi 

tee ns, resro IRA --eb", 

mastering roomm so measuratey and audit119::lairu-'';i 

a has: no•e is out of 
the swe 
—Bob 

€nlg,neer, 
Audio 

Learn why,REALI1W8 ton 
treating Ftio neetMine 
web ale for a weallh of 
cl the ciearest explanations of mete 

ri, ". 866-732-5872 

,ard-winning mastering 
and author of Mastering 
- the art ana the science 

Acousticsrirstr 
'Z2188-7E5-2900 

Full product line foi sound control 
and noise elimination. 
Web: http://www.acoust csfirst.com 

WhispeiRoom 
SOUND 150L4TION ENCL iJRES 

Celebrating over 16 years of reducing 
sound to a Whisper! 

Recording, Broadcasting, Practicing 

NDL 102126S 
85X105) 

i 9 Sizes and 2 UN eis of Isolation Available 
l‘teul Soundgave Deflection System 
(Change parallel walls to non-parallel) 

Immediate Shipping! 
www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831 

GE— IT SOLO INEC_CLASSIFIEOS! 

CALL CHRISTINE VELA AT: 

631-223-3562 OP EMAIL AT: 

cvela®nusicplayer.com 

SOUNDS / SEQUENCES / SOFTWRRE 

Real Drums. Real Songs. Reid Easy. 
Piro-Level Loops in Easy-to-Use Song Sete 

Stereo & Multitrack In Major Fonnats 

www drumsondernand_com 
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CLASSIFIEDS 

CDS . OVOS SHAPED DISCS SPECIALTY PACKAGING . CASSETTES 

DUPLICATION 

it !Ells'4n1.111111r. 
mew* 1 • ' 

_ lndudes on d r panne fee color earned Wider barcedeand cello weep rtj 

1 ut Discoun s! 

zau.9 
1.5-1 

www OddsOnRecording tom 

877-ODDS ON 1 .e%54T1s63%$1,0),Avie* 

GET 60 FREE DISCS WITH ANY NEW 
CD OR DVD REPLICATION ORDER. 

Our 60th anniversary special offer ends 12/31/06. 

Visit www.discmakers.com/eq 
or call 1-866-294-8829. 

NEED CDs? THE COKE Is CRYSTALCLEAS 
OISC TAPE 

rai:rz Tr 9Y2 r!JA,?2111 .11).5r.1;11.if 
1000 CDs • $ 999 ( COMPLETE RETAIL READY) 11111.M111. 

1000 PROMO CD PACK • $ 599 11.111M1 
1000 DVDs • $ 1499 (COMPLETE AIL 

WWW.CRYSTALCLEARCOS.COM • 1-800-880-0013 

FREEONLINERDVERTISING! 
Place a print ad in EQ and it will appear on EOrnag.com for free! 

email your ad to cuela@musicplayer.com 

DUPLICFTION 

1'0 BUM e RS $59 

gigs 500 BULX MORS - $110 

01
1GITAL 100 BASIC DVDR__ S_ r_1149 INC 1000 FULL PACKAGE DVDRS - $1199 
AIL ATLANTA 678-442-0933 a mu TOLL FREE 1-877-442-0933 

You should core who 
makes your CD. 
Your carer 
is worth it. 

40
1- MUSIC /  MANUFACTURING 

SERVICES 

Fast, quality, affordable CD, DVD and vinyl 
manufacturing for independent labels 

and musicians since 1988. 

NEW YORK 
-1100•2113-2075 
NASHVILLE 

1-1100-909-75a 
TORONTO 

-800-667-4237 

musicmanufacturing.com 

Anal , /Digital 

MAST NG 
by world class engineers 
$495 for complete album up to 12 songs 
1-866-414-5266 www.2020music.com 

t ; rated la NY, masterma hundreds ol major releases smog 1993 

ACCESS3RIES 

Case Specialists 
www newyorkcasecompany.com 

We Will Beat 
ANY Price! nrip, 
877-692-2738 
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ACCESSORIES, 

JustStrings.com 
World's Largest Selection of Guitar & Bass Strings! 

www.juststrings.com (800) 822-3953  

The orginal 
et..) IeIcro® cable 

wraps! 

CORD-He 
Keep your cards tangle free! 

WWW.000-10X.COM 

klf It\II.EQMIRG.COM 

TALENT AND EMDLOVMENIT 

Sweetwater 
ni i techmologv direct." 

"As a customer, Sweetwater's 
service blew me away. Now I'm 
on the team!" 
— drandon McSwan Sweewaler Sales Engineer 

Ever wonder what it would be 
like to work here? 

Learn more at Sweetwater's 
Online Career Center. 
• The Company 
• The Culture 

• The Commuting 

• Ilhe Perks 
• Current Openings 

Turn Your Passion for 
Music Technology into 
a Rewarding Career? 

OW, J72 1 DO 

—  . 

egf.elef ell 
Afti t 

Exclusive Weli 
Video 

Step InsIda the deem 
pt an In-depth leek al 

Sweetwater 

Visit: www.sweetwater.comicareers 
Call: 1-800-222-4100 Jeff IVIciDonald x-1052 

Josephson Engineering 
www.josephson.com 

CEFIRFiR SIRLE 

C42 Cordioid Condenser Microphone 

SERVICE/REPAIR 
FAIRCHILD 070 

845-255-4685 
VVWIN.ANTHONYDEMAFIIALABS.COM 

EVERY MAJOR BRAND Of EVERYTHING. 

, MILLIONS OF DOLLARS OF MUSrCAL 

GEAR IN STOCK. 

ALTO MUSIC 

Guitars, recording, keyboards, amplifieFs, 

drums, pro sound, new & used One of the 
largest selections in me country. 

We ship everywhere. 

(845) 692-6922 • sales@altomusic.com 

180 Carpenter Ave., Middletown, hW 10940 

.As for Uncle Freddy - He loves Ya! 

STUDIO FURNISHINGS 

Gear racks, 
media drawers and more 

The RACK1TT" System 

Factory direct since 1984 

Free brochure 4please mennon EQ 
Pcr Madsen Design ( 80C) 821-883 

www.rackittm.com 

Studio Furniture FREE 
800.::15.0878 (Wei 0:1, 

7(4 ni.enel. Console er 
ProCc,ruor 

111111001kARGOSY' 
argosyconsoIe.com 

SMALL ADS UORK TOO! Contact IC 
(63D223-2562 or cvela@musicplay 

hrisfine /eia 

•r.com 
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glimmimmee. 

Studio Name: Studio LSE 

Contact: www.LSEintl.com  

Location: 3oston, MA 

Key Crew: Burak Becergen, Jaw Ivlaran, Atsushi Tanimura 

Console: Digidesign Pro Control with MC101 Fader Pack 

DAW: Pro tools IFID3 running vers.on 7.1 

Computers: Mac Dual 2.3GHz PowerPC G5 with 20 Dual 

Cinema Display, PowerBook 15-,nch 1.5GHz PowerPC G4, 

PowerBooK 17-inch 1.33GHz PowerPC G4 

Software: Ableton Live 2, Finale 2003, Logic 7.2, MasterVVriter, 

MOTU Digital Performer 5.0, Prolools 7.1, Reason 2.5 

Audio Interface: Digidesigra 192 I/O, MOTU 828 

MIDI Interface: Digidesign fV1'DI I/O, Emagic Unitore and MT4 

Monitors: KRK V88, M-Audio BX5, Yamaha NS-10M 

Recorders: Pioneer PDR-D5, Sony PCM-R500 DAT,TIASCAM 

DV-RA1000 

Mic Pres: Avalon AD 2022, Dig) PRE, Universal Audio 610B 

Mice: AKG C 2000B, D112, SE-300B, Blue Blueberry, Kiwi, Earth 

Works QTC1MP, Neumann U87 Ai, 184 matched pais, Rode NT-

2, Royer R-122, Shure SM-57, SiV1,58 

Outboard: Antares Microphone Modeler AMM-1, AutoTure 

ATR-la, Apogee Big Ben, Behringer UltraPatch Pro, Crvl Labs 

Sixty Four Patch Bay, Dangerous Music 2-Bus Summing Box, 

DigiTech RP100, Focusrite Red-2 EQ, Line 6 PODxt Pro, 

Monster PRO-2500, PRO-3500. Rosetta 200 (AD/DA) converter, 

TC Electronic D-Two, M-3000., Universal Auct.o 6176, LA-2A 

Plug-ins: Antares Auto-Tune 4, Spectrasortic!.; Stylus, Atmosphere, 

Yellow Tools Culture, Synthogy Ivory, Arturia ARP 2600V, 

Digidesign Reverb One, Focusrite d2/d3, Line 6 Amp Farm, Native 

Instruments Komplete 3, Sound .foys UltraFX Bundle, Universal 

Audio Compressor Bundle, Waves Platinum Bundle (TDM) 

There once was a time when creating music barefoot was a 

patented jam band-specific endeavor. But nowadays with the 

emergence of Boston's own Studio LSE, one of New England's 

more prolific hobbyist-spaces-turned-real-deal studios, 

appears this hippie-esque ethos has been applied to a greater 

demographic: namely, any artist who walks tirough the front 

door, only to be met with a smilhg, yet strict " no shoes" policy. 

The department of health may have originally been mace a bit 

nervous, but Jaw Maran, former Berklee student, irternationally 

recognized mus'cian, and LSE Ire founder, allays our fears: 

"We like to keep the studio clean — which keeps your head 

clean, too — then ideas just flow uncontrollably. We wart to 

create an atmosphere whese musicians can comfortably come 

together, share ideas, and network. We are more than a studio — 

we are an entertainment community." 

And how: Studio, LSE is one of four divisions of :_ iving 

Sound Entertainment, Int., whicn also includes production, 

publishing, and record label brarches. Sometimes it seems 

LSE Intl. is clearly planning a horizontal takeover of the 

entertainment industry, and their A and B room:: are clealy 

capable of such an undertaking — with Studio As Ifve room 

being large enough to house a small orchestra (whicn it 

as), and the key players being adept in the arts of post-

production, mobile recording, and mastering at up :o 

192kHz at 24 bit into a variety o' formats from CD to DVD.. 

And with a queue of Grammy-wnning producers and 

songwriters at their immediate disposal, it's no wander that 

Studio LSE is quickly becoming one of the most sought-out 

facilities for rising musicians. 

Yet they aren't looking , ust to turn a quick profit by running a 

recording studio; quite the contrary, actually. As Moran explains, 

"Studio LSE and LSE Intl. aren't ilze other studios and labels. 

We are only interested in projects that are worth listening ta — 

when a musician has real talent, we do our damnedest to make 

sure the world hears." 

And thark you, kind sirs, for that. 

HEY, ED READERS. WANT US 10 FEATURE YOUR STUDIO? SENO 

PICS AND INFO TO eq@musicplayercom. 
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32 channels of classic EQ and Compression simultaneo 

11111"111111e on- board DSP means you get it all! 

11f (•lIIllIiUIlIfIl 

LI UlD 
111-

iC••••.15011, 

' 

o Only Focusrite's Dynamic Convolution g ves yow genuine 

emulations cf ti- e most revered siig -Lal processors used on 

every hit throuc -Kut recording history. 

40 Compressors and 20 [Cs a' your f rgertips. 

32 channels running within your - orcliing appl cation,* 

powered by Liquic Mix's on-bPard LSD,means your 

BAW be:omes a ipcYverhoJse at rrixdown. 

The extensiwe Liqu d Assets library 

means virtuall,f aiy classic gmcessor 

you've e\..er dreamed og is yours 

to use You car even bLild your 

own hyb -id EtO band by band! 

Wan: tP iearn more? 

Check oi_t the iideo at 

www.tcycu5rite.comaiquidmix 

You'll woinder how yoJ ever li..hed vi,i:hout it. 

*VS—/AU/RT:f6 compliant. 

ÍRTAS via included FXpEnsion w-apper.) 

IMPORTANT INFORMATION: FOCUSRITE, the FF logo, LIQUID TECHNOLOGY, LIQUID MIX and the LIQUID MIX lcgo are trademarks 
of Focusrite Audio Engineering Ltd. The Liguic technology utilises the patented process of Dynamic Convol itiort to actually measure 
examples of the sonic impaci of original analogue products upon an audio stream, sc as to electronically emulate the performance 
of the original products studied. The result of this process is subjective and may not be perceived by a user as producing e.:actly the 
same effect as the original products studied. 

audio heritage sonic integrity I professional solutions 

For more information email us at Fccusrite@AmericanMLsicAndSound.corn or call 1.866.FOOUSRITE Focusnte 
www.'ocusrite.corn 



Firewire audio 
interface for PC and 
Mac with 8 mic inputs 

What's better than 2 or 4 mic inputs? 

How about 8 mic inputs in one rack space, 

complete with a five-segment level meter, 

phantom power switch, 20 dB pad switch 

and trim knob right on the front panel 

for each input. Now add two banks of 

ADAT optical digital I/O for eight more 

channels — even at 88.2 or 96 kHz. 

Top it off with main outputs and MIDI 

I/O, and you've got the 8PRE, a FireWire 

audio interface that turns your Mac or 

PC into a complete studio that can record 

your entire band. Already have an 

interface or mixer with optical connectors? 

Connect the 8PRE via ADAT optical to 

add 8 mic inputs to your existing rig and 

seamlessly integrate 8 more inputs into 

your current mixing environment. 

Introducing 
the ItSPRE 

• Firewire audio interface for Mac / PC 

• 8-channel analog-to-optical converter 

• ^ 6 inputs and 12 outputs 

• One rack space 

• c6, kHz recording 

• On-board CueMix DSP mixing 

• 8 micanetinstrument inputs 

• Individual 48V phantom & 20 dB pad 

• individual front panel trim knobs 

• 3 channels of optical I/O up to 96 kHz 

• Main outs -v/front panel volume knob 

• Separate phones with volume knob 

• :=ive-segment metering for mic inputs 

• Dn-board SMPTE sync 

• Sample-accurate MIDI 

• Expandable — connect up to four I/0s 

• 2 FreVVire ports for daisy-chaining 

• ma & match with other interfaces 

• Includes AudioDesk' software for Mac 

• Across-the-board compatibility 

MOTU 
fl-,Otu. Corn 

16 x 12 Fire ire audio interface wi± 8 mic inputs 

• MOTU 
Ye I  11•110 • 
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