The devil is in the details. And the details both large and small
are obscured under more detail — most of which can help,
some of which may hurt.

it I-ll-
LIy III

by everybody who's anybody in modern music to help you dig your way out of
the morass of music production ephemera. Everybody complains about the
rain. We're just doing something about it.

ITCHING TO GET YOUR
PROJECT STARTED? YEAH.

WE BET YOU ARE. AND
YOU CAN. RIGHT AFTER YOU DO WHAT WE TELL YOU. YUP. DO WHAT WE TELL YOU
AND NO ONE WILL GET HURT.

BUILD YOUR ROOM AROUND THE BEST SPEAKER/LISTENER SETUP
TRIP TH E TUN I N G FANTASTI c FOR YOUR SPACE. Why are you in this bus

listening space, not a gea
BOB HODAS (rhymes with YODA's) knows more about tuning rooms
than any one individual has the right to. He's analyzed and corrected studios
for everyone from Sony Music Entertainment to Abbey Road Studios and his
most recent projects include an acoustic renovation of The Record Plant's
SSL-4 and Flea's home studio. He had wanted us to call this “6 Cheap Sirloin
Tips” but we decided that while they were free they were in no way cheap.

7 Audio! A studio should be a

have the coolest gear but their CD does nc > y ]
Many of a room’s serious bass problems can t £ sol\u Just h retlmq Ih[, speakers

and listener in the right position. Finding the proper positions can be difficult and

SYMMETRY. If you don't set your speakers up symmetrically in a , they will v

oming off the be Lk and sides of the bLb’okC |hp sign als hat bou
cause comb filtering. The time delay and thus, frequency Jf interaction
istances from the walls, the cancellations will occur at cifferent fne[|1.-r..

going to mix in with the d

distance from the walls. If [.‘.!Hr_.u,m frequency
responses means the ind boundaries
significantly affect a speaker’s
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4. PUT YOUR SPEAKERS ON
STANDS, NOT ON THE
CONSOLE. At this point | want to
mention the evils of console
reflections. The console and
worktable are subject to the same
reflections as your walls. Naw |
realize that you can’t do this if
you have one of these all-ir-one
workstation pieces of furnizure,
but you should be aware of these
tight reflections bouncing into
your face. If you the
freedom, move the speakers Jack
on stands. Use the mirror again
for this. If you sit at the console
and can see the tweeters in the
mirror, you're in trouble. Move
those speakers back so yoL see
no reflection in the mirror (usually
about 87 behind the console).

have

You'll be glad you did

11. DO SOME DRY RL

mix or recording session with the client
sitting over your shoulder is not the time to
learn how a new piece of gear works. Take
time in between sessions to practice with
it — run a variety of tracks (drums, guitar,
vocals) through that re-issue “vintage”

compressor at different settings, feed a
guitar cab with a direct “reampable” signal
while repositioning a new microphone, or
whatever, and be sure to record the results
s0 you have an audio record of how things
sound at different settings.

GET A LEG UP ON IT. There are orobably certain setup
things you do with any sequencer each time you use it. So
why do them every zingle time you start a certain kind of project?
Outside of bad home training? Use a program’s “template”
feature, and if it doesn’t have one, then just save certain
basic projects acco-ding to type

W @ 2. PRE-PATCH. Nothing kills inspiration like waiting for the
engineer to set up the recording chain (or taking time to patch
things in yourself, if you're wearing the artist and musician
hats). So plan ahead. If you're going to be overdubbing electric
qguitars, set up any Dls, re-amping boxes, tuners, and sc on,
ahead of time, so all you have to co is plug in and hit record.

SCRATCH OUT A PASSWORD/AUTHORIZATION CODE FILE. jr'jé 'iﬁ
If you lose a password or authorization code for your software, 1 L -

| . A don’t expect much sympathy frcm the manufacturer, Create a file

S B that contains all this crucial information, along with info like
passwords to user update areas, then place this file in a folder

that contains any other needed files (like HTML files used to register software). Meke this
folder "Copy Protection Central” with all the data you need to
install and authorize software. Save this tc CD, and buy a
USB thumb drive that's dedicated to holding this data. Print
out the file of passwords as an additional sefety measure.

3. FIND AND TREAT YOUR FIRST ORDER REFLECTIONS. High frequzncies will act the same as the bass described in Tip #2
The d fference is that they are more directional and above 400Hz will be s.bject to simple geometry. This means that you can use a
mirror to find tha reflection points. Invest $20 in a 2'x2’ plastic mirror. Have a buddy sit at the mix position while you place the mirror
flat against the walls and ceiling. Move the mirror around until your buddy sees the left and then the right speaker reflected in the
mirror. Have your buddy slide side to side ac-oss the console to cover the ertire mix area when looking in the mirror. Mark these areas
50 you can treat them. For the side walls and ceiling an inexpensive solution is a 6 Ib. density, 2" compressed fiberglass, such as Owens
Corning 705. The “iberglass should be covered with a fabric that is acoustically transparent. Go to a fabr ¢ store and pick out something
with & very oper ‘weave. You should see some light pass through and if you hold it over your mouth you should be able to easily blow
through it. Only treat the areas where you saw the speakers, or slightly large-, and don’t over do it. An ovar-damped room will sound like
the life has beer sucked out of it since you will disproportionately damp the high-end reverb time.

&. GATHER AS MUCH KNOWLEDGE AS YOU
CAN. This space is too short for any in-depth advice
The NARAS Producers & Engineers wing just published a
guideline for setting up 5.1 mix rooms. While not perfect,
there is a lot of good information in there. Read the
articles on my website at www bobhodas.com. | am
way behind on getting current articles up there but I'll
be putting more up as we get into the new year, Read
your trade mags. You may get frustrated by conflicting
opinions in the studio design trade the deeper you get
into this, but hey, it's not a perfect warld.

5. BASS TRAPS CAN HELP OR HURT YQU. There is no ru e of thumb for
bass traps. Many times <rapping a corner is just what you need to control a
room bump, but I've also seen corner traps put big holes into a room
response. Sometimes you would do better to cut the corner off with a hard
surface or leave the coraer as is. In some cases the trap should be in the
ceiling and in some cases on the back wall. | personally believe in
meastrement ard experimentation to get the best results. | don't think you
can do it just with tones so I'll recommend renting an RTA and a flat
microphone (don't use your favorite vocal mic). Experiment with treatments
and do some listening too! The ears are the linal judge in all of this.

12. POWER UP OLDER GEAR PERIODICALLY.

We all have them: Those pieces of older
gear we once loved, don't use,

but can’t bear to sell.
However, if you want them
to continue to exist, power
them up from time to time,
work the controls, plug things into the
jacks, you know: do the do. Moving parts like to
move, and corrosion can build up in connectors
unless they get some exercise.

RUN 4
AND(
GET)
BACK UP.

If you have a piece of hardware with an internal fuse, you know
that it will go at the worst possible time. Makz life a little easier
by attaching a replacement fuse inside the

case, so that when you open it up to access
the fuse, there will already be one there. If
the equipment doesn’t run too hot, you can
just tape the fuse to the side with duct
tape. If you're concerned about the fuse
coming lose and wreaking havoc, then drill

a hole, attach a dummy fuse holder with a

screw, and insert the replacement fuse into
the holder.

. During a
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ALEX OANA'S TRIBUTE TO

THE PAINFULLY OBVIOUS

Well when they say “somebody has got to say it,” pretty often it goes unsaid.
Call it the fear of the obvious, the fear of the redundant, or the fear of the nose
on your face. ALEX OANA (Mudvayne, SPY MOB), it could be said, is
absolutely fearless in this regard. Forthwith his FIVE tips on stuff you probably
know (but can’t hurt to be reminded of).

12, KNOW YOUR BANDS. Not frequency bands either. Get to know the artists
as well as you can. Collaboration is about people — the better everyone knows everyone
the more honest everyone can be in the process. If you're on an out-of-town session,
stay with the band. Share toothpaste.

% 4. THE BUCK STOPS HERE. Going back and forth over decisions can be a huge
time-suck. Figure out who the producer is to avoid any power struggles. One person
calling the shots can streamline any process. Stiff upper lip, soldiers.

T 5. | MIX ALONE. Mix the song until you love it, without anyone looking over
your shoulder. Then email an MP3 to all the band members, A&R, and so on. Have
the band elect one member as the liaison to communicate their wishes to you. Tell
the A&R to get a real job.

716G . COMPUTERS MAKE MUSIC. The biggest blessing and curse is the ability to
endlessly rework a song. Make sure it's a good song in the first place — that'll save time!
7 7. AND TO CYNICALLY SIMPLIFY, REMEMBER TO: not get creative, develop
presets for your recording, mixdown, and mastering phases so you can get through a
lame project as quickly as possible, and if the band is no good and you're not looking
forward to the session, get someone else to do it. These might make me sound
horrible, but they are eminently practical.

GET.-..

OUCH!
CUSTOM|

CABLES!

Do you have a piece of gear that
depends on some weird cable
that's made by the manufacturer
and no one else? Buy a
replacement, now, and put it
in a safe place.

REPLACE BATTERIES. A battery that's
leaked all over your gear will likely ruin it,
because the chemicals inside batteries are highly corrosive. If they just
attack the battery connectors, that's bad enough; but if a PC-mounted
battery {e.g., for backup) leaks aver the board, that board will die a
premature death and will be almost impossible to fix. When equipment isn’t
going to be used for extended periods of time, remove the battery. Your
gear will thank you for it.

Z0. IFYOU'RE NOT GOING TO PAINT THE TOWN, AT LEAST PAINT
YOUR PLUGS. Buy a set of enamel paints with a wide variety of colors at a
hobby store, and put a dab of paint on each end of your patch cords. Ideally,
each cord would have its own color. This makes it sooooo much easier
should you need to troubleshoot which connections are going where.

27 . S0 HOW OLD IS THAT BATTERY? With battery-powered gear
(including remotes), write the date you replace a battery on a removeable
sticker, and affix it to the outside of the gear (preferably somewhere near
the battery compartment). This gives you an idea of how often batteries
need to be changed, but more importantly lets you know if a battery is
really old and should be replaced just to make sure it doesn't leak or
cause other problems.

22 . GOT PDF? A lot of companies post their manuals online as PDF files.
Download these and save them to a CD. Not only will this let you get rid of
the paper version if you need to save space, but the document will probably
be searchable — great when you need to look up a specific term to remind
yourself of how it works.
273 . REALIZE THAT NONE OF THESE TIPS WILL HELP YOU. AT ALL.
JACK JOSEPH PUIG (John Mayer, GREEN DAY, Goo Goo Dolls, NO DOUBT)
says "none of these tips matter. They matter but they don't matter. There's
a balance. A perfect example is | once did a session in a studio | had never
worked in before and | wanted to prove to myself that it didn't matter what
gear | used, but that the real talent was in being creative, breaking the
rules, thinking out of the box and trying something you may have thought
would never work. We were tracking drums and | told the assistant to grab
the first 12 mics on the left and put them up . . . it
ended up being the most amazing session and
the song went on to be a massive hit. The SM57

is the most commonly used mic on a snare drum
or guitar amp. But it's more about what you do
with that microphone. These tips are important,
if they inspire you to go down creative
paths. Hopefully your interpretation of
these tips will inspire you and that

is what really ends up making
the difference.”
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Multiple
Zones Need
Powerflex™.

These days, a single power amplifer just doesn’t cut it. With the need to power multiple zones in
houses of worship, educational facilities, pcrtable applications anc commercial installations, it
Just makes sense to have one source that powers many feeds. Ashly’s Powerflex amps are the
perfect solution. Available in low impedanee and 70 Volt versions, Powerflex supplies four or six
channels of ample, great sounding, reliable MOS-FET power that you can set and forget. Or
tweak to your heart ’s content! See how the Powerflex can make a diiference in vour: next
installation.Go to www.ashly.com/amps for a free applications guide.

A S LY Distributor - Syntec Inte.lin'ah:orpl Py Ltd TOLL FREE:1800 648 628
H | Telephone: (02) 9417 4700. ‘web: www.ashly.com.au  email: sales@syntsc.com.ai

Head for Madison Technologies,
exclusive distributors of Pro Co Sound

If you're after the besl in pro audio connectivity and “black box”
accessaries, travel no further than Madison Technologies. Madisen is now
the exclusive distributor of the Pro'Co Sound range of Trade Tools which
nciudes everything from Kwik Fixzrs to Cough Drops, Snakes and Switchers.

For a FRZE Pro Co Sound catalogue or product information contaet Madison
Technologies AV and Broadcast Division on 02 9748 1911.

Brisbane (Head Office) - Sydney - Melbourne - Perth
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YOU'VE GOTTEN ALL OF THE BACK STORY TAKEN CARE. ALL
THE HOMEWORK'S BEEN DONE. NOW ON TO THE SETUP.

even if they're not all Class A pieces, they'll all add character to your
tracks and add dimension to your recording. Having tube gear helps!

ROBBY TAKAC'S
7 CENTS

We love saying his last name around here.
It's like firing a machine gun. Or singing
that Billy Joel song. Anyways Takac, taking
some time off from The Goo Goo Dolls and
opening his three-room facility called
Chameleonwest Studios in downtown
Buffalo, NY is going to help us with our Tip
Travelogue. He helps with Tips 24 through
30 and all we have to do is mention that his
joint has three Pro Tools rooms with a small
o0.d. studios, and with each featuring NEVE,
TRIDENT and a variety of outboard Pres, EQs
and compressors. And what of The Goo Goo
Dolls? Well, they're going to pitch a tent
with a remote system in an old Masonic hall
in Downtown Buffalo to record through the
Summer of '05. Gotta be nice.

5. Drum rooms are simply pleasant-sounding cavernous
spaces. These cavernous spaces exist all around us. Don't feel
restricted to tracking in a studio room; explore other places for
remote recordings. Room microphones on your drum set are
your key to a "pro” drum sound. Use your room sounds!!

28 . Amp Farm, AmpliTube, and Sansamp are useful on just
about everything but guitars

Bass amps are generally a phase-wrestling match reserved
for the mix room; a good D.1. is always best to track with.
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IT'S ALL WHERE YOU PUT IT. Miking a guitar amp?
* B yperiment with where you put the mic in relation t
speaker. Closer to the cenzer gives more bass and a “looser” sound, while miking to

edge of the speaker scuncs “tighter” and has a bit less low end.

GET A DIGITAL CAMERAS AND USE IT. They're -eally

handy. Done a great miz setup? Shoot it, and you'll find it

much easier to duplicate the setup in the future. Setup a
piece of hardware and want to rzmember the control settings? Sure, you can write down where
the dials point — but a few shots of the front penel might be easier. Fecording an instrumentzlist?
Take a picture. Then, when Guitar Player interviews you and asks “Hey, what guitar was The
Edce playing when you recorded U2?," you'll remember. Digital photos are the best, because you
can store them in the same folder as other projact data.

2=, AVOID OPTION ANXIETY. It may feel satisfying to marvel at racks full of

gear, but having too many choices — whether it's umpteen varieties of tube T H AT

compression, duplicate types of plug-in effects, soft synzhs, sample libraries,

microphones, or whatever — car become overwhelming ard prevent you from o A
actually getting anything done. If you suffer from option anxiety, limit yourself to a o

small subset of tools to work with. Do this at the beginning of a project. before things

get out of hand. Chances are, you'll find creative ways to get more from less gear. c o M P u I E R
35. HUNTING FOR UPDATES. These days, it's not uncommon to have a bunch

of incrementel "bug fix" updates for every piece of software in your virtual studio. Having problems with mysterious freezes, long bootup times for
Hunting these down online after you've already cownloaded them can be frustrating some programs, and general instability? Better make sute there
and time consuming. So keep all update installers in a single locazion, and back isn't any cracked software on your hard drive. Aside from tte ethical
this up to CD-R. If the computer crashes, or you migrate to a new machine, pop in considerations, remember that cracked software by definition

the disc, run the installers, and get on with your life. leaves out some of the original code. This can come back and hite
ZG. BACKUP FOR THE TERMINALLY LAZY OR PRESSED FOR TIME. You you in various ways.

probably have separate drives for your system and data (if you don't, you should —

consider that another tip). And admit it, you prodab y get a ‘ittle lax an backing un -
from time to time. If you don’t have the time to aurn to a CC or DVD, then at least
create a folder (and preferably a partition) on ycur system disk called “Safeties.”
Copy the file(s) you want to back up over to this folder. Although tais isn’t as
secure as having your backup in = separate physical location, at least if your data - -
drive fails, you'll be able to pull a copy off the system driva
=7.DON'TTOUCH ... OR SHOULD YOU? Manufacturers tel you never to
touch a CD drive's laser lens. So I'll tell you the same thing. But I'll also tell you

ABEET),

that wiping the lens with a soft, lint-free cloth has sailed me out a few times when
my CD drive said “CD? What CD? | don‘t seea (D ..."
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" PRO TOOLS TIPS THAT
/ COULD SAVE YOUR LIFE

TAL HERZBERG (Black Eyed Peas, NELLY,
Johnny Lang, CHRISTINA AGUILERA, Counting

Crows), the Pro Tools guru of all mankind, between
crafting genius and throwing us out of his piace.
gave us some must-do tips. Ignore at your own peril.

38 . ASSET MANAGEMENT: When | talk about data management |'m really talking
about asset management. This includes track and playlist management, clear labeling
of all production elements, disk management, and data backup. Consider this
Engineering 101. If your assets are damaged or non-retrievable it doesn't matter if
you're the world's greatest sound engineer or mixer, you're failing the very tedious
and initial mission of data retrievability.

39. BASIC PROPER BACKUP PROCEDURES ARE: Always keep AT LEAST one
{preferably TWO). And an additional Running Copy of the main data drive (updated
daily using backup software).

40 . THE RIGHT STORAGE MEDIUM? Acceptable storage mediums include
cloned drives, data tape, and CD/0OVD.

41 . COMPING: When we’'re dealing with comping (creating composite
performances from multiple takes), we live and die by our ability to seamlessly
crossfade between audio segments that we are cutting between. Pro Tools offers a
wide pallet of crossfade forms, and knowing how to choose the right crossfade for
a given cut between two takes dictates the seamlessness of the transition. When
I'm comping between multiple vocal takes, I'll use one kind of crossfade between
vowels and a different kind between consonants. Other examples are: Use
wider and longer crossfades when dealing with low frequency instruments
such as bass and keyboard pads. versus short crossfades when dealing with
percussive instruments such as drums and percussions.

IT'S MARVIN GAYE TIME. THEY'RE LOOKING AT YOU. YOU'RE LOOKING
AT THEM. SOMEONE'S GOING TO BREAK FIRST. SINCE IT'S

EASY STREET & HOW
TO FIND IT JIMMY DOUGLASS

{Timbaland, THE NEPTUNES. Mary J.

e

Blige, MISSY ELLIOT, Justin
Timberlake) gives you highly detailed
directions, scribbled on the back of a
napkin, to the avenues of ease.

42 . SIMPLE MICS, SIMPLE MIKING TECHNIQUES, MINIMAL
EQ, AND COMPRESSION. And if you must marry the effects you love
on something, go back and record it on a separate track becausewhere its
ends up being mixed may not have the plug-in or gear you used to get it.
43. GETTING THE BEST PIANO SOUND INTHE WORLD: Start
with two U87s and go through the Neve pre amps on the board. Put
each mic through an 1176 and a Pultec EQP1A. Run back and forth to
move the mics around the various holes in the piano to see what kind of
sound’s coming out of the top and bottom. | get the optimum sound near
one of the holes. This is my roll n’ roll sound that | really like. | use the
1176s and just do basic compression going in. For the EQ | use
something | picked up from the British guys a while ago... on the top
mic | add a little bottom, at around 60 to 100 cycles. On the bottom
mic | cut thelow end and add a little topend. .. about 7 to 10k. Thisgives
me a psycho acoustic illusion because the low end is now bright and
present whereas the high micis now a littlewarmerand richer, not brittle,
so it smoothes the high lo. left right thing. | play with the compression on
both sides to see which one | need. And that's what  do if | have time to
really play around with the piano and get an amazing sound. | would also
setup two U47s in the room. Place them far away left and right room,
and then super compress those as well. When possible put them on
separate tracks. and blend them later to taste at the mix.

YOUR JOB, WHY NOT MAKE THAT YOU, WISEGUY?

YEAH, YEAH: START IT UP.

aa._ DELAYING TACTICS FOR THE DIRECT APPROACH.
Taking a direct and miked signal from the same source? Don't forget
that the miked signal will be delayed a bit. because sound had to
travel through the air to hit it. Remembering that one-foot delays
sound by about 1 milllisecond, nudge the direct sound a little bit
fate to compensate.

4 7. HYPE THAT VOCAL PERFORMANCE. When you feet a singer is really starting to hit a

groove and that the next take might be the one, bump up the volume in the singer's headphones

45 _ REVERB DIFFUSION: GOOD FOR DRUMS. Percussion
sounds get along best with reverb if the diffusion setting is relatively
high. Otherwise, you'll hear discrete echoes that can give the
dreaded “marbles bouncing on a metal plate” sound.

46. TIME SURE FLIES WHEN YOU INTERNALIZE. If your
synthesizer or digital keyboard part isn’t sitting well in the mix,
use the instruments’ internal EQ or effects to help shape the
sound to suit the other tracks.

a choice between average and peak settings, use
peak when recording drums, percussion, acoustic
guitar, or anything with strong transients. These
instruments have a relatively low average signal level, but high peaks that can
distort if you're not careful.

a tiny bit — like one dB. This will hype the sound just a tiny bit, and might bring out an even
better performance.
48. WARMING UP THE OLD STUFF. Run any vintage keyboard or any sampled vintage
keyboard through a tube amp such as a Fender Twin or through a tube preamp before going to
tape. This will add warmth to digital samples and will make a real vintage keyboard part
sound more musical.

THE RIGHT
METER FOR THE
RIGHT JOB. If
your metering has
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Got a heart for Training?

Juliusmedia are seeking people who
think they can, or they know they can,
properly MOTIVATE, HELP, TRAIN and
ENCOURAGE others.

You need outstanding technical
knowledge in one or more of these:
sound, lighting, vision, staging or music
technology. You also need to be human.

You don’t need a formal qualification-
we will help you obtain one.
Initially you’ll be a casual controctor.

Email training@juliusmedia.com

= Tel: 07 5529 0505
LOBOTECH Fax: 07 5529 2226

Huge Stock Gobo Collection
browse online - www.gobotech.com.au

e Custom gobos FAST!

Fult colour, spot colour, B&\YV, stes..

Fx Gobos. Art glass.... NEW!
BEACON Digigobos

Funky video loops %i

@ Dichroics, 50mm & Custom
Dichroics for 500W Floods

Projector sales
fantastic deals for
pcint cf sale.

Custom Electron cs
(P Rated wzsh light

www.gobotech.com.au
sales@gobolech.com.au

R _SCE©

VORTEX 360
DUAL GOBO ROTATOR

Rosco’s newest —and lowest priced — Gobo Roatator has two
separate gear assemblies fcr double goczc =ffects, and
simply pugs into a wal socket or dimmer outlet for adjustable
spsed. Suitable for Selecon Pacific*, S1akespeare, Source4
and Strand SL. Silent motor and stylisk design make it ideal
for architectural as well as theatrical use. Unit is complete
with transformer and speed control. Takes Lp tc two ‘B’ size
gchos or glass.

*Selecon Pacific units may require a sirrple modification

See it at your Rosco dealer
or phone Rosco al 02 9906 6262
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MALCOLM IN
THE MIDDLE

S work with
DANIEL LANOIS, EMMYLOU HARRIS

CHOOSE METER DYNAMIC RANGE APPROPRIATELY. and now THE STRING CHEESE

1f your meters have adjustable dynamic range, use a really - g INCIDENT has marked him as the
high dynamic range for tracks so you can see if there's go-to guy for SPARSE. Steph Jorgl corrals Burn for his Tip
any low-level noise or crud. Use a lesser dynamic range for your master bus so you can take on taking it easy.

see what's going on in that all-important top 10-20dB of the dynamic range.

51 . THE CHEAPO HARDWARE CONTROLLER. Haven't checked out the joys of
using a hardware controller? Don't forget that a lot of gear in the typical studio can
generate MIDI control signals suitable for realtime control over a sequencer, plug-in,
and whatever else. For example, a synth usually offers more than just a mod wheel,
like foot pedal control, one (or maybe more) assignable data slider, and so on. These
will provide at least some degree of realtime control until you move up to a serious
hardware controller.

52. DOUBLE-CLICK TO DEFAULT. Quite a few software programs have “knobs” that
will return to their default positions if you double-click on them.

532. DON'T DRIVE MORE THAN NECESSARY. Enabling lots of drivers within a host
pragram for multichannel sound cards wastes a lot of computer resources. If you're
recording a stereo instrument and don't need more inputs, turn off the unused ones.
Ditto for outputs.

WHEN TO PUSH “EJECT” WITH
DIGITAL TAPE. If you still use digital tape like ADAT or DAT,

always eject a tape at the beginning, the end, or in

a space between
.
die

songs. Should
any tape damage
occur while
threading or
unthreading,
your song will
JOEL HAMILTON IS NAILS
y | Working out of Studie G in Brooklyn, with everyone from
'w Sparklehorse, Frank Black, and Ludacris to Swiss
. Strongman Rollie Mossiman, Hugh Masakela and Lubricated
. Goat, Hamilton takes neither crap, nor prisoners.
| Forthwith his...

TOP 10 THINGS TO NEEDLESSLY COMPLICATE YOUR LIFE

5 5. THINK SMALL. The current trend is to record a lot of tracks
and then when you go to mix, deciding what not to use in the mix.
When | first started recording in the late 1980s, | was given the
opportunity by a couple of people to work within a very limited
format. It was a 1" 8-track Studor machine, with a rack of fine pre
amps, a very nice Neve 12-channel broadcast board, and a grab bag
of microphones. |t really taught me the principle of simplicity.

5. OLD DOG, OLD TRICKS. | was recording this band called
Crash Vegas in the late 1980s. We'd already filled up seven of the
eight tracks and we still wanted to do a vocal and some background
vocals. But we only had one track left to work with. | didn’t know
what to do. Then one of my mentors — who came from the 4-track
world — said, “In the old days, we would bounce the bass and the
tambourine track together.” And | said, "Yeah, but what if you want
less tambourine later?” And he said, "Well, that's easy. You just cut
the top end out, because that's really not going to effect the bass.
And the same goes for if you want more bass.” It was this kind of
pragmatic minimalist approach.

The experience sort of led me to believe further in this certain
mentality that it is a good thing to commit yourself to something and
stay with it, rather than come back to it a second or third time. That
way, you come up with a real piece of work, rather than a bland kind of
mix — which is unfortunately what I've heard a lot of in music. To be
hanest, | think that things have improved over the last few years, but
there was a point in the mid-1390s where every rack record was mixed
by like two people. And all of it sounded the same because they were
all using the same EQs and the same compressors. That all didn't go
down very well with my revolutionary nature.

Even with the band I'm recording now, The String Cheese
Incident, their manager was like, “Why are you only using 24 tracks?
We have 52 inputs...” And my answer was, "I'll tell you why —

PUTTING 2 MILLION
MICS ON ANY GIVEN
SOURCE. Nothing makes a
simple rock recording
really get unmanageable
guicker than overprinting
every single sound. Use
your judgement. Will you
really use the CB mic
through the distressor and
the LA2A on this roots rock
band? Was that decision for

the band or you?

HAVING CRAPPY
WIRING. | am constantly
amazed at what passes for
wiring in a “studio.” Wiring
is easily the most boring
thing to buy for the studio,

and yet it makes an
ENORMOUS difference in
the sound of your room. A
good patchbay, well done
with decent wire, will get
all the sonic goodness you
hoped for from your new
snazzotron 2000 to the
listener! You can always
patch up 30 feet of cheap
mic cables to the pre-fader
insert point on your console
if you miss the wheezy,
squeezed grain of the old
wiring you had....

PRINT WAY TOO HOT
TO TAPE. For some reason,
every engineer | know
(including me) goes through

a renegade cowboy phase
where doing things TO THE
EXTREME becomes the
norm. If you think that
transient information is just
tor suckers, then by all
means keep on rockin’ the
crap out of the JH24's
output electronics. But
when you chill a little and
hear how punchy the snare
gets, and how much oomph
the kick drum has when it
is not pasted to tape, you go
“oh, wow.” Tape is an
amazing thing, and should
be preserved at all cost for
many reasons, but use it
wisely.

GET REALLY SCARED
ABOUT EQ, COMPRESSION,
OR REVERB. Amazing how
certain clients come in and
you would swear their big
brother used to beat them
with an 1176 when they
were kids. Maybe it was an
EQ, or a Lexicon 480 hit
them when they were
young.... People have all
sorts of hang-ups about
certain techniques used to
make them sound good.
Used with good judgment,
and good taste, under the
right circumstances, these
things actually HELP them,
and you, get a good mix

happening. Try to be as
diplomatic as possible, and
show how good it can be. If
you make someone look
great, they always come
back.

USING ADVERTISING
AS A GUIDE FOR USAGE. |
see so many people using
the mic that is "FOR THE
BASS” and it sucks. Listen
to what something gives
you when it is at the edge
of acceptable parameters.
That seems to be where
“character” really lives. |
swear that is what makes
something a classic or not,
how it reacts to being




because we're only going to 4 tracks for drums. If we have 6 vocals—
we're going to comp them together and put them down to one track.
And when we go to mix the record, it's gonna sound done. That's
why.” I'm still immersed in that same simplistic mentality that is far
more concerned with creative decisions than technical nonsense.
%7 . COMPRESS? OR NOT? I'm a firm advocate of using good,
clean analog pre amps and going straight to tape. And | don't use a lot
of compression or EQs while recording.
58 . BEST = LEAST. With SCl we're using the RADAR format. I'm still
a huge fan of tape — that's the format | prefer. But the location we're
recarding at is a beautiful house in the middle of the hills. So it wasn't
practical to drag a tape machine all the way up here. The RADAR
functions very much like a tape machine. It has a 24-channel transport,
you can arm tracks that you're recording. . .. You don’t have to stop
recording to punch someone in on another track. It doesn't distract me
from what | consider the ultimately important thing in the song: the
performance.
59 . LEAST = FEWEST. One thing that I've got an opposition to
these days — not just in music, but in the modern world — is this
emphasis on having lots of options. My attitLde is that | firmly believe
I'd rather have one piece of equipment that does its job passionately
than 10 things that it does not do very wel . A computer is a multi-
tasking format. And there's this whole corporate push to get people to
multi-task. But this multi-tasking is not something | want to be
invalved in. | want ta use one machine that daes one thing and that is:
record music really well.

A great guitar only does one thing: it's a great guitar. So why have
a recording environment that’s any different. /don’t get it.
G0 . FUTURE SHOCK. |'m fairly worried about the way things are
going now because, | mean, everybody's got Pro Tools....everybodys
got an Mbox. My concern is that the aesthetic is getting lost. | find
that one of the places where a strong aesthetic still exists is with
rap music. It's the one area that | find kind of exciting in that
they've gone the other way. They don't try to fill every track
that's available. Instead they'll do like five tiacks, and a couple
with vocals: | mean that’s where the rock and roll still exists
for me,

. MR. MACKAYE'S RULES
29 OF ORDER

{Follins Band, FUGAZI, Minor

. i v
\ "‘ Threat, THE NECROES), praducer, player and founder of

DC's seminal DISCHORD Records has been recording with

DON ZIENTARA at INNER EAR STUDIOS fer the better part
of the last 25 years. Notoriously direct, MacKaye's advice on getting the
sound that's imformed everyone from BLINK 182 to GREEN DAY was not
much different.

&1 . DO NOT LAUGH AT YOUR BANDS. When we were 17, we started recording
with Don bezause he was the frst guy to take us s2riously. We wete in cne other studio
before the~ ard the guys at the board were lgughing at us WHILE we recorded.
Yeah, we ware1't great, but we ware serious. AND we wzre pay ng them.

2. DO TRY ABSOLUTELY ANYTEING. Wren we started ecording with Don,
all he had was a hal*-inch 4-track reel-to-reel ad a homemade bea-d. The control
room was & beiler raoom. We only had the most basic separeticn schemes, and
would run two snakes up the stairs into the beckyard. HR from ths BAD BRAINS did
all the voca s i1 the backyard You could hear neighborhcod kics esking him "what
are you doing nister?” The fidelit; wasn't there but it was PUNX, axd good songs
and power wer2 therz and what matte-ed.
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G3. RECCRDING VOCALS IN A VOCAL BCOTH IS CREEPY.

| was having a real Ferd time rzcording vocals an this one song,

“the Argument.” | sta-ted thinking that recordirg n a booth

wis ot reelly working for me. So | tried it

just sitting at the
board. it's awkward
but singing | ve is

awkwvarc

sometimes and it

worked. So tha™'s

what | Jo now.

IN THE STUDIO & HOW TO DO THEM...EVERY SINGLE TIME.

abused or used for
something the ad would
have never led you to.
There is a lot of useful
information about your
gear that lives just south of
“acceptable usage.”

LET AN
INEXPERIENCED BAND
DICTATE YOUR PACE. This
will negate any of the hard-
earned lessons you have
learned about when and

how to do things every time.

Stay focused. Try not to let
the guitarist standing over
your shoulder psychically
make you keep pushing the
guitar faders up.

TALK ABOUT A FOUR-
MINUTE SONG FOR 30
MINUTES. What a nasty
trap to fall into. Forget
about getting a great take
by analyzing the snare part
for 30 minutes solid. Why
not hand out brochures
about “what rock sounds
like"” as well? Doing
another take of the song
with a few little key points
in mind takes four minutes
(duh). it is easy to get
caught up in a very
academic discussion
disguised as “important” to
the session. In my
experience, this leads to

boringly dutiful takes.

OVERTHINK THE
PROCESS OF RECORDING
AT LARGE. | talk to people
all the time about this.
People analyze every timy
little aspect of recording,
and then play me some
sterile, crappy, one-
dimeasional recording with
no character and certainly
no life. Have a plan, but
don't be afraid of deviating
as the situation calls. Let
the music dictate your
every move, rather than the
neuratic pianist or the
spastic gaitarist or the
drunk drummer.

HAVE LOTS OF
PRECONCEIVED IDEAS. If
you can't shake what yeu
THOUGHT would work, itis
hard to get to what
ACTUALLY dees work! Be
prepared to do things yeu
never thought would be
good, because every sing e
session is different. Start
with your way of doing
things, of course, but he
ready to backtrack and re-
evaluate your position.
When you can't do this
anymore, geta Zidjian
jacket and a fanny pack
with gaff tape on it and start
blaming “kids these days.”

DON'T MAKE A
DECISIOM. Don't decide
anythimg. Let every one of
these “2asy-to-go-along-
with” things carry you into
aworlc of hell, where the
seunds are pretty lame, and
the process is no fun for
yeu or #he client. Making
decisions requires
experience and know-how,
two thirgs that cannot be
parchased at your local
retailer Try and be dutiful
ta the band er client but be
trie to vour own goals as
well. A-ter all, they are
paying yom to make them
sound good.




ACTION ADVENTURE AUDIO

Movies without music are slideshow curiosities. Pretty pictures
minus the sound and the fury. Which is why they invented

(Philip Glass, Hans Zimmer, Brian Eno). With fingers in
everything from the design of new electronic instruments and
music software to his film work (Traffic, Black Hawk Down, The
Thin Red Line), Rona, with writer Steph Jorgl, covers the waterfront
of making music for the movies.

74.. HOW TO MIX A FILM SCORE... When you mix a film score, you want the
orchestra on a set of tracks, the bass and the percussion on a set of tracks, your
synths on a set of tracks, and your high percussion and your low percussion split up
on anywhere from 8 to 32 tracks. When | deliver these stems, they should just be
able to put their faders in a straight line and hear my mix exactly as | heard it. That
way, if a helicopter is drowning out the percussion, they can bump it up. Or if a
guitar or other solo instrument is making a line of dialogue hard to hear, they can
pull it down a little bit. So | print in stems using an environment | set up in Logic.

75 ...WELL: When Hans Zimmer asked me to write some music for Black Hawk
Down, | made just one limitation for myself for the project; no synths, no samplers,
only Logic, no outboard mixers, and no outboard effects. | would write the music

entirely inside of Logic. It was the first time that | had done a virtual studio
project. And it was probably the first big movie to have music done entirely
without any physical instruments. The music never passed through an external
wire. | just mixed it inside of Logic, generated a 24-bit music file, then put it on an
iPod and took it over to the music editor’s room and off it would go.”

75 WHAT TO USE TO DO WHAT NEEDS TO BE DONE: For the movie Traffic,
I'wrote a ton of [Cycling '74] Max apps that ended up creating a lot of the textures
and rhythms in the film score. | kind of built this DJ system inside of Max using Max
and the virtual Virus software instrument. But with a lot of projects, I'll sketch
something out in Reason. | can be on my laptop at my dining room table, building
some rhythms and bass lines. Then I'll solo each track, bounce it out and import the
whole lot into Logic. Then I'll start chopping, flipping, flanging, and stuttering, and
then start organizing it. After that, 'll put it up to picture and look at ways to have
elements move in and out, or to stop, start, or shift around. Sometimes I'll pitch shift
something. You can come up with your own ways of taking one whole system of
working — like in Reason — and going in a direction that it couldn’t go once it's
in there in Logic.

77 . USING SOUNDTRACK AS A SAMPLER: I've been using Soundtrack a lot.
It's s0 quick, dirty, easy, simple, stupid, great. I'll know the tempo and key that |
want and | have one Mac lightpiped to the next, so I'll just put together combo
platters. I'll mix a tabla with a guitar and together they'll create this cool thing. And
I'll build a little sampler of ideas — two- or four-bar ideas. Then they all port over to
Logic and get chopped up into bits. | use it like a live sample library, like a sample
library that doesn't exist until | click on a button. | find it very useful.

THIS IS THE LIGHT AT THE END OF THE TUNNEL PLACE.
THIS IS THE MAGICAL SPACE WHERE EVERYTHING IS SUPPOSED |

TO BE FIXED. THIS IS “IN THE MIX.”

7% THE FREE WINDOWS SPECTRUM ANALYZER. To analyze how a song's energy is distributed over the
audio spectrum, open Windows Media Player and go View > Visualizations > Bars and Waves for three
spectrum analysis screen options. There's also an oscilloscope view. (Note that to see visualizations, you need
to check "Digital Audio” under Playback Settings at Tools > Options > CD Audio.) None of this is calibrated:
still, it's useful to see how your music compares to commercially available CDs. And if the bars stayatthetopa J

a lot of delay on voice, that the delay never seemed D o U B I E ;
to "step on” the vocals or muddy things up. This is =
VOCALS

lot, you know there’s a ton of compression being used.
0. SENDS: DON'T JUST SET AND FORGET. A
person commented after hearing a mixes that used

because we like to vary the send control in real
time to pick up just the

end of phrases, so that

when the phrase stops,

the echoes continue —

but just before the vocals return, the

send goes back down. This is an ideal
application for a control surface, but
the patient among you can draw in
curves for the send level.

YN

With doubled vocals, sometimes the overdubbed vocal will “fight” the original vocal on an
occasional word or two. Rather than recut the doubled vocal, copy the same section from
the original (non-doubled) vocal. Paste it into the doubled track, but delay it by about 20-30
ms. Short segments (a few words) will sound fine; longer segments will sound echoed.
This may work, but won't sound as much like two individual parts being played.
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£ 1 . SPEAKER SWITCHING. Set up two or more monitor systems 5o you can
gasily switch among them during mixdown. That way you don't have to wait unzil
you think you've finished & mix and burned it to a tes: CD, only to realize it doesn't
translate to other systems.

£2_ MONO GOOD. When you start mixing. pan everything to center, and sort out
the levels and EQ. Then deal with the ste-eo placement. You'll find that if the m x
works in mono, then it will work even better n sterec. Also check the overall mix in
maono to make sure there ren't any phase cancellaticns going on.

#7 . DOUBLE YOUR (METERING) PLEASURE. ‘Nant to monitor peak and
average levels at the same time on your maszer bus? If your metering doesn't al ow
this option, there's a simple workaround, assuming vour host has assignable buses.
Assign all the tracks to be mixed down to a bus, set its level to 0, and adjust its
metering to average (RMS) response. Now assign that bus to your master bus,
and adjust its metering to peak. Arrange your window so the two sets of mete's
are close together, and you'll be able to see what's happening in peak-land and
average-land at the same time.

©4 . PARALLEL EFFECTS WITH DAWS. Even if you don': have an effects matrix
like BIAS Vbox, don't worrv. Make two cooies of the track you want to process,
then add one line of effects to one of the copied tracks. If the effects have wet/dry

ALL GROWN UP.

42 WHY MASTERING LOVES PRESETS. When mastering
with a digital audio editar, if possible, save the setup you
use (plug-ins, levels, etc.) as a preset. Then if the client
wants to make some changes, you can meke a few tweaks
rather than having to start over from scratch.

END GAME. THIS IS WHERE YOU WAVE YOUR PROJECT GOODBYE IN
THE FULL BLOOM OF KNOWING THAT WHEN YOU SEE IT AGAIN IT'LL BE

mix contols, set all of them to wet (processed sound) only. Next, add a parallel
line of effects to the o:her copied track, again wit1 all effects set to wet only.
The original track serves as the dry signal; use the DAW's mixer to set the correct
mix of tha three tracks.

5. PRESET MANAGEMENT FOR EFFECTS. Preszt files take up virtually
no space at ll — typ cally a couple kilobytes, if that. Because there's no
penalty n saving lots of them, any custom presat | use in a song gets saved
under the name of the song. | find it's easier to remember a sound that's
associated with a song rather than just giving i a name like
"BrightTzlePreset” or whatever.

26. WHY TWO MEASURE LOOPS ARE BETTER THAN ONE MEASURE
LOOPS. When you creatz loops, avoid one-measure loops and do at least two-measure
loops. Make the second measure a variation on the first measure. That way, if you
want a lcop tc keep repeating and sound the same, just split the loop in half, and
copy the first measure repeatedly. When you want -he va-iation to come in, use the
full loop 30 it plays through the second measure.

£7. LATENCY AS A TOOL. When it comes time to mix, increase the latency on
your zomouter a hit, say from 5 to 10ms. This will let you use more plug-ins during
the mixing process

ALWAYS THINK 24 BITS.

Save your f nal mastered versions in 24-bit resolution, even Y
if the targe: playback medium is a standard 16-bit CD.

Then apply dithering to the z4-bit file to
create the best-scunding 16-bit file.

Untangle yourself

from your current cabling nightmare!

Magenta Research- Multi View

Leave your multi-core cable behind.

IMagenta Research's UTP distribution solution is
ighter, cheaper and space saving. Easy delivery
and flexible distribution of audic, video and
control signals over long distances. Industry
Izading performance in trensmitting UXGA video
457 meters with no intermediary electronics.
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I N N S I S S O -
THE GOLDEN YEARS A

HN and J. i EIGRUT
pere et fils dynamic duo of adventurous Left
Coast mastering. Yeah yeah, Bernie

Grundman’s good but for bands like
CALEXICO, PRIMUS and SONIC YOUTH,

Golden’s is the choice for making the most of MAKE A MOCK UP. A mock-up CD-R of

mastering. But they're FED up. And to that the correct sequence of the finished
their 8-point... product will save us time and you maney.

MAKE YOUR MASTERING GUY Label

%

HAPPY GUIDE everythi e 1

©2. COMPRESSION? NOOO. People will want to

know if they should give us @ mix with or without N/
compression. And mixers are under pressure to make
the mix sound competitive with a mastered version of

something and so they compress. Don't. When we say
“compression” we mean bus compression over the whole g

mix that when once done can never be undone. Give us
one without. And one with if you can't help yourself.

I 3. LEAVE MIXES UNFADED. And if needs be, include an example of a fade you do like
1 because if the mixes have the ends faded out when we bring up the volume, the fade is shot
[ and we have to refade.

I S5 . DON'T SEND IN YOUR MIXES IF YOU KNOW THEY HAVE PROBLEMS.
l Avoid the "fix it in the mastering” phase.

97 . CHOOSE FORMATS. CAREFULLY. GOD SPEED YOU BLACK EMPEROR
T mixed to half-inch after they had recorded to analog 24-track. But it had
" ™ major problems with tape hiss. It was louder than the music. They should
] I have mixed down to digital format or recorded it digitally. We had to use
various forms of EQ to get rid of the hiss. If you want that tape saturation

sound, well, we have tape machines in the studio and we can do that.

I AT
y CALL AHEAD. IS ~ 7
: " PR

A minimum of two weeks.

Need cutting-edge audio technology?
We've got it!
Since supplying the audio equipment and expertise that made the Athens ceremonies a global success, )
our inventory has grown to Olympian proportionsi

Cheek out our new :

- DikiCo DS Live 56ex Console - TG System 6000

- Yamaha PM5SDRH Consoles - Pyramix Hard Disk recording and playback systems

- Optocore Fibre Signal Distribution - Extensive Time Code generation, distribution,
Network viewing and implementation technology

Inter

alzngs;aa ;!%I%I;zﬂt Dave Rennie %/’//
www norwestproductions.com N (@) rweSt

EXPEERT 1S E EXPERIENGCGE EQUIPMENT
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profit of LEER -

98.

MAXIMIZE YOUR TAX DEDUCTIONS. If you're runring your home studio as a
business, file a Schedule C, and have clients come in from time to time, be on the
lookout for additional deductions. For example, if your studio has a bathroom znd you
have to replace the hot watar heater in your house, then the percentage you claim for
the studio can also apply to the hot water heatar. Same with a lawnmowing service if
you're trying to keep your house (and studic) looking nice. Caution: Consult with a
qualified accountant or attorney befare taking any deductions to ensure that thay spply
to your situation,

99.

DISCLAIMERS ARE A GODD THING. If yoJ're like many studios, you archive the work
of your clients as well as provide them with backups. Eut make sure you give them a
“orm letter stating that this is done as a convenience, that you do1't guarantee your
archives will always be accessible, and that it is ultimately the client’s responsibility to
ensure that all backups are functional and tc create additional safety backups.

“THE KEY
TO HOME
RECORDING IS
MARIJUANA?,

it
LIl

LES CLAYPOOL states unequivocally, then waffles a hit. “Actually,
experimentation is the real key. Of course, you can and will make mistakes, but
you learn from ‘em. Just go fer it!”

Pick the
Sexy Italian...

| ’ = Designed & manufactured In ltaly, the
d B “ECHNOLOGIES er sysem from dB Technologies
offers the professional user an
exmemely fexible and compact system, which delivers a powerful
30€0 watfs In @ stereo single sfock, seif contained package.

'I‘ha__pe.ssiblllig*- ore endless, from The full range sef up of FL1 Q/FL15 Tor
smadler producions, speech applications, 13 Gala and concert

productions. With the use of the init Sub, you upgrade to a hign
powered set up perfectly suited fo Disc Rock 'n' Roll productions.
Besides highs quarity, FIFTY LINE offers an fional ocoustics s
anc. profesﬂoa:l fook in an exirermw flexible and compact footprin
All FIFTY LINE uaifs use 19mm Birchwood and have an extremely strang.
2~cemponeri Folurethdne oufside protechion. They are also fitted wih o
1.5mm sieed grll and M 10 paints integrated for rigging use.
FIFT¥ LINE. The lexible PA for the professioral. The compact reliable
pomner for concet halls and open-oir pl‘ud(x;ﬂ_bhs
This sexy Itaflcn speaker system Is avaiiable for rental from the
following companies:
NSW: D] WAREHOUSE- (02) 9564 1791

PRQ'_BG!I\_D AND HIFI- {02) 9728 2185
QLD: ACTIVE SOUND- (07) 5445 |19

"SA: 1OHN REYMOLDS MUSIC- (08) 8212 4827

PORT _INCOLN MUSIC- (08) 84682 4129
VIC:  ENTERTANMENT WAREHOUSE- (03) 93 151255
‘WA:  MUSIC PARK- (08) 9470 1020
TAS: FRON:LINE-(03) 6331 4122

For more imform
Distributors website

dealer locatians, visit the Australian
mi.com.au, or phone CMI on (03) 9315 2244,

cx 63 First published in EQ. waw.eqmag com




