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Dolby TrueHD Lossless Audio
Not a single splat, crunch, whoosh, ping, or ka-thunk will be lost on your home audience.

From mastering to playback, truly lossless high-definition sound quality is here. | fact, only Dolby® TrueHD
guarantees lossless HD audio playback from every HD DVD player and supporting Blu-ray Disc player.
And with up to eight audio channels and bit-for-bit accuracy, every nuance of your original soundtrack
will make it from the mastering room to the living room.

dolby.com
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WAVES V-SERIES

Vintage meets the future in 3 masterful digital plug-ins.

V-Comp

Recreating the lush buss sound of the vintage
2254 hardware compressor, V-Comp packs a
musical punch heard on countless hits.

V-EQ4

Based on the highly sought-after 1081 console module, this classic 4-band
equalizer delivers the characteristic sound of vintage analog gear with the
flexibility o* the digital environment.
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Combining the best characteristics the 1073 and 1066,
this 3-Band EQ features classic cutoff points, for the rich
sound of the '60s and '70s.

V-Series. Now available separately and in Waves Mercury.

www. waves.com

WAVES O




toe, W

l"“l

« TORa -
--.y

Nineteen-time Grammy Award Winning Engineer

Al Schmitt
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"When it comes to a ribbon mic,
there's nothing like a Royer."

- /1/ YC/;;/#

(Engineer: Diana Krall, Natalie Cole, Ray Charles,
C/ms Botti, Barbra Streisand, Steely Dan)
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SF-24

R-121 R-122V Vacuum SF-24 Active
Ribbon Mic Tube Ribbon Mic ~ Stereo Ritbon Mic

World Radio History
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H8000FW ULTRA-HARMONIZER
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FIREWIRE UPGRADE
AVAILABLE

Eventide's signaturs 5.1 reverbs and effects require shee rocessing power for dente reverbs ar.d complex algorithms — the kind that can crush
mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz
Eventide H8000FW Ultra-Harmonizer® effects processor.

Built on a foundation of nearly sixteen hundred preset-algorithms, it emcapsulates the last 30 years of digital effects processing. And with over eighty
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If, for example,a complex algorithm gets a little too big for its britches,
Monolithic Tandem™ runs it on two DSP chips. With that kind of parallel processing power, your creativity is unrestrained.

Despite all that brain and brawn, the H8000FW is nemarkably friendly and easy-to-use, optimized for flexibility and control. Virtual racks have been
crafted which give you up to five stereo effects processors combined in one preset-algorithm. Search functionality helps you sort presets for easy
retrieval.

The H8000FW combines the advantages of the H8000A with the H8000 and adds seamless FireWire connectivity with your computer.

So, crank up an Eventide H8000FW Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined.

« 8 channels of 24-bit AES/EBU, ADAT and FireWire I/O

+ MIDI, BPM and Tap Tempo synchronization

* Up to 96kHz sarpling frequency

« PC and OS X graphic editor/development tools included
* 4 channels of p-istine analog I/O; s/n >110dB

For more information call (201) 641-1200, email audio@eventide.com or visit www.eventide.com

Eventide and Harmonize- are registered trademarks; Monolithic Tandem, and VISIG are trademarks of Eventide Inc. ©2006 Eventide inc. All other trademarks are the property of their respective owners.

Eventide
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ICON: Redefining the Art
of Professional Mixing

When it comes to recording, editing, and mixing audio for
music and video post production, nothing gives you more
hands-on, creative control over Pro Tools than the Digidesign
ICON integrated console environment. And when it comes
to state-of-the-art facilities, legendary music-recording
“The ICON system’s flexibility and ease of use powerhouse The Village Recorder has worked with many

let people work in a way that they can’t with any of the biggest icons in the industry, including Johnny Cash,

other console.” Aretha Franklin, and Eric Clapton.

- Jeff Greenberg, CEO, The Village Recorder
Recently, the studio installed a 32-fader ICON D-Control™
worksurface into its newly built Studio F 5.1 digital room
to enable engineers to achieve more creative and efficient

workflows while getting the most out of ProTools.

To learn more about ICON and why over 1,900 consoles (and
counting) are in use around the world, visit digidesign.com/icon
or your local Digidesign dealer.
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Find out how ICON empowers other studios around the world
at digidesign.com/iconstudios.
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PAUL SANDWEISS

Emny® Award-Winning mixer of:
American ldol®

American Music Awards®
Billboard Music Awards®
Cher Farewell Tour Special
Emmy Awards®

Genius: A Night for
Ray Charles Special

Grammy Awards®

Janet Jackson
All for You Special

When the mission is flawless mix-down of live music performances, the producers of America’s top rated TV shows call Paul
Sandweiss and his team at Sound Design Corporation. To make sure there are no surprises when he views the shows at home,
Paul relies on JBL LSR6300 Series Studio Monitors on the gig. “I work in a lot of environments and my monitoring set-up is
critical. Not only do the JBL LSRs get the job done, when clients come in, they love the sound. The LSRs have great low end,
warm midrange and airy sweet highs that allow me to put a litle more love on my mixes. I can mix sixteen hours a day with no
fatigue. The RMC™ Room Mode Correction is very helpful in situations where we have to get in quick and get going. It gets us
closer faster. We just got a set of the new LSR4300 series and the automated RMC makes set up really easy. It's about knowing
the mixes will translate, and the JBL LSRs work really well for us, on locotion and in our five control rooms at Sound Design.”

Hear why Emmy® Award-winning mixer Paul Sandweiss relies on the LSR Series Studio
Monitors. Visit www. JBLPRO.com/LSR

STUDIO MONITORS
PROFESSIONAL

1 @%@ LSRSERES
- 4

H A Harman International Company




On the Cover: Pilchner
Schoustal International
designed Great Divide
Studios (Aspen, Colo.) for
owner Jamie Rosenberg.
The control room centers
around a Digi HD4 Accel
system and ATC 5.1 mon-
itoring. For more about
the design, see “Class of
2007 on page 26. Photo:
Rick Schoustal.
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features

The Class of 2007

Every June, Mix devotes special coverage to facility design and acoustics.
This year's “Class” showcases some of the most impressive new and
reworked rooms to open since this past summer.

The Other Class of 2007

New Live Venues Dot the Country

From local clubs to large-scale amphitheaters, these new halls spec high-
end audio gear—from L-Acoustics, JBL and EAW line arrays to Yamaha
and Soundcraft rider-friendly boards. Check out this year's innovative new
concert spaces.

The Taming of the Room

Whether you've got a multiroom, multipurpose recording studio or work in
your own bedroom or garage, our panel of designers offer practical tips for
studio design and proper placement of acoustic materials.

Three-quel Spring

Four Inescapable Mega-Films

It's the year of the three-quels: Spider-Man 3, Pirates of the Caribbean 3,
Shrek 3 and Ocean’s 13. Sound designers reveal the ways they breathe
new life into these blockbuster series.

NAB Show Report

HDTV has arrived for the major players, but now consumer demand for
high-def product has middle-market stations and producers gearing up.
NAB 2007 was the perfect opportunity to check out the latest gear for
delivering high-resolution sound-for-picture, and Mix editors have brought
back highlights from the show.

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

{Volume 31, Number 6} is ©2007 by Penton Media Inc., 9800 Metcalf Ave., Overland Park, KS 66212, Mix {ISSN 0164-9957) is published manthly. One-year (13 issues) subscription is $35. Canada is
$40. All ather internatianal is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, Narth Hallywood, CA 91615. Periodicals Pastage Paid at Shawnee Missian, KS and ot additionaf mailing
offices.This publication may mot be reproduced ar quated in whale ar in part by printed ar electranic means withaut written permissian of the publishers. Printed in the USA. Canodian GST #129597951;
Canada Past Publicatians Mail Agreement #40597023. Canada return address: Bleuchip Internatianal, P.O. Box 25542, Landan, ON N&C 6B2.
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A new standard in location recording

A new standard has been added to the 4006 family. The 4006-TL offers extended lmass re-
sporise and higher sensitivity. The precise reproducton, total transparency, high resoluticr and
natural sounding clianty of these microphiones continue to make the 4006 family the best
microphones in thetr class.

Upgrade your 4006 to 4006-TL specification

4006 microphones can be upgraded to 4006-TL soecification. Undertaken at the DPA faciory,
the upgrade consiits of a new preamplifier, a Close-miking gnd. a calibration chart and a new
mic case. Visit www.dparmicrophones.com for full detals.

DPA 4006-TL
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Digidesign Reference Monitor Series—

Nothing but the Truth

ﬂ digldesign

ﬂ wioidesian

Digidesign revolutionized the music and post-production industries with Pro Tools
empowering audio professionals to create the best-sounding audio possible. To further
ensure this audio integrity, Digidesign now looks to redefine the near-field monitoring
experience with the introduction of the Digidesign® Reference Monitor Series (RMS),
co-developed with world-leading professional monitor manufacturer, PMC.

Using PMC's groundbreaking Advanced Transmission Line (ATL™) technology, the RM1
and RM2 professional near-field monitors deliver pristine, high-resolution clarity and
accurate low-frequency response to provide the most honest representation of your audio
mix. You can now hear the excitement and life of your recordings in their truest, purest
form. To facilitate this, onboard DSP manages a variety of tasks, including the complex
digital crossover, which employs sophisticated filter designs resulting in extremely low
distortion and superb phase response over a wide fistening window. And if you want to
hear how your mix translates to a ported speaker, simply engage Bass Port Emulation
mode to have the monitors emulate the tonat characteristics of a ported bass reflex
speaker, allowing for easier mix compensation decisions.

Learn more about the Digidesign Reference Monitor Series at digidesign.com/rms ot
experience next-generation near-field monitoring for yourself at your local Digidesign
dealer today.

ENGINEERED WITH

PMC




FROM THE EDITOR

Designers Are Your Friends

navid Schwartz, co-founder of Mix and the original author of this space, used to
say, “If you want to know where the industry is headed, talk to the designers.” He
meant, of course, that studio designers get the first call (okay, perhaps after the bank)
when someone wants to build out their audio future, and as such are in a unique
position to farecast coming trends.

That initial surge of “project studios” some 15 years ago was prefaced by in-
creased demand for consultations with designers rather than full builds. The boom in
new Nashville studios of the mid-'90s was foretold in some circles, accompanied by
cautionary ta'es of overbuilding. The mad scramble for high-end home theaters dur-
ing the past f ve years even enticed many of the top acousticians and architects from
our industry, long before plasmas became the hot item at Best Buy.

So where do we stand today? Who's building studios and for what purposes?

There’s really no easy answer. What we do know is that people are building, across
all markets and in all regions of the country. Just when it seemed big studios were
falling, we see Record Plant installing an SSL 9000 and redoing a main room to ac-
commodate a recent flood of activity. The Newman Scoring Stage at Fox just bought
a Neve 88R and reworked the cabling/wiring infrastructure. Just when we thought
every producer-owned facility was being built into a home, Jay-Z goes and opens Roc
the Mic in Manhattan. f

And, yes, there are high-high-end producer-owned facilities being built into
homes, too, but these are hardly the project studios of yore. Game sound facilities
are being built out like mini-lots. New remote trucks are hitting the road. Mastering
facilities are going private. Universities are putting in new performance spaces and
control rooms. And corporate? In-house facilities may have gone dormant following
9/11, but ask any studio designer, and he or she will tell you that corporate production
is back in a very big way.

This wide range of facilities is what struck us most with this year’s submissions to
the “Class of 2007." Before putting together this special studio design issue, it would
have been easy for us to name this the year of the producer-owned hideaway. After
receiving the photos and stories, and then pulling tips from designers about optimizing
existing spaces, it seems more like the first year of the next 10 years. The beginning of
growth. The beginning of a new type of production model for the audio industry—a
model that includes private/public, personal/commercial, linear/interactive.

So why nat start the next 10 years by looking at your studio today? After all, if
there’s one thing that all rooms have in common, it's that they are designed to pro-
duce accurate and true sound. Measure your room, tune your room, listen in your
room. And if you don't like what you hear, call a designer. They seem to know what's
going on.
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> GREAT PRICES & THE BEST VALUE! > FRIENDLY, KNOWLEDGEABLE SALES!
Sweetwater’s great prices and unparalleled Our Sales Engineers are well-trained and
customer service lead the industry. know the gear inside and out.

> HUGE SELECTION OF THE LATEST GEAR! > FREE 24/7 ONLINE TECH SUPPORT!
Our massive 40,000-square-foot warehouse The best technical minds in the business are
is brimming with the gear you want. at your disposal around the clock.

S

Musnc Instl uments & Pro Audio

sweetwater.com

Call today and experience the sweetwater difference!
1-800-222-4700
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sound
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REDDING AUDIO. Inc. 97 S. Main St. #10 Newtown CT 06470
203. 270.1808 www.reddingaudio.com www.schoeps.de

Hear no hum'

Look for InGenius inputs

in your pro audio gear
)
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Balanced Line Receiver ICs

W Corporation
Analog ICs for Pro Audio™
www.thatcorp.com/mix2.html e mail mix2@thatcorp.com
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A Symphony that Rocks... Hard.

” The Symphony System ‘;‘in"ally =
brings near zero Iatency‘to‘.}"“ §F
native _re_cordth_TgTEhd the new.

T%onverters (AD/DA-16Xs} sound

"absolutely fantastic...” 1. _- -
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"Technology has finally caught up to my needs in a DAW.I'm
running Logic Pro with the new Symphony System with
fantastic results. The Symphony System finally brings near
zero latency to native recording,and the new converters (AD/
DA-16Xs) sound absolutely fantastic. Logic Pro sounds much
better than any other DAW I've used before.The low-end is
warm and the high-end is silky smooth. It is a very efficient
program and not very taxing on the CPU, which, along with
the new Intel Macs, leaves me with an astounding surplus
of processing power. The quality of this system meets and Th e Sym ph ony Syste m:
even surpasses the large format analog consoles | was
used to.| have mixed many Rock and Metal records and until
recently,| wouldn't even have considered mixing “in the box"

Now, however,| mix nearly all projects in Logic.” See Ulrich's system and more Symphony users at:
www.apogeedigital.com

F
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Apogee X-Series & Rosetta Series Converters,
Apple’s Mac Pro & Logic Pro

Recent projects:

SOUND AMAZING




Letters to Mix

BACK IN THE DAY

| appreciated Gary Eskow's nice piece on
Booker T and The MG’ “Time Is Tight”
("Classic Track,” April 2C07). There didn‘t
seem to be much confusion abaut the
origin of the group’s namre back ir 1965,
when the singles from the r second LP, Soul
Dressing, were riding high on the charts.
The liner notes for that LP read: “MG stands
for Memphis Group. That's the city wnere
the group met and where their records
are made. If the full name of the popular
combo was used—Booker T. Jones and
the Memphis Group—they would certainly
have space problems on the marquees of
the theaters they play.”

Here's an interesting aside to that story
that illustrates how different the music busi-
ness was in the 1960s. Back in those years,
you could literally ring up Stax on the phone
and ask to speak with Duck Dunn or Steve
Cropper. If they weren't in session, they
would answer the call and just chat. My
closest friends at the time were aspiring
white R&B musicians in Baltimore. They
would frequently call Stax to talk with the
musicians about their latest records, instru-
mental techniques, arrangements, etc.

I called Dunn several times just to talk
about anything related ta music. He was
invariably generous with his time and
encouragement. When my friends’ group,
the New Apocalypse, cut their first record
(around 1970), they called Cropper to
talk about it and he invited them down to
Memphis to visit the studio. A memorable
trip followed. | didn't make the trip with
the band, but the engineer from the studio
where they recorded did. He went on to
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achieve more than a bit of success in years
to come: George Massenburg. Back in those
simpler and more innocent days, there was
very little distance between young profes-
sionals just starting out and the successful
musicians they idolized.

Lew Frisch

Gotham Audio LLC

HEAR, HEAR!

Just read Frank Filipetti‘s short article about
sagging music sales (“Current,” April 2007).
We need to hear more of these ideas from
leading music industry people. And hope-
fully, they themselves will sit down and dis-
cuss these issues, make proposals, do what
needs to be done to bring us to the next
level. It may be a difficult and long battle,
but if they don't start, nothing will happen.

Jimmy Almario

HALFTIME SHOW

BRINGS THE MUSIC BACK

This is in response to the “Letter to Mix"
titled "Not So Super Super Bowl” in the
March ‘07 issue submitted by Bob Span-
gler, wherein he bemoaned the lack of
audio quality of the mix for Prince during
the halftime show. I, too, often feel let
down by the audio in live performances on
television, but the Prince set was an excep-
tion. In recent years, more often than not,
live mixes usually comprise a huge kick, a
huge snare and a dry vocal all the way up
front, with the melodic- and chord-produc-
ing instruments barely audible, buzzing
somewhere off in the distance. Okay, so
you can feel the beat, but any chance at
raising some goose bumps is totally out the
window.

In contrast with Prince, we were treated
to strong echo-laden quitar and vocals
with a little bit of dirt thrown in to pump
up the energy level. Ahhh, it made the
hairs on the back of my neck stand up and
nearly restored my faith in humanity—just
the way a big rock show is supposed to. |
congratulate whoever was responsible for
that mix. My guess is that Prince had some
input about what he wanted prior to the
performance and that he was thrilled with
the result. | hope that some of the young
sound engineers out there will take a hint
from that mix and begin to restore some of
the “music” into their mixes.

Ray J. Kozora Il

Incidental Sounds Co.

TALKBACK: HEARING HEALTH

The past few months, we have been ask-
ing you, our readers, to give us your sto-
ries—whether interesting ways of recording
or videogame audio highlights. Here is one
letter we received with regard to our latest
“Talkback”: hearing health.—Eds.

In my studio, | handle fatigue in various
ways. First, if | have been at it for a while,
say an hour, | make sure | rest my ears for
the same amount of time by reducing main
speaker volume to a bare minimum. Even
15-minute intervals will do justice. This
theory works best when you're alone in
the studio, of course, but can be used with
others around you cautiously as you can
get gripes from a client or singer who is
with you.

Secondly, for many years | recorded the
singer in the control room with me as | have
a personal studio that doesn’t have a sepa-
rate room for recording purposes. | became
accustomed to lowering the main volume
to “nothing” so | wouldn’t get any monitor
leakage through the mic. At the beginning,
I used headphones, but then | got used to
nothing at all. Turning off the volume when
recording became a norm. | actually felt
physically better after a session. When the
time comes, you always have to play back
your material to check it.

Lastly, for those gigging out there, test
this theory: On one night, use a pair of
earplugs and see how you feel the next
morning. Then the next day, don’t put
them on and see if there is a difference.

Elvis Cabrera

CLARIFICATION
Our March article on native processing in-
cluded information on various native DAW
programs, but omitted Pro Tools LE. While
Pro Tools LE (and its M-Powered cousin) use
native processing, these only function using
Digidesign or M-Audio hardware. The arti-
cles intent was to spotlight software having
no proprietary hardware requirements and
this should have been made more clear in
the text. We regret any confusion this may
have caused.

—Eds.

Send Feedback to Mix
mixeditorial@mixonline.com




ARE YOU TIRED OF GUESSING IF WHAT COMES OUT OF YOUR MONITORS IS THE REAL THING?

Stop guessing! To hear everything that’s there and nothing more, you need to
look at what's going on inside your monitor system.

Genelec first brought active monitoring systems to professional audio in 1978.
and because it's all we do we take it seriously. For each model the process is the
same; every component is optimized far performance and reliability. To create a
system each part must do its job properly. And when it's a Genelec, the job is to be
the best professional active monitor.

When you've been at the top for nearly 30 years you leam a thing or two. Unique
Genelec technologies have proven themselves in the real world.

« Active Monitoring technology (1978)

— essential to all products, efficiently opfimized, never compromised
« Room Response Control Filters (1978)

— DIP switch filter controls provide acousticat control for neutral response
« Directivity Control Waveguide™ (1981)

- provides smooth off-axis response, with less room interaction
 Laminar Spiral Enclosure™ (2003)

— on 7000/7200 series subwoofers - delivers musical, articulate bass
» Minimum Diffraction Enclosure™ (2005)

— unique aluminum cabinet provides consistency in 8000/8200 Series
» Genelec AutoCal™ for PC and Mac (2006)

— control software for complete acoustical room integration (DSP Series)

Genelec technologies work. They resuit in consistently natural sound reproduction,
effortless dynamic control and sound staging with true dimension. This sonic
accuracy is available from all twenty five Genelec models, for rooms large and
small.

So, let's face it, you're producing audio. Your monitors are the only tool you have
for judging what is going on through every step of the process. Make a confident
move and contact your authorized dealer today.

Get real, get Genelec. You'll be glad you did.

www.genelecusa.com | MADE IN FINLAND | G E N E L EC ?

Genelec Inc. 7 Tech Circle, Natick, MA 01760 T (508) 652-0900 F (508) 652-0909 The Leader In Active Monitoring Since 1978
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Songwriters David Porter (left] and Isaac
Hayes help kick off the celebration.

and soul,” said songwriter/producer/guitarist

WSDG EN ESPANOL

The Walters-Storyk Design Group has opered a
full-service office in Mexico City. Developea un-
der the guidance of Sergio Motho (CEO), long-
time head of Buenos Aires-based WSDG SA, the
new branch is headed by executive producer/en-
gineer Mike Moreno, engineer/sound designer
Martin Garcia "El 0s0” Castillo and musician/
producer/composer Nacho Rettally Galaz. Silvia
Molho has been named director of marketing.

SOUL CELEBRATED

The city of Memphis has launched a national cam-
paign to help celebrate 50 years of soul music. The
events (www.MemphisSoul50.com) tumn the spotlight
on the founding of Stax Records and Royal Studio,
home to Hi Records. In honor of the anniversary year,
the Concord Music Group will issue deluxe reissues
from the Stax Records vault and reactivate the label.

The celebration also showcases music-related
landmarks in Memphis, including the Stax Museum
of American Soul Music, Sun Studios, Graceland,
Ardent Studios, the Rock n” Soul Museum and the
Gibson Guitar Factory.

“I am thrilled to be celebrating this important
milestone,” said Isaac Hayes. “I was part of Mem-

phis soul from almost the beginning, and as the story continues, I am proud to help honor Mem-
phis” many remarkable achievements and those yet to come.”
“Mempnis has stood at the crossroads of popular music, merging influences from blues to rock

Steve Cropper. “No student of contemporary music

can ignore the influence and impertance of this city and its unique sound.”

From left: Silvia Molho, Equiscosa Studio
CFO Alex Arzate, Martin Garcia “El Oso*
Castillo, Mike Moreno, Nacho Rettally,
Sergio Molho; not pictured: company princi-
pals Beth Walters and John Storyk.

_MUSIC ON THE DELTA

Jimbo Mathus, producer, songwriter and multi-instrumentalist, has reopened
his Delta Recording Service (www.deltarecordingservice.com) in Como, Miss.
The studio, previously located in Clarksdale, Miss., produced more than 70
projects in just over a year, including Grammy and Handy Award winners and
nominees Elvis Costello, Big George Brock and Duwayne Burnside.

“It's a one-stop studio for clients,” Mathus said. “When clients walk
through the door and need it,
room offers an 8-foot iso booth, configured much like the old Sun Studios
in Memphis. Other gear of note includes circa-1940s ribbon mics, Event
Electronics speakers, a Mackie board, and vintage amps, guitars and other

instruments.
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Delta Recording Service also offers a full spectrum of services for D.LY. artists, includ-
ing CD art, manufacturing and national distribution via 219 Records.

we've got it.” The 30x12 main recording

wwe.mixonline.com

FOX HOSTS BASH
NEVE STARS

More than 400 party-goers attended the Neve 88R
inaguration party at 20th Century Fox Studios’
Newman Scoring Stage.

On March 29, Neve and Audio Agent threw a party
at the Newman Scoring Stage on the 20th Cen-
tury Fox lot in Century City, Calif., celebrating the
installation of Neve's top-of-the-line 88R console.
The event was also in honor of Neve's partnership
with Audio Agent, a new sales and marketing com-
pany headed by David Christenson, with former
Neve U.S. president John Hart as VP of marketing.
The spacious control room resembled the
flight deck of the Starship Enterprise, and a
good many attendees ogled the gleaming, Robin
Porter-designed board. On the other side of the
glass, the immense recording space was abuzz
with cocktail-fueled networking involving mem-
bers of the recording and movie businesses. They
rapped it down amid a veritable forest of mic
stands that remained in place following a Hans
Zimmer orchestral session that afternoon. The

great old room has a palpable vibe to it.
—Bud Scoppa

From left, Jimbo Mathus,
Daren Dortin and Davis Coen
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HELLO, CLEVELAND

COMPILED BY SARAH BENZULY

The Cleveland Institute of Music cut the tape on its new state-of-the-art con-
trol room (a recital hall is still in the works), designed by Dr. Peter D'Antonio,
adjunct professor of acoustics at the institute, while the installed system was
developed by Bruce Egre, head of the conservatory’s audio recording degree
program. The two new rooms were added to one of the school's existing
buildings, with the recital hall on the front and the control room in the back.
Tielines from the concert hall, a small overdub room and the soon-to-be-com-
pleted recital hall feed into the control room.

According to D'Antonio, “The first challenge was to orient the room in the
available space to provide a symmetrical listening environment. Following
this, we used our Room Sizer program to determine the optimal dimensional
ratios for uniform modal response. We also had to take into account the fact
that it is an educational space and needs to accommodate more people than
a typical control room. This meant that we had to be very sensitive to the
amount of real estate we used for low-frequency control.”

To achieve a flat and extended LF response, Modex Plate resonators were

JAM WITH STRANGERS
eJamming AUDii0 beta, a real-time Internet collaboration technology and
service for musicians, and eJamming AUDii0 portal—a community where
musicians can connect, showcase their music, find teacher/students, buy
and sell gear, and more—allow musicians to make music and
collaborate with others online. The software and service are
available for free during beta testing at www.ejamming.com.

With eJamming AUDii0, musicians need access to a com-
puter, a broadband connection, audio interface device and
microphone.

Proprietary data-thinning schemes and patented Inter-
net delay-management algorithms enable eJamming AU-

installed ir all of the available dihedral wall intersections where the pressure
‘s high; broadband absorption is also provided with a variant of the Modex
Plates, which were used in the rear of the room and on the upper-front
wall areas, and then the broadband version was used directly behind the ATC
SCM150 ASL L/C/R loudspeakers.

MOBILE AUDIO STUDY FROM THE USER’'S POV
Arbitron and Telephia recently completed a study that examines the
evolving market for mobile audio services from the consumer point
of view in terms of current usage patterns, attitudes and preferences.
Key findings include one in 16 mobile
phone subscribers {6 percent) report
using one or more mobile audio fea-
tures in the past 30 days, and down-
loading music over-the-air has the
highest awareness among the general
mobile population. Listening to music
transferred from another device is the

Dii0 to achieve the real-time collaboration. The eJamming
AUDIi0 software also includes a host of other features such
as CD-quality recording capability, searchable profiles,

most commonly used way of accessing
mobile audio. The complete study can
be downloaded free of charge at www.

JamVite instant messaging, an automated calendar and
full MIDI capability.

EDTITSTE News | f
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Chris Swan

Jon Tropea Jr. joined Ear Goo Inc. (NYC) as creative director, where he
will compose, sound design and mix, as well as oversee the creative and
production staff...Panamax/Furman (Petaluma, CA) promoted Chris Swan
to VP of operations...In other promotion news, Oliver
Baumann is Sennheiser's (Old Lyme, CN) VP of ex-
port for Latin America...CEDAR Audio (Cambridge, UK)
appointed Uwe Seyfert as sales manager for CEDAR
Deutschland...Kenneth M. Scott and Gary Stratton
joined Advanced Broadcast Solutions (Seattle) as
director of broadcast engineering and business de-

velopment sales executive, respectively...New East
Coast regional sales manager for Symetrix (Mountlake

arbitron.com/study_h/mobile_audio_
study.asp.

Terrace, WA) is Chris Jones...Jake Jacoby is handling sales and marketing for
Montana, the Dakotas, Wyoming, Nebraska, Minnesota, lowa and Missouri for
Yamaha Commercial Audio Systems (Buena Park, CA)...New face at Metric Halo
(Hopewell Junction, NY) is Brian Peters, Seld application engineer...Program-
mer/engneers Yelena Akhramkov, Brian Flinn and Tim Goihl joined Sound De-
vices (Reedsburg, WI)...Jumping from PRG to EAW (Whitinsville, MA) is Martyn
“Ferrit” Rowe, product specialist...Steve Hopia is now production manager at
Radiat Engineering (Port Coquitlam, BC)...New product application specialist at
Biamp (Beaverton, OR) is Claudio Berstein...Distribution ceals: HME (San Di-
ego, CA) named Grupo Audio Diseno (Mexico City) as its Mexico distributor; and
Crowley and Tripp (Ashland, MA) teamed with Digital Audio Service (Hamburg)
for distribution in Germany.
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_LISTEN...PLAY

(Go beyona the printed page and log on to www.
mixonline.com to get extra photos, text and
sounds on these select articles—plus much
more onlire:

WATCH: “Class of 2007”

There seems to be many graat stud’os opening
ap recently. Unfortunately, space restrictions do
7ot allow us to spotlight all of this year’s contes-
zants. Peruse this year’s honerable mentions.

READ: “Mavericks”
Get a full audio equipment list from this New York
City project studio.

LISTEN: “Recording Notes”
Check out zudio clips from Bryan Ferry, Kings of
Leon, Jourrey’s “Don’t Stop Believin™ and Cool

Spins.

PLAY: TALKBACK!

You're too far back. Why can't I just hang the PA.,

for goodness sake? Does the vecalist really need to

cup the mic2 I just want to mix—why are they mak-

ing me pack the truck, too!? Hey, front-of-house
engineers: What's
the worst situa-
tion you've been
in while on tour
and how did you
overcome it? Let
us know by e-mail-

TALKBACK ing mixeditorial@

mixonline.com.

CURRENT

NOTES FROM THE P&E WING

CREATORS PROVIDE INSIGHT INTO DIGITAL DISTRIBUTION
While The| Recording Academy® is best -
known fdr presenting the Grammy’
Awards (the industry’s only peer-to-peer
awards, by the way), it's also a busy
membership organization that presents
professional development programming
around thg country. A good example is
the lively 'panel on digital distribution
recently organized by producer Mike Clink,
chairman of the Los Angeles P&E Wing
committee, who comments, “I work with a
lot of independent artists these days, and
the Number One question they ask is, "How
do I get my music on iTunes? This panel  From lefi: Eric Garland, BigChampagne; Kevin
provided irisight into the process, as well Arnold, IODA; Derek Sivers, CD Baby; Bruce

as direct access to the companies that Taylor, SNOCAP; Jeff Price, TuneCore

provide distribution services.”

“Navigdting Digital Distribution: Mysteries Revealed,” held at the Los Angeles headquarters of
The Recording Academy on April 24th, saw panelists Derek Sivers, founder and president of Web-
based indie-music seller CD Baby; Kevin Arnold, founder and CEO of comprehensive digital music
service I0DA; Jeff Price, founder and CEO of digital distribution company TuneCore; and Bruce
Taylor, VP of marketing and PR for SNOCAP Inc., a service that allows artists to set up their own
Web-based 'stores. Handling moderator chores was Eric Garland, CEQ of BigChampagne Media
Measurement, which provides analysis on issues involving the intersection of entertainment and
technology:.

Garland assumed the role of an artist seeking distribution and asked panelists to delineate the
services each company offers and what artists ar labels they might be right for. Arnold described
IODA as a service occupying the position of a traditional distribution and marketing company
tailored to the digital realm, interested in signing on more established artists and labels. CD Baby
works on thie model of an indie distributor and is more open to artists taking their first step into

e Navigating Digital Distribution:

the marketplace. Tunecore’s Price explained that he would embrace the model of a completely
non-musical company and described his company as a musician’s delivery service: While IODA and
CD Baby receive a percentage of sales for their work, TuneCore charges an up-front flat fee to
make an artist’s music available for downtoad. While all three services act as pipelines to digital
music stores such as iTunes, an artist who wants to establish his own store on a band Website or
MySpace page could turn to the services of SNOCAP.

Panelists discussed filtering processes they've put in place as a form of A&R: CD Baby's staff
physically listens to everything submitted and frequently culls out copyright-violating mix-tapes,
while SNOCAP has a digital fingerprinting system. Panelists were in agreement that the retail
element of the digital world would not move toward pro-level audio formats any time soon, and
they spoke to a strange wrinkle in digital music stores that actually encourages less originality:
Because consumers often search for music by title, a new artist may have their best chance of
getting heatd by posting cover versions.

Taylor made one of the strongest points of the night: From an artist’s point of view, digital
distributionishouldn't be seen as a cold system of dollar-a-tune sales. “You still need to think
of making J connection with fans. Direct connection is crucial, and it doesn’t always happen
through mugic store downloads.” Moderator Garland brought the evening to a close by posing
the question: Five years from now, what would the same panel be discussing? “If anyone says
anything other than I don't know, don't trust them,” Price said with a laugh.

Thanks to writer Chuck Crisafulli for his work on this story. find out more about The Recording Academy’s
Producers and Engineers Wing at www.producersandengineers.com.
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What Makes a Great Space?

Designing a Concert Hall for Performing and Recording

hen Symphony Hall
in Boston opened
in 1900," says Tony
Hoover, an acoustician and princi-
pal with the firm Cavanaugh Tocci,
it got terrible reviews. The con-
ductors at the time, even though
many of them had never seen fit,
just couldnt believe that a hall
designed using engineering princi-
ples coukd sound good. Thankfully,
the audiences eventually caught
on, and now it’s considered among
the three finest-sounding halls in
the world.” This is the reason why
Hoover, who has some 1,600 proj-
ects on his resume, used Sympho-
ny Hall as a reference point when
he designed Tufts University’s new
Distler Recital Hall,
Distler is just one part—albeit
a major one—of the $28 million Granoff Music Center
at Tufts, which opened in January of this year. It’s the
first building that the school's music department has ever
been able to call its own, and it’s a huge leap forward.
There are five state-of-the-art classrooms with computer-
controlled audio/visual systems, double-wall-insulated
practice rooms where the loudest groups can play without
disturbing others, a large rehearsal space that doubles as
a second performance venue and a multimedia lab with
13 music/recording workstations—all linked with audio,
video and Ethernet.

SOUND DESIGN

Symphony Hall's architects—McKim, Mead and White'—
were among the very first to enlist the aid of an acous-
tics specialist, in their case a young Harvard physics
professor named Wallace Sabine. Sabine is the inventor
of the concept of RT60 and the standard unit of sound
absorption, the sabin, is named after him. Similarly,
when tasked with designing Tufts’ new building, archi-
tectural firm Perkins & Will called on Tocci to handle
the sonic aspects.

Seating only 300 and designed for recitals andt cham-
ber music, Distler is hardly on the scale of Symphony Hall,
but its stage is large enough for a good-sized orchestra,
a big band or an 80-voice choir, And having attended
some four-dozen events there, I can attest that its sound
is glorious. The reverb seems to last forever (actually, the
RT60 is almost exactly two seconds), and it's remarkably
even, anywhere in the hall. There are no slaps or flut-
ter echoes, yet even with all the richness, the sound is

wwne.mixonline.com

crystal-clear—although I've noticed it’s sometimes hard
ta understand conversation-level speech from more than
a few feet away.

“What was old is becoming new again,” says Hoover,
explaining the design philosophy behind the hall. “We
used very significant upper-volume. The hall is four stories
high and the seats only go halfway up. It's the same in
Symphony Hall: There are two balconies, but the whole
upper-half is open for blooming of reverb. It makes for
a much more lush reverberation—not just a longer time,
but a smoother sound.

“And while youre up there, you want to make that
volume very diffusive,” Hoover continues. “At Symphony,
there are nine different-sized coffers [sunken panels] in
tie ceiling, and there are niches above the balconies,
which break up the sound. In Distler, we used convex
shapes that wrap around the hall, all the way up to the
ceiling. There are curved overhead reflectors above the
stage and angled panels over the audience area.”

There are no absorptive materials on the walls at all.
“I went out on a limb with that decision,” says Hoover,
“Ii’s almost a given that you put sound absorption on
the rear wall to prevent echoes and anomalies, but |
decided to rely entirely on the seating for that.” Eight
rows of seats are on the floor, raked gradually, and
then there are five more rows that rise sharply to where
they meet the rear wall about halfway up. The seats
are upholstered. “Acousticians love upholstered seats,”
he notes. “Not only are they comfortable, but they are
great absorbers and then the sound doesn't change as
much when you have a full audience. The rear wall is




You know what they say
about Allen Sides’ legendary
Ocean Way Monitor Systems...

“The Ocean Way Monitor Systems
are the best speakers in LIFE!!!”

- Bruce Swedien

*I can‘t think of any large monitoring
system I'd rather have in Skywalker Scoring
Stage than Allen’s Ocean Way Monitors.”

- Leslie Ann Jones
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“QOcean Way Recording’s accurate and
expansive monitoring systems are equally
impressive in every room.”

- Jack Joseph Puig

“The monitors Allen built for my private
studio, which we used to mix the last

Foo Fighters album, let me hear my music
the way I want, very loud and very clear.”

- Dave Grohl

“Allen and I share a passion for accurate,

high definition speakers that have the ability to
sound big and impressive for artists when it's
required. The OWR monitor system squarely
hits that mark.”

- George Massenburg
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Account Managers
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us today!

Well, now you know. The amazing monitors
enjoyed by the world’s most respected mixers are
now availabie, custom designed specifically for your
studio by Allen Sides, exclusively through GC Pro.
Want to put some Ocean Way in your room?
Contact your local GC Pro Account Manager for
more information or to schedule a private demo.
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diffusive and bumpy. just like the sides.”

Another idea borrowed from Symphony
is that there is no prosceniumi. “A prosce-
nium de-couples the stage house and the
audience house,” Hoover explains, “and that
arch cuts down on the sound going into the
audience more dramatically than you would
ever think. This way, the performers and the
audience are in the same room.

“The side walls of the stage are angled
10 degrees, and with the reflectors above
the stage. the eftfect is that of a band shell.
Now a band shell has three purposes: to
assist the propagation of the sound to the
audience, to promote blending of the sound
and to propagate sound from one side of
the stage to the other for cucing™—in other
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words, making sure the performers can
hear each other. For the musicians at Tufts,
who are used to playing in low-ceilinged
parlors, acoustically dead lecture halls and
boomy chapels where hearing the other
instruments, or even themselves, has been
a mgjor issue—ijust this aspect of the new
hall is cause to jump for joy.

Speaking of jumping. the stage tloor is
floated on resilient mounts. “It's mostly to
loosen it up a little so the basses and cel-
los and low end of the piano can get more
resonance,” says Hoover. "But it also means
that if someone wants to have a concert with
a dance component, the stage will work for
the dancers.”

One of Hoover's basic philosophies is

Oppsvg
Orpheus - the ultimate professional
firewire interface by Prism Sound

MS matrix processing on mic ch:

channel

With unbeatable sound quality, state-of-the-art clock technology,
low-latency, flexible monitoring for control room or foldback,
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Orpheus by Prism Sound is the professional's choice

Contact us now to arrange your demo

www. prismsound.com

Email: sales@prismsound.com

that halls designed for Western classical
music need to be rectangular, which Dis-
tler is. “The starting point is the culture
that the music comes out of,” he explains.
"Cultures that are more outdoors-oriented
tend to have music that’s more rhythmic
and percussive because that lends itself
to outdoor performance. Cultures more
oriented toward being indoors use more
melody and harmony and counterpoint.
The music follows the acoustic. Organ
music is designed for churches. As for
chamber music—well, why do you think
they call it that?

“There are many reasons why rectan-
gular rooms work so well, as opposed to
fan-shaped rooms, none of which I've ever
been satisfied with, It has to do with the
lateral reflections and the accumulations of
reflections that build up to make the reverb.
It's more c¢ven in a rectangular space. It
sounds more ‘real,’ no matter where you sit,
Obwiously. the relationship between the di-
rect and reflected sound is going to change
depending on whether youre sitting close
to the stage or against a side wall or the
back wall, but the sense of space doesn'
change. The most important rule is that the
length, width and height are all different by
a significant amount, at least several feet.
And it's best to have the stage against a
narrow wall,”

DON’T FORGET ISOLATION

In addition to the shape, the other critical
criteria for a successful concert hall are
sound isolation and low ambient noise.
Especially in an academic music building,
where  several concerts, rehearsals and
high-SPL classes may be going on at once,
isolating the concert hall from  exterior
sounds is crucial. Distler achieves this by
being a box within a box. The side walls
have two layers of 8-inch-thick concrete
blocks separated by a 2-inch air space.
The ceiling is made up of several layers of
drywall hung on springs from the build-
ing’s roof. The floor is on grade or above
unoccupied space. so direct transmission
through the tloor isn't an issue, but struc-
ture-borne sound might still get in. “There's
a lovely atrium right outside the hall, and
what if a jazz combo was playing in there?”
asks Hoover. To deal with that, the side
walls are stepped where they go under the
floor, with four or five small steps that go
down about two feet. “With cach bend or
fold in the floor”™ Hoover explains, “you
lose about 3 10 4 dB of transmission.”

As for ambient noise, the primary goal
was making the ventilation system as quiet
as possible. "The HVAC mechanical equip-
ment is not on top of the space, the way
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time-machine of overdrive characteristics.

As you turn the knob clockwise, the Variable Harmonic Drive circuit (paient et
applied for) introduces a blendable mix of 2nd or 3rd harmonic distortion to
your source material, taking it from gentle valve-style warmth through to -
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you often see it,” aotes Hoover, “but it's
adjacent to it, outside of the two rows of
concrete. To make sure the air velocities
are very slow, we used large ducts, but
that meant poking big holes through the
wall, which might have hurt the isolation,
So we used a thoused' system: a double
duct with one inside the other. 1 can't hear
it operating, even when [ stand in the
hall and ask them to turn the system on
and oftf. We havent had the opportunity
to formally measure the ambient level in
the hall, but I'm confident that it will be
below the noise floor of the instrumenta-
tion—and we've got some really good
instrumentation.”

THE MULTIPURPOSE FACILITY

The university mandated that Distler be
usable as both a lecture hall and concert
space, requiring sound reinforcement and
visual-projection  systems. Designed by
Cavanugh Tocci A’V systems  specialist
Matt Moore, the sound system has three
ceiling-hung EAW dusters, two side clus-
ters and a subwoofer—all QSC-powered.
A Lectrosonics autorated mixer and Shure
mic mixer handle small P.A. chores, with
source-switching via Crestron touchscreen
panels at the lectern, stage manager's post
or tech booth. For more complex reinforce-
ment, a Sounderaft GB4-24 console can be
used in the booth or the house, along with
several EAW wedges for stage monitoring
or sidefills and some small EAW boxes for
front-ill.

And what about recording? “The most
important things for recording are sound
noise,”  says
Hoover. "If you're doing any distant mik-

isolation and  background
ing, you have to have those. The surfaces
come third. Adding stuff onto the walls
will not achieve isolation or quiet, You'd be
amazed at how many clients don't realize
this. They read the articles and the ads, and
put fuzzy stuff all over the walls, but be-
cause they have loud ventilation sound and
no isolation, it's not going to help. It goes
back to the same fundamentals: Maintain
the sound integrity first, then worry about
the finishes.”

When the Tufts building  committee
saw Distler's potential for recordings, they
asked Moore for a spec. His system design
covered a wide range of situations, yet had
to be geared toward live recording as op-
posed to studio-style overdubs.

It starts with eight small-capsule AKG
mics hung permanently from the ceiling
on monofilament lines; servo motors allow
these to be moved vertically and horizon-
tally. In the corners are four omnis, and
above the first and the sixth rows of the
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audience are matched pairs of C451B car-
dioids on stereo mounts. For close-miking,
the school has a collection of Neumann,
AKG. RZDE. Shure and Audio-Technica
models.

The recording mics are fed through a
Yamaha DM1000 mixer into & 16-input Pro
Tools HD system, as well as a second Pro
Tools system (Digi 003/Pro Toals LE) and
a Tascam CD recorder. Near-fields include
five Event TRGs and a Tannoy TS10 sub. Yet
another Pro Tools rig lives on a portable
cart, with a Yamaha 01V96 mixer. an Apple
MacBook Pro and an Mbox 2 Pro interface.
This can be used anywhere in the building,
especially the downstairs Fisher rehearsal
performance space. which has ticlines to
Distler’s tech booth.

Video gear includes a fixed Sony EVID-
70 camera with remote pan /tilt/zoom (con-
trolled from the touchscreen panels), a
Sony DVD recorder, three Sony DVCAM
decks and two Canon Elura 100 cameras
that cun be used either free-running or
with their outputs piped to the tech hooth,
and blackburst is available for high-end
multicamera shoots.

How does Distler sound for recordings?
It's urhelievable. While Hoover and his
colleagues didnt set out 10 make a great
recording space, that's exactly what they've
done. The facility’s new, hand-selected 9-
foot Steinway concert grand doesn't hurt,
cither. So far, we've recorded piano soloists
and duets, gospel and chamber choruses,
jazz. combos, string quartets, antiphonal
brass choirs, African drum ensembles, and
a whole evening of a cappella singing.
We're siill experimenting, but our initial re-
cordings have everyone very excited about
both the hall's potential and the flexibility
we have just by trying different mic place-
ments .and balance.

In case you noticed the subtle “we”
shifting of pronouns in the last paragraph.
that was no accident: 1t's my way of tell-
ing you that this wonderful new hailding

is where I now work. I've been teaching
courses at Tufts since 2000 and was a
consultant on the new building. However,
when it opened this year, they created a
new full-time coordinator of music technol-
ogy position to oversee all of this stuft, and
I'm it. I'm in charge of running the record-
ing and SR systems, as well as the computer
and A/V systems in the classrooms, and
teaching their operation and maintenance
to other faculty and students. And I'm still
teaching my classes.

I's an exciting and incredibly hectic
time. As with any new facility, there were
plenty of kinks to work out, along with
some 55 events that needed tech support in
the first 14 weeks, so I've been working a
lot of long hours. That's not unusual for me,
but what is unusual is that I have to go out
of my house to do it. This is the first full-
time job I've had that requires my physical
presence (as opposed to things like product
support or Web design that 1 can do at
home) since 1979. It's a big change.

And it means that I have to make sacri-
fices in other parts of my life. One of those
sacrifices will be yours, dear readers: After
this issue, you won't see me in these pages
every month. In an effort 1o keep what's
left of my sanity, I'm going to be writing
“Insider Audio™ in alternate months.

Meanwhile, if you are in the Boston area
and want to come by and see what Hoover
and Moore and the rest of the very talented
team that built this place have wrought,
feel free to get in touch with me at paul.
lehrman@tufts.edu. 111 be glad to show off
the building, the hall and all the new toys.
Let me just find my keys. n

Paul Lebrman is a composer. prochcer,
writer and filmmaker, but at the moment
doesn't bace time to he any of these. is
“Insidler Audio™ columns from the past 10

years hare heen collected in The  Insider

Audio  Bathroom Reader, available from
nixhooks.com.
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THIS YEAR'S HOTTEST NEW ROOMS

OMTrle COYEH
GReat Divibe Stupios

Jamie Rosenberg’s Great Divide Studios in Aspen, Colo., is the fourth
facility to bear the Great Divide name, and it's a huge upgrade since
the little room Rosenberg started with, built into the Great Divide
Music Store. The room on this month’s cover was purpose-built as
part of the new home Rosenberg shares with his wife, Carole, whose
architectural design firm built the house and studio.

The studio design was done by Martin Pilchner of Pitchner Schoust-
al International. “We wanted to get the control room in the best
physical location and orientation to optimize both room size and ge-
ometry, which placed it approximately in the middle and sideways”
Pilchner explains. “We placed the live room to the right of the control
room and a large iso booth to the left. You have a direct sight line
from the left iso booth through the control room and then through
the studio proper to the second iso booth at the far end of the studio.
A third iso booth also doubles as a reverb chamber.

The goal for the 2,200-square-foot studio with 16-foot ceilings
was to create a high-tech space with a relaxed, living room ambi-
ence. Consequently, the design incorporates fabric ceiling and wall
treatments, custom cabinetry and equipment racks, hand-blown glass
lighting, and antique oak floors. A leather sofa, suede chairs and an
antique coffee table add to the homey atmosphere.

The 5.1 surround sound control room is fitted with soffitted ATC
150s and an automated 7-foot projection screen. Working with a
world-class assortment of microphones, outboard gear, Digidesign
Pro Tools and a 32-fader Icon D-Control, Rosenberg tracks and mix-
es out-of-town clients such as Hall and Oates, Jonathan McEuen
and Beyonce, who finished tracking for 8’Day while in Aspen on
a photo shoot. “Aspen also has a fantastic local music scene.”
Rosenberg says. “There is a great pool of talent here that I really
enjoy working with.”

Another enticing aspect of Great Divide Studios is the impressive collection of mu-

PHOTO RICK SCHOUSTAL

PHOTO WES BENDER © MOJO WORKING INT 2007

sical instruments that Rosenberg, a guitarist as well as a producer/engineer, makes

available to clients. He's got an army of guitars, a Steinway B, a 1957 Hammond

B-3, and a first-rate assortment of drums, amps and unusual instruments. “We

often have bands come in and just bring their sticks and picks,” Rosenberg says.

“Between Martin, Carole and myself, we definitely accomplished our goals. The

studio sounds and functions beautifully, the vibe is relaxed and inspiring, and
clients just love working here.”

Roc THE Mic
Jay-Z's new home base is the 4,500-square-foot Roc the Mic. Owned
by Juan Perez and designed by the Walters-Storyk Design Group,
RTM went online in Manhattan this past January. Pictured is Studio
A, housing a classic SSL 9080 J, which was carefully refurbished
by Dave Malekpour’s Professional Audio Design. WSDG and PAD
worked with George Augspurger on the custom monitor instal-
lation. Both this control room and its “twin” feature custom
split-island producer’s desks, plenty of room, and plenty of

privacy.
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THe Grip

Nashville-based designer Carl Tatz created this personal studio for Rascal
Flatts bassist/songwriter Jay DeMarcus. Also in Nashville, The Grip went on-
lire in April 2006 and includes two Pre Tools HD Accel 7.3 systems and two
Phantom Focus monitoring systems—one setup in the spacious control room
pictured above, and one in a smaller editing suite known as The Cockpit.
There are also three iso booths, a lounge, and a host of musical instruments,

plug-ins, outboard and mics.
PHOTO: LOU JOHNSON

PHOTO: TOBY HOOGS

IsLaND VORTEX

The island in question is the Big

Island of Hawaii. This facility, de-

signed by Larry Swist of Lawrence

P. Swist Designs, is in Kailua-Kona

and features Swist's custom: pan-

els, built by his Evenfall Acoustics

manufacturing company. Featured equipmert includes a 32-channel Tonelux console.
Barefoot MM27 monitors, Pra Tools HD2, and Mytek and Lynx Aurora canverters.

PHOTO: MICHAR FDSENG :\RD

AJa PRODUCTIONS

On the northeastern shore of Long THE RECORD PLANT

Island, in the village of Port Jef- Vincent Van Haaff of Waterland Design redesigned the Record Plant’s SSL
ferson, N.Y., is Aja Productioms, 1 mom (Los Angeles). Re-opened for business in January of this year, the
owned by Antonio Corcella. This studio was refurbished with the replacement of midrange diffuser elements on
personal facility was designed the back wall with wide Q absorption. In addition, a center baffle was added in
and built by James W. Grady front of the wall to improve the center image and subwoofer correlation. New gear
and ic treated with Auralex includes an SSL 9000 J console and Pre Tools HD3.

acoustical panels and oak PHOTO ED COVER
hardwood ttoors. Corcella

works in Pro Tools, em-

ploying numerous Uni-

versal Autio plug-ins.

P4CEO. CHRIS PELOMY

ARCHON STUDIOS

Chris Pelonis of Pelonis Sound and Acoustics designed owner Aris Archontis” private
facility situated in Sherman Oaks, Calif. The studio is centered around an SSL Dual-
ity console and features a diverse selection of boutique and classic outboard gear.
Custem Pelonis Signature main moniters were installed and tuned by the designer.
The live room boasts a 22-foot ceiling treated with a variety of natural materials.
System integration was performed by Vertigo Recording Services, and acoustical
construction provided by Sound Waves Acoustical Technologies.
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FONOGENIC RECORDING

Musicians and brothers Ran and Tal Pink celebrated the completion of their
new studio, Fonogenic Recording, in Van Nuys, Calif., this April. Designer Carl
Yanchar of Wave:Space designed the facility to serve as a creative space for art-
ists wno are on the brothers” online Fonogenic {abel to record and perform live
streams. Included are a stylish lounge and large soundstage. The 410-square-
foot control room is centered around a Trident Series 80B console and Barefoot
MicroMain 27 monitoring. Also on hand are Pro Tools HD and Logic, and some
of the owners
Smart Research C1 compressor and a pair of Empirical Lab Distressors.

v oy

favorite toys,” such as a Shadow Hitls Gama 8-channel mic pre,

PHOTO: RAN PIN®.

PHOTO: ED COLVER

20™ CenTury Fox, NEWMAN SCORING STAGE
Designer/acoustician Peter Grueneisen—then a partner in studio bau:ton—
designed this renowned facility in 1996 and was asked to update the room
this year to meet more current technical requirements. Grueneisen’s nonzero\
architecture firm added a patchbay to the left side wall as well as a complete
subterranean reworking of the trough system and wiring. New equipment in
the facility includes a 96-channel Neve 88RSP console and Neve remote Air
Menseraat and 1081 mic preamps. This venerable L.A. studio re-opened for
business in February ‘07.

PHCTO: HANSON HSU

SLAPPO MUSIC AND SOUND
Hanson Hsu of Defta H Design developed this creative space for

composer Neil Uchitel. The facility design incorporates Hsu's
patent-pending ZR (zero-reflection) acoustics. (For more
about ZR, see Coast to Coast in the November 2006 issue
of Mix.) The facility went online last June and features Pro
Tools HD2 and a Yamaha DM2000 digital consote.

STARCITY RECORDING COMPANY
Pilchner Schoustal International redesigned part of the StarCity Record-
ing complex for owner/producer Jeff Glixman this year, with particular

attention to this multipurpose performance stage. The control room Lrmie River Sounps

was upgraded with a Quested 5.1 monitoring system and an SSL Axiom This studio in Haverhill, Mass., was designed as a singer/songwriter production space
MT Plus console. StarCity provides recording/production/label services for owner James Deveau. Lou Clark designed the one-room studio with custom diffuser
and rehearsal space to new and established artists. boxes hung from a ceiling track, atlowing the diffusers to be moved back and forth

between the critical listening position and another position that creates a “vocal

booth.” In general, the acoustical treatments can be removed and arranged to

create different characteristics within the room. Key equipment includes Nuendo,
RME Multiface and Digiface, Cubase 4 and SLS Pro Studic S8R speakers.

PHOTO" TIM GAUDREAU
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GAVIN LURSSEN MASTERING

Former Mastering Lab staffer Gavin Lurssen opened his cwn facility a few
months ago, and he's been extremely busy, having already completed mas-
tering projects for producer/artists T Bone Burnett and Jee Henry, art-
ists including Loudon Wainright, John Doe and Randy Newman, the score
of videogame God of War, and many others. Lurssen designed the studio
with colleague Dan Garcia, and room tuning was done by Charlie Bolois of
Vertigo Recording Services. Lurssen says he made a point of retaining the
natural brick walls of the building, but added acoustic treatments to help
the room “resonate.” Lurssen uses Sonic Studio and Pro Tools, ATC monitor-

ing and a complement of his own modified gear.
PHOO:DAN GARCLA

PHOTO TONY BERG

SHA Stupio

This studio, designed by Tony Berg, is a recording facility within
the Malibu Performing Arts Center (Malibu, Calif.). It was es-
tablished to record artists performing at the live venue, but can
also serve as a stand-alone recording environment. Owned by Gene
Shively and Mary Devine Scott, the studio opened in August 2006 and
was quickly pressed into service to record a Tom Petty concert at the
Center. Equipment includes custom Genelec 1034B monitors and a Pro

Toots HD3 system with 48 channels of Apogee I/0.

P-OTO. © RUSS BERGER DESIGN GROUP

THIRD EAR Music Stupios
The Russ Berger Design Group designed this 1,000-square-fout addition to the More Church
in Amarillo, Texas. Included in the project were a new control room, booth and support space.
RBDG employed SpaceArray diffusers from pArtScience and incorporated a coltection of African
art pieces and Wenge and Padauk wood finishes into the design. Major equipment includes two
Sony DMX R100 24-channel consoles, two Radar Acrenaline Plus 24-channel multitracks and a pair
of Mastering Lab-customized Tannoy speakers with modified Yamaha Natural Sound amp.

MasoN HALL RecorDING Stubio

The State University of New York at Fredonia opened this new studio for stu-
dent use in January 2007. The room was designed by Larry Swist of Lawrence
P. Swist Designs and inctudes a 56-input SSL G+ console, Dynaudio M3A main

monitors and Genelec near-fields. Recording gear comprises Pro Tools HD3 and an
Otani MTR-90 24-track analog machire.

Levers Aupio Post

Brian Riordan’s Levels Audio Past (prufiled in Coast to Coast, Feb. ‘07
issue) is a high-design, fast-paced facility that pravides post-production
services for American Idol as well as numerous other film and TV clients.
Incorporated into the design by Peter Grueneisen of nonzero\architec-
ture are Tessaract LMH-1 three-way sereen channel speakers (designed
by Tomlinson Holman), a 32-channel Digi ICON D-Control console, Pro
Tools HD5 Accel system and JBL 8340 surround monitoring
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TO TiM SONG

JDM MosiLe BeLuga TRuck

Company founder Jimmy Daniel designed his new Beluga Truck as part of the
JDM Mobile fleet based in Peachtree City, Ga. It's a 40-foot studio on wheels
equipped with dual Yamaha DM2000 V2s and Pro Tools HD3 rigs (gotta have two
of everything when you're remote-recording live), and Adam S3A 5.1 surround
monitoring. Since its completion in April last year, the Beluga has been used

to capture performances by the likes of Justin Timberlake, The Killers, Nick-
elback, Snoop Dogg, Ludacris and many others.

CHICAGO MASTERING SERVICE

Bob Alach of Alactronics designed this new facility in Chicago for high-res,
low-distortion stereo and 5.1 surround mastering of CDs and LPs. Alach reports
that the monitoring and toom response are flat within 1.5 dB from 10 to 40k Hz.
Custom furniture was also designed to minimize acoustic interference. The design
includes SLS/Bag End monitoring, an Alactronics-modified Ampex ATR-102 and a
custom-built transfer console from Shea Ako.

30 MIX, June 2007 e« wwne.mixonline.com

10 MICHAEL COLLAVITO

P1eor RECORDING STupIOS
The redesign of Pilot Recording Studios (New York City) was done by
Justin Colletti and includes the installation of a Neve VR console and
Pra Tools HD system, as well 3s an RPG Flutter Free diffusion system.
Construction and installatio was compteted by Wilbur Systems Ltd.

PHOTC: JASOH WARD

CoLumsus RECORDING STUDIO

Jusse Deese’s Columbus Recording (Colum-
bus, Ga.) opened in January 2007. Designed
by Deese, it features a large (25x22-foot),
tiered control room with Ked Oak Art dif-
fusers on the back wall, a granite-topped
producer's desk and soffited Dynaudio 5.1
surround monitoring. The drum booth and
iso booth include white oak flooring, and
Colorado River rock is used along with cedar
planxing for diffusion. n
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Nelly Furtado

There's nothing more exciting than the magic of an electrifying performance—and nothing harder
to capture. 50 years ago, Sennheiser’s engineers designed their first bulletproof wireless systems
to grab that magic and transmit it with flawless fidelity. Today, top artists like Nelly Furtado insist
on Sennheiser wireless for the freedom to deliver their magic. Whether it’s microphone or monitor
systems for broadcast, theater or stage, Sennheiser sets standards for wireless quality and sound.
www.sennheiserusa.com

World Radio History




THE OTHER
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200 NEW LIVE VENUES DOT THE COUNTRY

By Sarah Benzuly

While it may seem
our industry's main
source of revenue is being
jam-packed into a three- or
four-month touring season, more
venues are opening, attracting

top-tiered local, national and inter-
national artists year round.

BLISS Lounce
Even though the trendy clubs of New York City are just a hop, skip and jump away, Bliss Lounge
(Clifton, N.J.) is attracting top DJs and rock/Latin/dance music artists. The 1,000-person-
capacity space was renovated prior to its reopening earlier this year. Joe Lodi, owner and
chief designer of Advanced Audio Technology, and his partner and head of installation,
Angelo Poulos, designed and installed the new system, which includes an AAT custom DJ
console, three-way loudspeakers and subs alongside an Allen & Heath X:one 92 mixer in
the DJ booth. Lodi positioned four Turbosound TA-500s on each side of the dancefloor
across its length, about 12 feet off the ground and pitched down 30 degrees. Four
custom EAW slot tweeter arrays are positioned slightly in front of the TA-500s and
comrespondingly delayed; all are powered by MCZ amplifiers.

8 WK KELLOGG AUDITORIUM
} The WK Kellogg Auditorium in Battle Creek, Mich., celebrated the Kellogg
Company’s 100th anniversary with a complete renovation, spec'd by Austin,
Texas-based BAi, LLC. The original building seated 2,000 and was used for
numerous events, such as concerts by the Battle Creek Symphony Orchestra

SEARS CENTRE and the Battle Creek Brass Band. Today, the venue hosts a new orchestra
Westbury National Show Systems spec’d a JBL PD and AE Series loudspeakers for Sears shell and redesigned acoustics, lighting, audio and video systems. Work-
Centre, the Midwest's newest multipurpose arena, 30 miles northwest of Chicago in ing with Architects Inc. and theatrical consultants Jones & Phillips
Hoffman Estates, Ill. The 11,000-seat venue is arranged in a horseshoe pattern. Four Associates, BAi incorporated JBL VRX932LA loudspeakers, two new
clusters of three JBL PD5212/64 loudspeakers were placed along the north and south side-projection screens—all eyebrowed so the loudspeakers could
sides, while two clusters of two were hung in the northwest and southwest corners. be heard but not seen. With no space to hang subwoofers, two
Additionally, two clusters of three PD5212/64s are located on the west end. Two clusters JBL 4893 subs were placed in organ chambers on each side of the
of four PD5212/95 loudspeakers cover the ice surface. Four pairs of JBL ASB6128V subs stage. Additionally, portable JBL AM6215 loudspeakers are used
arranged on the sides. Crown I-Tech and CTs Series amps power the system, with processing as sidefills, while JBL Controt28T wall-mount loudspeakers were
handled by BSS Soundweb London. installed in the under-balcony areas.
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Grass Cacrus
Built on the grounds of the Gaylord Texan
Resort and Convention Center in Lake Grape-
vine, Texas, the $16 million Glass Cactus covers
a total of 39,000 square feet and accommodates
1,500 people. The new audio system was installed
by Clair Bros. Systems and designed by WIHW. To
counteract the hard surfaces (including the hard-
wood and concrete floors—and much glass), WIHW
performed extensive computer modeling to balance
the presence of the natural finishes with the concealed
acoustical treatment. WIHW spec'd a JBL VerTec line array
(six VT4888s, three VI887s, six ASB6128V subs, AM6212
for delay fills for the first floor/under-balcony area and 15

Control 29AV1 in the outdoor patio area).

Pesnanran.® RS ee U
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HENDERSON PAVILION

Just southeast of Las Vegas, Henderson Pavilion received a full audia redesign/install,
thanks to OSA International’s national design/build Integrated Solutions division. The
Henderson Pavilion at Liberty Point is a semi-enclosed concert venue. While much con-
sideration was given to use existing equipment, the FOH system now comprises 18
JBL V14888 Verlec boxes and 12 V14882 subs; VRX932iAs cover front-fill, while the
seating grass area is covered by AM4212s that have been weatherized. Three dbx

DriveRack 4800s provide processing for the FOH and lawn P.A.; system control is
via Crown CTs 3000 amps. Visiting engineers can mix on a Yamaha M7CL board
and make use of a full stock of outboard and Audix mics.

0SA account executive Greg Snyder oversaw the project, while VP/sys.
tems engineer Jim Risgin commissioned and provided tuning using JBLs
Array Calculation software. The city's Shawn McDermott oversaw the

project.
Salt Lake City's In the Venue, a three-floor, 1,600-capacity live music club,
features a new system, which includes two Soundcraft consoles: a 48-chan-
nel Series FIVE at front of house and 48-channel SM12 running monitors. Lo-
cal contractor/dealer Sanolux LLC installed the system under the direction of
its principal, Rolando “Rolo” Casos, who also serves as the club’s head engineer.
Casos also flew twin six-box arrays of JBL VerTec V14887 enclosures with six EAW
BH760 subs per side ground-stacked below, all powered by nine Crown CDi 1000
and 2000 power amplifiers. BSS and dbx processing round out the new gear. H
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THE TAMING OF THE ROOM

SHARFE FIXES FOR COMMON

ACOUSTIC PROBIFMS

By Robert Hanson

n an ideal world. all audio would be produced in purpose-built studios that would allow for

perfect isolation and accurate monitoring across the entire frequency spectrum. Unfortunately,

the economics of the music industry have long made tis scenario all but impossible for the
studio masses. In fact. a great mamy audio professionals work remotely in rented spaces or private
homes that were never designed with music production in mind. So what can be done 10 turn a
less-than-ideal space into an accurate recording environnrent?

To answer this question. Mix tapped five studio designers who have worked on a wide
variety of projects, ranging from comnplete remodels 1o semi- permanent improvements of exist-
ing spaces. Our experts—George Hallowell of Studio Pacifica, Chris Pelonis of Pelonis Sound
and Acaustics, Richard Schrag of Russ Berger Design Group, Larry Swist of Lawrence P. Swist
Designs and Carl Yanchar of Wi e:space—uulk about many of the obvious and not-so-obvious
acoustic problems that plague the average project studia and share which commonly available
surface-treatment products can bes: mitigate these issuces.

FASHION OVER FUNCTION
It probably doesn't come as a shock that some of biggest acoustic problems in the average project
studio stem from a lack of physical isolation and poor low -frequency management. Many project
studio owners also fail to solicit reputable adviee and embark on ill-conceived improvement projects
that often end up doing more harm than good.

“Noise intrusion is one of the biggest issues.” explains Swist. “Eventually. even the most
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sample-oriented productions need a vocal
or some live recording, which usually ends
up being the most dominant element in a
production. Historically, the goal in studio
design has been to achieve a recommended
NC. or noise criteria value, between 15 to
20 in both the control room and the live
room. If you own a sound-level meter, this
is equivalent to an A-weighted sound pres-
sure level measurement between 23 and 28
dBA. Most project studios don't have the
luxury or budget to have sufficient isolation
systems incorporated into their design, and
consequently the operators have to con-
tend with all the gear and drive noise, air-
conditioner noise, birds, dogs. traffic and
the unfortunate occasional event within the
plumbing system.”

“One common crror in the treatment of
a cost-effective project studio is to cover
the walls with F-inch-thick foam and carpet
the floor to reduce the reverb time and o
hide or reduce any parallel wall reflec-
tions.” Hallowell adds. “Most small rooms,
in fact, need only relatively small amounts
of absorption to attain satisfactory reverb

times. The absorption needs to be placed
in the right positions and be of the correct
type and thickness to keep the absorption
relatively equal at all frequencies. Carpet
and thin foam absorb high frequencies
quite effectively, but it is very difficult to
absorb low frequency with foam or Fi-
berglas unless it is quite thick or spaced
far away from the wall—both difficult [to
achievel in a small room. There are corner
foam products that are eight inches thick
or so, but at very low frequencies, the air
particle velocity nears zero as the wave ap-
proaches the wall, so products that work by
slowing the air particle velocity, like foam
or Fiberglas, will not be very effective.
Low-frequency lenergyl is more effectively
absorbed, especially in small rooms, with
membrane, panel or Helmholtz absorption,
such as RPG’s Modex unit,

“A third common problem is the lack
of diffusion in project studios.” Hallowell
continues. “The goal in the treatment of
the room is not to make the room acousti-
cally disappear. Some of the “sound of the
room is both necessary and unavoidable.

MANUFACTURERS OF ACOUSTIC MATERIALS

COMPANY

Acoustic Sciences Corporation

PRODUCTS

panels, isolation products

Remember that the goal of any well-treated
room is to make the recording or mix in
the room relatively flat and reproducible.
That is 10 say. whatever you record in that
room should sound the same no matter
where it is played back. As it is necessary
to absorb the right amount at the right
frequencies, it is also necessary to provide
the right amount of diffusion in the cor-
rect places.”

“Another problem [ see is the pouring
of money into projects at the direction of
Websites, news groups and blogs,” Pelo-
nis adds. “It takes an extremely rare and
gifted individual who can wade through
[all of thatl and somehow glean the cor-
rect information 1o create a thriving, true
and functional design. Please don't take
this the wrong way: | am a huge fan of
shared information on the Web. 1 occasion-
ally browse through the discussions, and
there is quite a bit of correct information
out there and some very well-intentioned,
qualified people providing it. The problem
is that there is also a lot of BS. Acoustics is
a very deep subject.”

CONTACT

www.acousticsciences.com

Acoustical Solutions Inc.

foam, panels, isolation products

www.acousticalsolutions.com

Acoustics First

foam, panels, diffusers

www.acousticsfirst.com

Auralex Acoustics

foam, bass traps, diffusers, isolation products

www.auralex.com

Bag End Loudspeakers

isolation products

www.bagend.com

ClearSonic Manufacturing

panels, isolation products

www.clearsonic.com

ESR panels, diffusers

www.zainea.com

Golden Acoustics

panels, diffusers

www.goldenacoustics.com

Gretch-Ken Industries

foam, fire-retardant panels

www.soundsuckers.com

llibruck Acoustic

foam, panels, isolation products

wwwi.illbruck-acoustic.com

Intelligent Acoustics

foam, panels, doors

www.iacoustics.com

Markertek foam, bass traps www.markertek.com

MSR panels, diffusers, isolation products www.msr-inc.com
Primacoustic foam, panels, diffusers, isolation products www.primacoustic.com
RealTraps foam, bass traps, panels, diffusers, isolation products www.realtraps.com

RPG foam, bass traps, panels, diffusers, isolation products www.rpginc.com/proaudio

Silent Source

foam, fire-retardant panels

www.silentsource.com

Sound Control Room

panels, diffusers, isolation products, flooring

www.soundcontrolroom.com

Taytrix Productions

isolation products

www.taytrix.com
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THE NEAR-FIELD MYTH

With the availability of so many self-pow-
ered stereo and multichannel monitoring
systems, as well as the deluge of accom-
panying marketing hype, many users have
been lulled into a false sense of security
when it comes to the accuracy of their
studio. “The use of near-field monitors
does reduce the sound of the room, but it
can also create other potential concerns,”
Hallowell says. “First of all, the use of near-
field monitors does not remove the room
sound. If it did, you would be mixing in
an anechoic chamber. The room still has
an cffect”

“Even with near-fields, if the monitors
are loud enough for you to hear them,
they’re loud enough to interact with the
room,” says Schrag. “For all the reasons
that people find mixing on headphones to
be unreliable, if the room doesn't play a
part in what you hear, then it will be dif-
ficult to judge how imaging and panning
and any spatial feel will be experienced
by listeners who do play the music in real
rooms.”

Speaker placement and orientation are
also extremely critical issues that can
create a whole host of other problems if
not properly addressed. “Case in point: 1
was setting up a studio that we had just
completed, and the owner had these MTM
configuration monitors, with the tweeters
in the middle and the mids on either side,”
says Yanchar. “And they had oriented the
speakers horizontally, and, of course, there
were horrendous phase cancellations be-
cause of that. So even the orientation of the
speaker is critical when you're that close.”

Thankfully, there are some very easy
ways to check for proper speaker place-
ment and make corrections for issues such
as boundary effect, a common problem
for speakers that are not soffit-mounted.
Both Pelonis and Hallowell recommend
using some widely available software ap-
plications that are designed to tackle these
exact problems. “RPG has a very cool
program called Room Optimizer,” explains
Pelonis. “It will display a simulation of
the effect of boundary interference with
varying speaker/listener positions that are
user-definable. I think it's worth the cost
of admission just so people can understand
the truth of what they're up against from
a scientific standpoint. Subtle changes can
have not-so-subtle results.”

“Near-field monitors should also be
located far enough away from the listener
s0 that the soundfield from both, or all of
the speakers in the case of 5.1, has time to

56D DU SUep: 0.1Y. ACOUSDICS

Although it's impossible to account for the myriad variables that come into play when attempt-
ing to treat the acoustics of a project studio or production environment, designer Larry Swist
has broken the process down into four basic steps that can serve as a rough guide for anyone
who is interested in improving the sound of their workspace.

1. Start by eliminating as much noise intrusion as possible. Place CPUs and hard drives in
a separate room or closet, or purchase or fabricate some sort of soundproof enclosure. This is
especially important for users who record live tracks within the control room.

2. Create a wide-bandwidth absorptive surface in the front of the control room, right
behind the monitor system. Special emphasis should be placed on creating a cavity in the
corners that can be packed with high-density Fiberglas to obtain some bass-trapping effect.
This usually has a profound effect on accuracy and imaging quality.

3. Create a back wall in the control room with as many random surfaces and varying
depths as possible. This will help create a more diffuse reflective condition. Many QRD-
type diffusers are available on the market, but it's possible to approximate this effect with
bookcases, CD racks and shelving. This approach does not conform to a specific number
theory, and thus it does not have a predictable effect as with real QRD diffusers. And as
with the front of the control room, it is extremely beneficial to try to provide some form of
bass trapping in the back corners, as well. This can be done with a number of approaches,
including framing and panels.

4. If you have the luxury of enough ceiling height, it is beneficial to install an absorbent
cloud system that hangs from the ceiling (at least over the console and mix position). These
can be made from 2-inch, fabric-wrapped, high-density panels suspended on hooks and wire.

Be sure your ceiling can take the added weight and that you mount these panels securely.

blend,” Hallowell adds. “Also, remember
that all speakers should be the same dis-
tance from the listener and the correct
angle in plain view. It is also a good idea
to not mount the monitors on the table or
console so that you do not get immediate
reflections off the console or furniture.”

FINDING THE FIX

Even after identifying the chief problem
areas within a studio, there is still the task
of determining which materials will solve
certain problems and how much of a given
acoustic surface treatment is needed. And
to further complicate things, each material
has its own inherent strengths, weaknesses
and special mounting needs.

“For absorption at midrange and high
frequencies, there are myriad possible
materials that can be used,” explains IHal-
lowell. “We have used a number of
products, including compressed Fiberglas,
commonly available as Owens-Corning
703 or 705 insulation board, which is in-
expensive, easy to work, but sheds fibers
in the air. We've used acoustical cotton,
which is similar to Owens-Corning 703 but
produces fewer fibers. There is acoustical
foam such as Sonex, sintered or foamed
aluminum, Fiberglas duct liner, carpet,

—Robert Hanson

drapery and many other products. When
using products that can release particles
into the air, like Fiberglas, it is a good idea
to cover the Fiberglas with an acoustically
transparent material like panel fabric. For
any product you have in the room with
you, you should also be aware of how
flammable it is.

“The above types of absorptive treat-
ment can vary dramatically as to how
much they absorb and at what frequencies,”
he continues. “Most of that information
is available online at the manufacturer’s
Website. Once you know how much is ab-
sorbed and at what frequency, you should
calculate a rough idea of the final reverb
time for the room using manual calcula-
tion or a software calculator. Each product
you select can also be adjusted in terms of
the frequencies absorbed by using thicker
versions or leaving a gap of various dimen-
sions behind the absorber to increase tow-
frequency absorption.”

“These products absorb energy by
means of friction, which means that they
are only effective when placed in the area
of a wave’s maximum particle velocity and
not its maximum sound pressure,” adds
Swist. “Any frequency’s energy that is not
transferred though a boundary will have
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a particle velocity of zero at that bound-
ary and a maximum particle velocity at a
distance of one-quarter of its wavelength
from that boundary. So in practice, if some
one mounts a l-inch-thick Fiberglas pancl
directly on a wall, the cftective bandwidth
of the absorbed frequencies will only be 4
kHz and higher. So one can ascertain that
the use of this type of direct wall mounting
would severely color the reverberant char-
acteristics of a room by absorbing only high
frequencies and allowing the lower bands
to remain uncontrolled.”

PILCHNER

SCHOUSTAL

Swist explains that this problem is
solved by mounting the panels away from
the wall with frames or other mounting
systems. “One can then calculate the effec
tive absorption bandwidth of the panel by
using the one-quarter wavelength measure
ment and incorporating that into the overall
reverberant field design goal. Obviously,
there is a limit to the distance one can
mount these panels to obtain lower-fre-
quency performance, and therefore other
means are needed to control the low-fre
quency energy.”

Media Facllity
gn/Build
For The Creative

WWW.2P8II.COM
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Dealing with a buildup of  low-fre
quency energy is never an casy task. The
problem becomes all the more difficult to
treat when dealing with the often-cramped
dimensions of a spare bedroom or den that
is being converted into a studio. “Low-fre
quency absorption treatment is a bit more
specific,” explains Hallowell, who adds
that there are many off-the-shelf products
designed to absorb low frequencies. “Some
are targeted for specific frequency ranges,
such as RPG Modex, and some are more
broadband, such as RPG Modex Broad-
band.™ Hallowell stresses that whatever ab-
sorption products are installed, one should
calculate the predicted quantities and types
of absorption nceded before installing. You
can adjust the quantities and placement of
the products, as needed, as you complete
the installation.

“You should also consider where and
how much diffusion you neced in the

room,” he continues. “There are a number
of off-the-shelf diffusion products avail-
able, depending on your needs. A good
option arc quadratic residue  diffusers,
such as RPG Omniffusors and Diffractals,
or the Auralex SpaceArray. You could also
try mixed absorption/diffusion products
such as RPG BAD [Binary Amplitude Dif-
fsorborl pancls or Kinetics' TAD [Tuned
Absorber/Diffuser Panell. You commonly
see an area of diffusion at the rear of the
room behind the engineer in stereo mix-
ing rooms to get a smooth return from the
back wall”

GUESS AND CHECK?
Estimating the type and quantity of acous-
tic material necessary to treat a room is
only one part of the equation. To make the
most of any potential improvements, users
must develop an understanding of where
and how to apply surface treatments, as
well as how to check their work and make
adjustments.

“You don’t want to overuse the Fiber-
glas or foam because they don't absorb

low frequencies,” says Yanchar. “So the
more of that that you have in a room, the
more you're boosting the low frequencies
as a default. You have to balance that,
which usually requires you to cover 50 to
60 percent of the room with materials like
that. As far as placement, the corners are
the most efficient place for countering both
high and low frequencies. And then as far
as reflections on the side and ceiling, the
common way of optimizing the position of
those materials is to have someone hold
up a mirror and place surface treatment
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wherever you see monitors reflected in
the mirror.”

“The only quantitative way I know of
checking your work is to do a real-time
analysis of the room,” says Hallowell.
“Whatever type of analysis you do, it can be
relatively expensive and requires a certain
amount of knowledge about how to test
and what to do with the results. Recent
years have seen more and more lower-cost
test units, such as the NTI AL Acoustilyzer
and the Sencore SP495, but there is still a
cost and a learning curve. The ears of an
experienced engineer are also a valuable
qualitative testing tool.” Hallowell also
recommends taking a recording done in
your room to other familiar rooms to see
how it translates. “If your mix has less bass
or high end than you thought when you
mixed it in your room, you may need some
renovation.”

BEST-CASE SCENARIO

While owning a purpose-built, profession-
al project studio may be out of the reach
of most working professionals, treating an
existing room can yield some surprisingly
good acoustic results. “Some rooms were
designed well in the first place, whether
by luck or good planning, so the best-case
scenario might be only minor tweaking to
get your desired sound,” Hallowell says. “If
the room has good mode characteristics
and sufficient noise isolation, then it may
only need minor tweaking of the surface
treatments or re-arrangement of the near-
field monitor placement.”

“You can actually do a fairly decent job
and get pretty good resuits,” adds Yanchar.
“Basically, it all falls apart at some low
frequency because of the space available,
We've done some rooms in some very
tight spaces that actually perform as well
as or close to the biggest rooms we've
done.”

“The best-case scenario is staggeringly
good,” concludes Pelonis. “I have heen cus-
tom-designing prefab, modular acoustical
systems for decades. 1 have several projects
every year that fit this description. If there is
one thing I'd like to impress upon your read-
ers it is the value of talking to a professional
designer to help them with the treatment
specifications, whether it's custom-designed
or off-the-shelf. I think that many designers
are open to working with situations that, for
whatever reason, don't have the option of a
complete build-out.” |

Robert Hanson is a former editor at Mix
and Remix.
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BY RICH WELLS

A Home for Mavericks
West Coast Vibe in the Middle of New York Hustle

n rhe heart of New York City's Chinatown you'll

find a comfortable and well-appointed  studio

called Mavericks (www.mavericksrecording.com).
Named after the legendary Northern California surf
spot that was a favorite hangout for ex-San Franciscan
(and Mawvericks proprictor) Bobby Lurie, the studio was
designed to function chiefly as the recording facility and
“hideout” for Lurie and other participants in his various
musical ventures,

Lurie, the drummer for longtime cult band Billy Nayer
Show, has found time to work on a variety of other proj-
ects, including scoring the award-winning documentary
The Gud Squad and the Case of the Northern Spotted O,
and helping to realize Billy Nayer Show's feature-length
film musical, The American Astronaut, a highlight at the
2001 Sundance Film Festival. While he sometimes engi-
neers at the studio, he also employs the talents of sea-
soned staff engineers Randy Funke (McCoy Tyner, Tom
Tom Club, John Scofield) and Allen Farmelo (Wu Tang
Clan, lan Gillan).

Since Lurie finished construction of Mavericks in
2002, many outside projects have also found their way
into the studio. Last summer, Mavericks hosted avant-
garde guitar guru Marc Ribot, who dropped in for over-
dub sessions destined for Tom Waits' latest release, the
three-CD) Ompbans. (The sessions were engineered by
Karl Derfler) Tony Levin and David Torn have booked
time there, as well as guitarist/composer Robbie Accto
and saxophonist Matt Cowan.

Mavericks occupies a 1,200-square-foot ground floor
suite in a commercial building. The custom-built, 900-
square-foot main room (used for tracking and mixing) is
fully floated to avoid sound transmission to neighboring
businesses. (Other rooms include an iso booth, machine
room and storage room with kitchenette.) The tracking
end of the main room, designed for a more live feel,
sports custom-built wood diffusers featuring a “skyline”
design that resemble a randomized version of a popular
acoustic diffuser product. Wood-slat diffusers and pat-
terns of angled wood squares line the ceiling to break
up floor-to-ceiling standing waves. Bowed wood panels
on the walls also help 1o offset potential standing-wave
issues due to the room's rectangular shape.

At the other ¢nd of the room is a somewhat dead-
ened mix area, with a 32-channel Neotek Elan 11 at its
center. The Elan features full mute automation and a
maodificd master bus by Purple Audio. Clients can track
analog to an Otari MTR-90 mkHI (with a choice of 16-
and 24-track headstacks) or digitally using a Pro Tools
HID system with two 192 1/0O interfaces; a Studer A810
Ya-inch 2-track is also available.

Mavericks boasts two Coles 4038 and Royer SF-12

www.mixonline.com

Mavericks owner Bobby Lurie (inset) ond
the studio’s 900-square-foot main room

and R-121 ribbon mics; Neumann condensers includ-
ing a UG7, two U87s modified by Bill Bradley and two
KMB4s; two Soundelux ELUX 251s; vintage Beyer 160
ribbons; and an assortment of great dynamics. Outboard
mic preamps range from Brent Averill 1073s and API
S12s 1o Purple and Chandler preamps and somewhat
more esoteric units: Dredge Tone preamp/EQ and a
Ridge Farm Gas Cooker mic pre. Clients can switch be-
tween ProAc Studio 100s, Yamaha NS-10s and the new
Barefoot Sound  MicroMain27 monitors, which  have
quickly become a favorite of Lurie’s.

According to Luric. part of the allure of recording at
Mavericks s its one-room design. "While working on a
Billy Nayer Show record. we noticed that when we got
to the mix stage. the sounds were holding together and
sitting in the mix really well without much effor,” he says.
"We found this was a result of the overdubs being done in
the same room as basics. The room seems to be just the
right size, where you can place a singer or amp in various
spots to get variations in sound and not have to gobo the
hell out of everything, And the tracks still share the beauti-
ful room characteristics, Plus, being in one main room is
so much faster and casier for communication.”

Lurie also appreciates the versatility the room provides
for drum sounds. “Depending on how we mike and gobo
the drums, we can get huge variations in sound for a tight
70s kit sound or a huge, thunderous room sound—all
without changing the position of the kit in the room,”

But a vital aspect of Mavericks” success is the change
of environment the studio provides as compared to the
neighborhood (and city) surrounding it. Says Lurie, “Mav
ericks has an almost beach house kind of vibe to it, which
is really bizarre walking off the street in Chinatown, New:
York City. Artists, engincers and producers can hang out
in the control room to do everything from: guitar and key-
board overdubs to final vocals. Musicians really relax when
working here, and that's 90 percent of the battle.” |

Rich Wells is a musician and freelance writer based in
Portland, Ore.
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N

By Blair Jackson

Ch-ching! The bean-counters will doubtless be happy with the box-
office returns from the third installments of these four franchises:
Spider-Men 3, Ocean’s Thirteen, Shrek the Third and Pirates of the
Caribbean: At World'’s End. But ‘we're here to talk about audio.

FRESH SOUNDS FOR SPIDER-MAN 3

The last time we checked in with supervising sound editor and
sound designer Paul Ottosson three years ago, he was finishing up
work on Spider-Man 2 (July 20049), for which he would receive an
Oscar nomination. When we speak again in April 2007, Ouosson
reveals that he's worked on and off for the past two years on Spider
Man 3, which, it turns out, was even more taxing than the previous
one—aint that always the case!

With rost of the same team coming back (director Sam Raimi,
editor Bob Murawski and much of the sound crew—production
mixer Joesph Geisinger, supervising ADR and dialog editor Susan
Dudeck, se-recording mixers Gregg Russell and Kevin O'Connell,
ct ab), the machine was in place for a smooth entry into the
complex new world of Spider-Man 3, which in addition to in-
troducing us to the evil villains Sandman and Hobgoblin, also
features Spidey’s evil alter-ego, dark Spider-Man, who morphs
into Venom. For Ottosson, the work on 3 began before the script
was cven in place.

“Sam storyboards the whoke movie,” he says. “Then, with
certain scenes, he wanted to see how they would play, so 1 cut
some sound effects for Spider-Man 3 way before they were done
writing it. We'd look at it with the producers and go back and
forth abomt what we might need. There are a couple of moments
that are icentical [to the original conceptl. We kept going for more
sounds, hopefully bigger and better sounds with more detail, but
the idea of how things worked is very close to what we worked
on two years ago.”

Ottosson says that he and Raimi and Murawski talked exten-
sively about the complexities of the Spidey-Venom relationship and
how it conld be reflected sonically. “With regular Spider-Man, he’s
almost like a ballet dancer in the air, so you want it to sound some-
what delicate,” Otosson says. “You can hear a lot of small subtle
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Now Playing at
Your Local Multiplex:
Four Inescapable

Mega-films

movements of the feet and the hands. Venom is more of a brute—
when he punches, and his web is a different kind of web—it's
almost like gnarled barhy wire versus Spider-Man, whose web is
silky and smooth. When Venonr's web fires and it's covering over
the city, we wanted to get across a certain tonal quality, like hitting
piano strings on the inside. We strung some ropes across stages
here and sort of played them like a huge cello of some kind; very
strange. It was a lot of work. The web itself when it fires is a bunch
of different recordings—creaks, little animals snuck in there, rope
to give it a gnarled, leathery, creaky sound. It's got o be an evil,
dirty sound compared to Spider-Man.

“The web is almost alive with this goo that becomes the suit for
black Spidey and Venom, and there are other layers of sound in
that, like flank steaks and meats | would semi-freeze, and then cut
them with a knife and kind of tore them off to get a tearing sound.
We also recorded some meat stuff with the Foley guys: they gave
me a batch of sounds—they had turkeys, ribs and chickens on this
huge cart. There's also some liquid-y wetness in there, too. Even
though what's happening is the goo attaching itself, 1 wondered,
"What if it were more like he was being ripped apart instead? So
it’s almost the opposite of what you see on the screen. It think it's
pretty cffective.”

Ottosson’s main recording rig is a Sound Devices 722, which he
likes for its portablity, stock battery, clean sound, menu structure and
acceptance of an SAS FireWire hard disk, which gives him plenty of
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space even when recording at 24-bit/192kHz. After tagging the files,
they get loaded into Pro Tools.

For this film, one of Ottosson’s greatest challenges was coming up
with sounds for the ever-changing Sandman character. Actual sand, it
turns out, is a tough medium to record.

*The sound of sand falling or moving is almost like white
noise—sssshhbbbb—and that's something you usually try not ta get
in your recordings.” Ottosson says. “So part of what we used was
the sound of big rocks breaking and hitting. It you just hit two rocks
together, that's a pretty thin sound: in fact, it's almaost like metal in that
way. Its not a sound you want to lfsten to toa many times. T knew

that east of L.A., out by Palm Springs, they have a different kind of

rock—it's like a sandstone. If you smash two together, you can get
them to break and you'll get a thicker sound. So way carly on. even
before the movie got started, T went with my wite and we bought a
bunch of different sledgehammers and pick-axes. I'd take these rocks,
as heavy as [ could carry, and drop them down 10 or 15 feet, and
they'd break and shatter and some would almost explode. I'd record
that and I'd also get the resonating part from the ground itself. T'd
use one dynamic mic and one condenser mic up close: two monos.

Spider-Mon 3's sound designer/editor Poul Offosson in his studio

So 1 used some of those sounds tor movement for Sandman when
he's walking. 1 did a little bit of EQ'ing and compression with these
McDSP plug-ins—! compressed the heck out of the low end.

“You also have sand sheathing off every time Sandman moves,”
Ottosson coninues. “We needed something to represent what you see
on the screen. So 1 hought these huge restaurant-sized bags of salt and
sugar, Rice Krispies, coarse salt, beans, herbs—different things like
that. I recorded something like 20 different foods ta get the sheathing
sound. Depending on what was happening onscreen, T would pour
some onto a flat concrete surtace, but also 1 might pour sugar on
top of the rice. Some T would pour through a pipe so I'd get some
‘whoash’ movement through the pipe. T would also sometimes move
the mire toward the source and by # as I poured it, and I would get a
weird sort of Doppler eftect.

“The other thing we had to deal with is that Sandman is a regu-
lar-sized guy in the beginning, made out of compact sand, and he's
got ta sound different from when he's the giant sandman later, so
there's this progression in the sounds. In the end, he needs to be as
big as he can.”

Working on a film that's fidl of big, loud action scenes, Ottosson
and the rest of the sound team were kept extremely busy for months
on end, and as is usually the case with heavy-CGl films, were still
fine-tuning and filling in holes up to the very last second as tinal FX
came in and the mix was in fullswing at Sony. (For more on specific
scenes, see mixonline.com). “This isn't like a war movie or a car
chase movie,” Ottosson says. “A movie like this has ecerything; all
this incredible action. You have [Hobgoblin's] sky stick flving around
and they're fighting on that; ditferent swords that have laser electricity;
fighting with ‘razor bats,” these bombs that have their own life and
personality. There's fighting over subways, with trains going back and
forth; car chases: just so much. 1 do love it, but when it's over you feel
punished. My first thought when 1 walked off the lot was, ‘I never
want to do another one like this.” It absorbs everything in my life. It's
been six to seven days a week for 10 months.”

Okay, but how about those rumors that there might be a fourth
Spider-Man film up the road? “Oh, I'd love to do it, of course!” he
says with a laugh.
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DEMANDING DIALOG FOR 0 “ I c
OCEAN’S THIRTEEN

Though director Steven Soderbergh's three

Ocean’s films are visually arresting (he s )
the director of photography, 100; Stephen r E
Mirrione edited them), they are driven more

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

Ocean’s Thirteen crew, from left: mixer Poul Led- Get more Wlth the DUSh Of d bU'[tOﬂ

ford; David Kotz, video ossist; Rass Levy, utility
sound; and boom aperator Rondy Johnson

pesound.com

1 Production Drive ® Huntington Beach, CA 92649 « 714-897-6/66

by dialog than by action. The intricacies of
the story are usually revealed through often-
subtle character interactions instead of by big
visual payoffs, so getting crisp, clear produc-
tion recordings is essential.

Paul Ledford has been the production
sound mixer for nearly all of Soderbergh's
films, all the way back to the directors
breakthrough, sex. fies. and tideotape. In
fact, Ledford and Soderbergh go back even
further—Ledford was a student at LSU when
he befriended the 14-year-old Soderbergh.
“We got to go down the road together with
our passiors.” Ledford says during a break
from scouting locations for Bertrand Taverni-
er's upcoming film. £z the Electric Mist. *1 got
lucky that Stephen that he was able to bring a
few of us along as crew.” (Supervising sound
editor/re-recording mixer Larry Blake has
also been a tixture of Soderbergh's produc-
tions and worked on all three Ocean’s)

Because the Ocean's films are ensemble
picces that often have many  important
speaking roles within a scene, capturing the
production dialog can be a complicated af-
fair requiring multiple radio mics in addition

to deft overhead work by Ledford’s regular S 77] ART R ACK

boom operator. Randy Johnson. “Any time

» W E CONNECLCT

we had all of them there, all of them talking,
those were big challenges,” Ledford notes.
“There are so many people to deal with. to
get all the [rrack| assignments and everything
hooked up and ready to go isn't casy. And
Steven's often happy to shoot available light,
50 you really have to be nimble and ready to

MPATHX.CcOM

(316)262-8788

go. Waiting on power is not something he's
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®
Ledford has used a different recorder tor

into. So 1 run all my cart on DC power.”

cach of the Oceant’s films: “Eleven was DAT
through an Apogee A/D going 20-bit and
then down to DAT [16-bitl. Oceares Tivelve
was a [Zaxcom] Deva I [4-track hard drive,
24-hit] and now we've got the Deva V [10-

S

track]. For this show, we used Lectrosonics
400 Series [RFs], with mostly Sanken COS-
11 lavaliers, along with the Countryman
B6, which has a low impact on wardrobe
because it's such a small microphone. The
Sankens match the Schoeps overheads very
well” He uses a Cooper 208D mixer after
many years of relying on a Cooper 106.

“I do the A-to-D conversion in the Coo-
per and feed that AES to the Deva, and then

we feed the isolated tracks analog,™ he says. BBE SOHIC MaXImIZG f and
“We did a test and we didn't find any timing 3‘Way Crossover

issues. The great benefit of working with
Larry [Blake] all these years is together weve TWO pl’OCG‘SSOfS, one great Unit.
stepped through a lot of issues that you
might not deal with on other films because
you don't have access to the post sound peo-

ple so carly on. He's taught me a lot about bbesound.com
doing the homework ahead of time.” 5381 Production Drive

siill, Soderbergh can continue to surprise S i
his colleagues. For Thirteen, he wanted to
keep backgrounds going and alive on the
sets, primarily to motivate the action through
playback. “In one scene, we were running
sound cffects of helicopters, which weren't
actually running—they were on a crane and
gimbel,” Ledford explains. “Ordinarily, you
would say, ‘“We'll run the sound effect up to

| | [ ‘
‘/‘.9“'./‘.“‘ ‘/l "'." A = -
everything together and you'll get the dialog. YD Ll A N S WE R E D !

I thought, ‘Really? Okay, fine, let’s see what
happens.” That's a place where using well-

the dialog,.” but Steven said, *No, I want to run

placed lavaliers is crucial. There were also
scenes doing dialog with the 500-plus extras
going at it in the casino and sound effects
going through massive speakers.

“There were slot machines brought onto
the set that were built for Thirteen, and while

§ /RATHES

they were installing them we'd turn the nor-
mal noises oft. But the people in the casino
and the dice and the card-playing and the
chips and all that play in the background ancl
all make noise. Larry tells me that on Thir-
teen there's only a handful of lines that were

changed or added for story purposes, but the S ’7] ART R ACK

production dialog is pretty much intact.”
”Z PATHX

» W E CONNECT

KEEPING IT REAL (SORT OF) FOR
SHREK THE THIRD

When T reach Shrek the Third co-supervising
sound editors Thomas Jones and Richard
Anderson on the Howard Hawks soundstage

MPATHX.cOM

at Fox, they're working on an M&E mix of
Shrek the Third. “making it safe for foreign

(316)262-8788
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people,” Anderson quips. “I've noticed that
with foreign versions of animated films I've
worked on. including tanguages that are
totally different than ours, like Chinese, how
well it syncs. It's probably because there's
exaggerated movements of the mouth.”

No question about it, working on ani-
mated features brings its own denwands and
challenges, but these two guys are masters
of the genre. Together they've worked on
such animated films as Fushed Away, Over
the tHedge, Madagascar and Shark Tale, and
Anderson’s carlier resume includes Antz, The
Lion King, The Nightmare Before Christmas,
Anastasia and others. “Actually, we started
out doing live-action films together,” Jones
says. “I'd take care of the dialog and he'd take
care of the effects, and eventually it carried
over into the animated realm. :

“Working with dialog in animation is a
litle different because when 1 record the
group vocals, it's treated more as an effect
than as real di:ll(;g—:l.\’ opposed to a live-
action movie where youre seeing people
and you're filling them in and blending in
ADR with production dialog. In terms of the
dialog, and this carries over into the effects,
because its so clean and we have nothing we

have to mateh into, you get to focus more on
creating the emotion of the scene rather than
trying to step around what already exists,
like a live-action production track.”

This is the first Shrek film the duo has
worked on, and from the outset they learned
from producer Aaron Warner that there were
a few ground rules for the sound. “Their ap-
proach is. as much as possible, o play the
sound realistically,” Anderson says. “They
dont go for the traditional exaggerated
comedy sounds. They play it like a live-ac-
tion film more ofien than not. Of course,
there are exceptions to that. Theyll sneak
in a cartoon-y effect here and there—like
Pinocchio’s nose growing.

“In films like Quver the Hedge and Fiushed
Away, you had this sound scale where
youre dealing with the world as experi-
enced by small creatures where normal
human objects appear huge, so they had o
sound big yet what the normal object would
sound like. In this movie, even though
is a fantasy world, it looks very realistic,
other than being a world with dragons and
talking cats and the rest of it. There's also
a wizard in there and that was a lot of fun
because what does magic sound like?”

Although there were some carryovers
in FX from previous Shrek fitms, including
some of the dragon vocalizations and Pin-
occhio’s nose, there was still plenty of new
work to be done by Anderson and his FX
team, such as various medieval mechanical
machines “that were supposed to be fun and
rickety but at the same time they had to be
hig ¢nough that you believe them,” he says.
"So we went through the library and found
a bunch of wooden ratchety things and
gears and squeaks and put them together in
interesting ways.

“Tom and 1 both work for Technicolor
Sound Services right now and we have quite
a library at our disposal. And it became big-
ger when we became part of Technicolor. |
had my own company, Weddington, and we
had a fibrary there that wed had for years,
and that got incorporated into the Tech-
nicolor library, so it's huge. Still, we love to
record stuff. No matter how big your library
is, there's always something you don't have.

Jones got into the FX game designing
sounds for the “dronkeys™—the half-donkey,
half-dragon  offspring of Eddie Murphy's
donkey character and the dragon who
hooked up in Shrek 2. “What the hell does a

MICROPHONES
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capture that sound in the studio or ol
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Producer. (James Taylor, Ray Charles, Justin®
Timberlake, Hall & Oates, Michael Jackson)

DISTRIBUTED BY VINTAGE SONICS GROUP, INC.+ WWW.VINTAGESONICS.COM »

80 MIX, June 2007 o www.mixonline.com

iz

; o
¢ o' " 54
BFRFRATRTAURC
| #1 %1 Wl W W
Ve dm E» BE S

WWW.BERLINERUSA.COM

-
.y W

. waea

ARt

AR
. 5, 55,

i

-888-MIC-THIS (642-8447) » 208-545-0446 (FAX) + ©2007 BERLINER USA, INC



donkey-dragon baby sound like?” Jones asks
with a chuckle. “I used lion cubs, various
birds, camel; we had some turkey in there.”
Anderson: “That didn't make it into the final.”
Jones: “They needed to sound like theyre
trying to communicate as opposed 1o just
making noises. And they had to be cute”

Meanwhile, on the dialog end, Jones had
to deal with a perennial issue of animated
films—dialog parts that are recorded years
apart in different places. “They probably did
the original recordings for this three years
ago, and they've added things until very
recently.” Anderson elaborates, “Or, as likely,
they get a new idea, a new line, a new joke
or whatever, they go back and get the actor,
but now he’s on location in Mongolia shoot-
ing a movie, so they have to find a studio
there and they record him there, and maybe
he has a bit of a cold that day, so you have
all these pieces of dialog that were often
recorded years apart and now at the final
you're trying to mix it so it sounds like a
coherent thing, Every animated film I've ever
worked on has this problem.”

The film was mixed at Fox by the team
of Anna Behlmer and Andy Nelson, who
worked on the first two Shrek films, as well,
“s0 we knew whatever we did we'd be in
good hands,” Anderson says. "They dalwoays
do good work.”

ON THE HIGH SEAS WITH PIRATES 3

Like its immensely successful progenitors,
Pirates of the Caribbean: At World's End is
the quintessential “popcorn” movie—big
and loud, full of incredible action sequences
and exotic sets. But these are far from pedes-
trian entertainments. They have been hits in
part because they are so well-crafted from
top to bottom, including the sound. Indeed,
the first two installments of the series each
earned Oscar nominations for Best Sound
Editing (Christopher Boyes and George Wat-
ters 11 and Best Sound Mixing (Boyes, Lee
Orloff, David Parker and David Campbell on
P1; Paul Massey on P2). And no doubt P3
will also be hailed for its imaginative audio.

Much of the same team is in place, in-
cluding co-supervising sound editors Watters
and Boyes (who's also lead sound designer
and a re-recording mixer) and mixer Massey,
all working under the inspired direction of
Gore Verbinski, who certainly isn't afraid to
think big and encourage everyone he works
with to be as creative as they can be.

Boyes manages to fit in a short inter-
view during a much-needed break in the
final mix at the Henry Ford dub stage
at Fox in April. The final for a film this
big is usually brutal, 1 remark. "Well, it's

MPATHX.coM
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Christopher Boyes, Skywalker Sound sound de-
signer/re-recording mixer, worked on Pirates 3.

definitely long hours.” Boves replie at
I wouldn't attach “brutal’ to it. It's going
really well. Everybody's really happy and.
most importantly, Gore, the director, is re-
ally happy. We have enough time on this
mix to do some experimentation. which
is not always the case, and really dial it in
to exactly where he wants it to be. Things
like whether we want o make a scene re-
ally spare and let the mwsic carry it or let
the dialog carry it. or how much we want
to complicate it.

“If we're in the brig of the Flying Dutch-
man. how much do we let the groaning and
creaking and drone of the ship itself be a
character. and how much do we pull that
back so you can lean into the cialog? Its
that give and take that is so key 1o a track.
We're diving in and out, not just of dif-
ferent environments, but within the same
environmient  hitting  different emotional
places. which is a lot of fun and a wise way
1o use sound.”

The Pirates stories have beconwe increas-
ingly complex. with /23 the most intense
of the lot. Not only does it feature various
completely different competing war ships,
squid-faced  Davy Jones and  his motley
crustacean-oid crew (one of the big sound
challenges of P2—Boyes and his assistant
Dee Selby did a lot of fish and crab squish-
ing and smashing at Fantasy Studios’ Foley
pit). and sea battles aplenty, but there is the
promise of the title: world's end.

“IUs not guite literal.,” Boyes teases, “but
you know there is a massive waterfall and
you have to make the assumption that
someone is going over that waterfall, and
that really required a lot [from the sound

—CONTINUED ON PAGE 60)
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BBC/Discovery Channel’s Planet Earth Series
A Worldwide Sound Palette for MVI Post’s Frank Scheuring

By Mark R. Smith

lanet Larth is a production  that
can surely be called “majestic™ Five
years in the making, it was shot
on more than 200 locations worldwide
by 40 specialist film crews. And the carly
returns show that the years spent lensing

the production (cateh o glimpse at www,

MVI Post's Frank Scheuring ot the Foirlight Constellation-XT board

planct-carth.com) in some of the globe's
most diverse, expansive and demanding
environs were worth the effort and the
wait. The joint production of this 11-part
documentary by The Discovery Channel
(TDC) and the BBC is every bit as visually
stunning as viewers could want.

At MVT Post in Falls Church, Va., Frank
Scheuring is feeling fortunate to have had
the opportunity to lend his talents to the
mega-show. The senior mixer replaced the
original HD audio mix from the BBC's UK
version of the series for the U.S. market to
deliver on what was probably the biggest
challenge of his young carcer. Scheuring
employed the Fairlight Constellation-XT to
replace the original narration track of Sir
Richard  Auenborough with the voice of
actress Sigourney Wanver for domestic air
he also sweetened the rest of the package,
which included bonus video for broadcast
on Discovery HD Theater channel.

The first step for Scheuring wus o re-

84 MIX, Jiune 2007 o ewewe.mixonline.com

ceive the re-edited stems of the separate
sounds, including the voice-over, music,
effects, split-out and ambient sounds from
Discovery production group editor Steven
March (via the BBC) so he could get busy
with his remix for the 5.1 and stereo mixes.
“The BBC did such a great job that it made
everything go faster on
my end,” he notes.

March  and  Thom
Sulek at Discovery pro-
vided  Scheuring  with
OMF and’/or AAF files for
each of the  programs.
He o received
files for the “Capturing
the Moment™ behind-the-

separate

scenes shorts from Mary
Clare
for those segments. The
programs came with full-

Baquet, producer

level stems for music, am-
bience and effects, along
with a track of Weaver's
edited narration.

“The stems that the
BBC provided were ex-
cellent,”  Scheuring  says
from his 25x28-foot audio
suite at MVL which includes a Tannoy Sys-
tem 800 Series monitoring system. “Really, it
was a matter of creating the surround envi-

ronment with these awesome sounds that 1
was given. I always began with Sigourney's
narration track. For Discovery, it was most
important that she was out in front and, of
course, within their specs for dialog level.
After some EQ. compression and a general
level setting for her voice, T would move
on to the main effects tracks. Since most
of these sounds were kept in the front for
perspective, 1 really only had to deal with
levels. After that, I would go on to the ambi-
ence tracks to fill the room and then move
on to the music. The key for the music lev
els was to accentuate the mood of the score
and scene with some movement in the
room. The soundtrack to this series is awe-
some, and it could really affect how you felt
about what you were seeing.

The behind-the-scenes short films came
with some new music and some effects,
but required a lot of sound design prior to
mix. “Thankfully, I had Chip Sovek at MVI
to help me tackle those”
“With 11 shorts on top of the 11 episodes,

Scheuring says.

it was a lot of work. The deadline for these
was much quicker than for the programs,
s0 we were in high gear. Luckily for us, the
shorts only required stereo mixes so that
helped with the timeframe.

“If 1 averaged it out, 1 probably spent
one-und-a-half to two days per episode,
both surround and stereo,” he continues. “l1

Comeromon Wode Foirley films Emperor penguins in Antarctico.



spent most of the time on the 3.1 mix
es since | could ke advantage of the
fold-down features in the console. With
the Fairlight Constellation NT. T'me able
to get a really nice-sounding told-down
from the 3.1 10 stereo. After doing the 5.1
mixes and making sure that the LM100
measurenients  met - Discovery’s  specs
for dialnorm. peak and average levels. |
would move on 1o the stereo side. With
the Faders To lunction on the Constella
tion. [ can select which of my sub-buses
I want 1o nweak and do so without al-
fecting the other buses. Since most of the
work had been done while mixing the
S0t became a task of meeting guide
lines in the sterco world and making
sure that Sigourney's read cut through
well enough. Because of the strict specs
ar Discovery. vou really have 1o watch
vour meters and be conscious of the ups
and downs of the program to keep it as
dynamic as possible,

scheuring savs that the Fairlight Con
stellation-NT. which MVT acquired this past
summer to replace its FAMIEE 2 svstem, wis
acrucial element in being able w juggle all
the tasks required of him on the project.
“IUs superfast and super-user-friendiv.” he
comments. “but it's the functionality and
the sound of the console that T like. On
this project. 1 used only one picce of out
board gear. the Draswmer MX-30 de-esser,
on Sigourney’s voice. | odidn't really use
reverh except tor some of the behind-
the-scenes shorts, but | did use Fairlight's
inline FQ with a compressor plug-in. 1U's
much easier than using a mouse, which 1
just don't like the feel of

Another reason Scheuring and MV
are bullish on the Fairlight is the increas
ing amount of HD work they find on the
log. “A lot of what we do is in the 1D
T20p 39.9+ tormat, which Pro ‘Tools doces
not support.” he savs.

scheuring is quick to point out that
Discovery Channel executive producer
Maureen Lemire and producer Shannon
Malone both simply ~let me do my job
In this case, that encompassed delivering
afull stereo mix and a stereo mix-minus
of Weavers narration from the HDCum

10807 edit master: then two DA-88 tapes,
one with a full 3.1 mix and the other with
the new stereo stems. rhe 3.1 mix gave
me more space to work with in my effort
1o bring the viewer into that sonic land-
scape.” Scheuring savs,

That landscape was as vast as the
Earth itselt. often viewed from sarellite.
One clip from the show’s bonus content
depicts a cinematographer hiding in the
plains just before duwn with his intrared
camera, Ater whispering 1o his producer
that there do not seem 1o be any lions in
the area. his evebrows suddenly shoot up

Cameraman Pau! Stewart with Huli tribes

people in Papua, New Guinea

sound for picture

Underwater cameraman Doug
Allan films mother and baby
humpback whales off 7onga in
the South Pacific.

to his hairline when the rumbie of “one
of the loculs™ catches his atention.

The bonus content was an important
component of the project for Scheuring
as it Cotfered more of an opportunity for
me 10 be creative. 1 had 1o design the
sound in that case. not just use the stems
that had been sent by TDC. IUs always
best tor the mixer when he can have tha
creative input.”

The shows were re-edited once they
left the BBC, more in some cases than
others. March savs. noting that he was
cutting from the DA-88s the BBC sent 1o
TDC. “so Frank had the Open Media tiles
1o work with on his end.” March savs
he only added “a few embellishiments
and o few stingers in certain places. like
cvery time we went o the Eartly shots
throughout the series 1o establish loca
tions. We would add the generic space
sound effect. a rumble. That was silent
for the BBC's version.’

Though Scheuring was well aware of
how important his work on Planet Farth
would be 1o his budding career. he was
again reminded of the magnitude of this
particular assignment when he got his
first look at the tootage. ~This is the most
incredible footage that 've ever seen in
a nature documentary.” he savs: mespe
cially considering what the cinematogra
phers had 10 go through 1o zetit It made
me want 10 do my vers best job.” ]

Frank R Smith is freelance writer i the
Washington. D.C.. area
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Technicolor Interactive

Post Studio Makes Big Commitment to Videogames

Yhere are many great
houses of game audio

L production that deserve
attentian, and in due course Tl
cover all of them. The first of
these has the gusto to include
“interactive” as part of its name:
Technicolor  Interactive—the
same Technicolor you've come
to know and love at the end
of movie credits for film color
processing. (It was the second
comparty to use it way back in
the 1920s.)

Nestled in downtown Bur-
bank. Calit..
created a great new set of stu-
dios that you might think would

Technicolor has

be used exclusively for film and
elevision. But while its voice-
over studios provide recording
and editing services for gani-
ing's linear cousins, Technicolor
Interactive  provides  voice-over, sound  eftects and
music for games, along with a complete set of services
ranging ‘rom user interface design to art to localization,
and, of course, all manner of audio assets,

Michael Gollom started Technicolor Interactive in
20035 after having racked up significant credits work-
ing on such titles as Spyro, Jack and Daxter and Crash
Bandicoot. and atter a short two years, he has rounded
up some of the biggest names in the industry to work
on top-notch games. This house is busy!

Technicolor had already provided a good chunk of
sound etfects for the original hit God of War. “We're
currently doing in-game creatures and weapon sounds
for Hellgate London,” says audio director Tom Hays.

“We did the voice casting and recording for Gears of

Werr with Chris Borders directing: our animators also
did a phenomenal job on their work on the cinematics.
On Legend of Spyro. we did the casting and record-
ing and handed the voice tracks to our animators.
They then created cinematics from the ground up and
handed the scenes back to us for complete audio post
and mix.

"We just finished about 40 days of ADR for a Japa-
nese Xbox 360 title called Blue Dragon. created by the
gentleman who made Final Funtasy,” he continues,
We also did all of the voice editing and supplied the
director for casting and recording. We've done casting
and recording on a bunch of games, some of them very
large. such as Scarfuce. Jade Empire and Mass Effect.”

we.mixonline.com

The Technicolor Interoctive team. Front, from left: lydion Tone, sound designer/supervisor;

Mork Josper, sound designer/re-recording mixer; ond Tom Hoys, director of oudio services.
Rear, from left: Mork Lewer, fechnicol engineer; Morgon Gerhord, ADR recordist; ond Michoel
Gollom, VP interoctive services. Not pictured: sound designer Fronk Szick ond ossistants David
Fisk ond Joke Worthington.

Remember those key words “integration™ and “real-
time mixing™? Technicolor is jumping in with hoth feet,
with all its rooms sct up for work in Wwise, FMOD,
SCREAM (a Sony audio tooD and XACT, and being
asked to create sound banks for studios. not just deliver
a batch of WAVs, AIFFs or OMLs, Just as predicted, big
publishers and studios are secing the value of a post-
production cycle at the end of development. and in
the interest of contiguous post engineering, it doesn't
hurt that all of these rooms have calibrated surround
monitoring and metering.

"We have three ADR stages of various sizes,” Hays
says. "Our mic of choice is usually a Neumanr TLM 103,
a very precise mic that matches well with our Avalon VT-
7378P tube preamps. Naturally, we have other standard
mics on hand such as Sennheiser -116s and [Neumann]
UB7s. For mixers. were running the Yamaha 02R96.
which we connect digitally into Pro Tools. Our video is
all Quicktime-based, using Black Magic Decklink cards,
though we do have Technicolor rooms down the street
with pretty much every video deck imaginable.

“We've also been using Source Connect, which lets
clents with a Pro Tools system and a good Internet
connection have real-time. two-way  conununication
with our studio at MP3 quality. just like ISDN. This is
iniportant for game developers since so many of them
are in locations far away from L.A.'s voice talent pool.
For actor facial capture, we use an Avid Mojo. and
we have a home-brewed teleprompter system when
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the talent needs to look directly into the
camera,

“Our three main edit rooms and the
mix room are all equipped with Pro Tools
HD3, mostly on €55, with a good set of
sound design tools and plug-ins.” Hays
says. “We went with JBLs, though we have
some Blue Sky systems, as well.” The
edit rooms are all 5.1, with LSR 4328s in
front, LSR 4326s for surrounds and 4312
subs. The ProControl-based mix room
has 6332s in from and a 6212 sub, and
is wired up for 7.1 surround with 4326s.
System controllers are StudioComm (69As
and Tascam DSM-7.1s. For video in the
mix room, there is an InFocus IN706 video
projector.

The building is wired for gigabit Eth-
ernet, as is the connection to the outside
world. The facility has about 10 TB of
space in a SAN. Game editors and mixers
also have access to a sound effects server  ADR 1, one of Technicolor’s three voice recording stages, featuring a Yamaha 02R96 board, a pair of
at Technicolor Theatrical Services—which Avalon VT-7375P preamps and a custom feleprompter in the spacious booth. The three main edit rooms
includes the former Weddington Sound—  and mix room are all equipped with Pro Tools HD3.
with close to 2 TB of material.

In the case of licensed properties, Tech-  use the same actors in, say. the French  videogame at Treyarch. °I came over here
nicolor is in a unique position. Because it version of FHappy Feet as were used in to finish and mix the cut scenes. and was
has a very active role in film duplication,  the film. Hays initially worked with Tech- impressed enough that 1 joined the team
it can provide localization services that can  nicolor when supervising the Spider-Vian 2 when the opportunity came along.

RSELF |

Would you like to mix concert sound like Conservatory graduate Eddie Ma

\

l.,

What about winning a Grammy for Radiohead’s ‘Hail to the Thief" like Darrell ®horpe? Thousands of audio recordin

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 u orking 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
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1-888-273-6412
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Hays is passionate about more stream-
lined tools and uses engineers as much as
possible to get there. “We have a technical
staff to help with things like client game
engines and complex secure connections,”
Hays says. "Also, those of us who've spent
years at game companies know how to
deal with a good bit of this solo.”

Another advantage Technicolor has is
its worldwide reach. With a total of five
stages in Burbank, in addition to stages in
Hollywood, Rome, London. Canada and
Thailand, three to five ongoing voice proj-
ects in a single building is commonplace.
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"We're set up to do a large volume of great
work,” Hays says.

Technicolor is the only film studio
I know of to dedicate a bona fide arm
toward games. Combine that with the
company’s roster of talent, experience with
major feature films and studios set up to
record voice-over worldwide, as well as its
non-audio related services, and you can't
help but be impressed. n

Alexander Brandon is the audio director
at Obsidian Entertainment (Santa Ana,
calif.).
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team]. It's a massive amount of water,
which we have to convey the power and
majesty of, at the same time as sitting [the
FX] with a choir and Hans Zimmer’s score.
The sound comes from a number of com-
ponents—heavy rushing water mixed with
some ice movement and things of that na-
ture. It's really the intent of the track there
to play the mass and power without having
to be really loud, and it's quite effective in
that way.

“Sailing is a big part of this film,” he
continues, "and the climax takes place in
very rough waters, with boats doing very
intense things and cannon shots flying all
over the place, so that’s a lot of fun. Dee
Selby and I went back to Ohio and re-
corded new cannons and muskets outside
of Toledo with a Civil War re-enactment
group. They shot these cannons into a mas-
sive quarry that must go 200 feet down and
be the size of several football fields. So we
were able to get all kinds of wild echoes as
these cannons blasted in and out of there.
We took everything we had in our war
chest on that trip. including 11 mics. two
2-track Sound Devices [recorders], a 4-track
and a DAT.

“Dee and I also got on a Tall Ship and
sailed down from Oregon to the Golden
Gate Bridge, and we did a lot of recording
because this film tales place on various
vessels—each with its own characteristics.
We really wanted to sell, ‘Are we on the
Endeavor or the Black Pearl or the Dutch-
man or The Empress, this Chinese junk
where Chow Yun-Fat has his lair”” There's
an intimate scene in his captain’s quarters
that was really fun to work on: We've got
Asian/Tibetan chimes and bowls play-
ing in the ambient track, as well as these
very emotional creaks and groans that
are really intended to weave in and out
of emotional moments within the dialog
and the music. I recorded those creaks in
a little triangular room at the very bow of
the ship as it was plowing through waves,
and there were all sorts of big paint cans
and other things rubbing up against this
wood, and the sound of the water rushing
against the hull. T ended up playing with
those sounds and coming up with these
descending and ascending groans.”

Of course that barely scratches the sur-
face of this huge FX job. Besides a frozen
sea and Davy Jones' locker, listen for some
of the little touches—like the “nine pieces-
of-eight,” each with its own signature tonal-
ity, devised by Boyes. Yaar! n

Blair Jackson is Mix'’s senior editor.
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Artists Take Center Stage

By Bud Scoppa

BREAKS THE MOL D IN AUDIO/VIDEO

he sprawling layoui of CenterStaging, Burbank.
Calit’s largest rchearsal facilitv. boasting 11 re-

hearsal studios, a massive equipment warchouse
and a hangarsized soundstage. might be mistaken
for a series at outbuildings of the Burbank Airpart.
which is on ithe other side of Hollywood Way. Wi-
nona Avenue. running perpendicular to the main
drag. dissects the company’s spread. On the north
side are the spartan executive offices, along with
five conveniional rehearsal rooms, one of which
was recently occupicd by Gurs N' Roses, who are
tollowing on the hec!s of The Killers.

But it's the sctup on the south side of the street
that is becorning CenterStaging’s big ticket. Each of
the six newer rehearsal spaces is wired for sound
and HD video so that the creative processes of
willing bands and artists can be captured on the
fly and edited into documemaries for airing on
the companv's year-old site, rehearsals.com, and
an ever-growing assortment of digital platforms.
Thus far, more ihan 100 acts have been given this
behind-the-scenes treaument, which the Website
provides in exchange for the rights to use and
derive revenue from the edited footage online and
elsewhere.
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We'ne getting a guided tour from head of busi-
ness development Tommy Nast, who pitches the
service w) the music biz people hes interacted with
during lris 20 yvears at now-defunct music trade mag
Albiom Netiwork. Nast. who more recently spent two
years at concert production company AEG, came to
CenterStaging last year. Nast ushers us into Studio
10. a roomy 60x38 feet with 18-foot ceilings. Several
cameras are mounted on sliders that are fitted on all
four sides a couple of feet below the ceiling.

“Michiael Bublé was here last week,” says Nast
“He's « good example of an artist who was booked
to rehearse here. and Warner Bros. and manage-
ment said. “We want to shoot Michael rehearsing for
a day so we can have footage for tuture use, and
you have all the infrastructure and equipment to do
what we want.” This stuff is the uliimate EPK or B-
roll. and content for the artist's Website or MySpace
page. 1 would typically cost a lubel 100-grand a day
for the audio and visuals we're providing.”

Nast introduces us 1o rehearsals.com supervising
producer David Plakos, who oversaw the execution
of the concept after company co-tounder Johnny
Caswell came up with it four-and-a-half years ago.

“Joknny provides the best facility, the best
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Artists Take Center Stage

equipment and the best experience to help
artists further their craft, so they trust him,”
Plakos enthuses. “One day, we were on the
stage at the Shrine Auditorium, and John
said, *Y'know, 1 founded these studios; |
should put some cameras in there” And 1
went, ‘Robotic cameras,” and he said, ‘Yeah,
fly on the wall’ My life changed in that
second. T drew it out on a napkin that day
and gave it to Dave Canning, who's our chief
science officer, and Dave proceeded to build
these world-class high-definition facilities.”
We enter Studio 1, the largest of the
spaces, which recently hosted John Mellen-
camp in a [2-camera shoot. A few months
back, filmmaker Peter Bogdanovich used
rehearsals.com’s robotically controlled Pana-
sonic 720p HD cameras fitted with Fujinon
zoom lenses and the AMX PT-30 PosiTrack
pan/tilt camera controllers for full coverage
of what are expected to be key scenes in the
filmmaker's feature-kength documentary on

Inside one of the Final Cut-based edit bays

Tom Petty & The Heartbreakers.

“Every camera was iso'd, and we shot for
six hours,” says Plakos. *They walked out
with 60 tapes, and Bogdanovich was just
blown away. He said, ‘T've been following
this guy for three months, and every time
somebody walks up to him with a handheld
camera, he just turns away. Petty walked in
that room and, after five minutes, he forgot
the cameras were there because we're not in
the room.” We had 10 cameras in that room,
all shooting close-ups wherever he turned.”

Plakos unlocks the security door that
takes us into the control center, which hous-
¢s five Final Cut edit bays, in which operators
can control up to three cameras using a joy-
stick, three dedicated control rooms outfitted
with Panasonic DVCPRO HI) machines and
an Apple-based secure area network with
155 terabytes of storage. “There are no lines
going in and out,” says Plakos. “The content
lives here, These are our jewels, and we
safeguard them.”

In one of the control rooms, they show
us a promo piece created to hook prospec-
tive clients. The ultra-crisp, hi-def images on
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the 63-inch plasma display
are matched in quality by
the sound, even through
the Harmon/Kardon Sound-
sticks 11 computer  speak-
ers. "As much as this is a
hi-def video facility, artists
care about what they sound
like,” says Plikos. "The ex-
perience the end-user has
of their music is why they're
in it, so that's one of our
priorities.”

Audio mixes are primar-
ily done on-site, with select-
ed outside mixers handling
the overtlow. The company
recently started mixing in
5.1 surround and stereo to
be delivered in Dolby Pro Logic for new
destinations, including movie theaters. “Ev-
ery instrument, amp and vocalist is miked
during the  performance,
audio supervisor Eric White explains later.

rchearsals.com

“We attach Sennheiser lavalier mics to every
bandmember, and we hang up o 24 cus-
tom-modified Shure MX-202 condenser mi-
crophones from the lighting grids to capture
dialog and room ambience.”

All mics and DIs are fed into two 56-
channel racks of Yamaha ADSBHRs; these
are remotely controlled by head of broadeast
audio Brent Dannen from a pair of Yamaha
DM1000 consoles. The mic pre’s have AES
outputs, which get converted to MADI
streams through Euphonix FC726s. The sig-
nals are then split and sent to the DMI000s
and to the multitrack audio recording sta-
tions, Recording is done with custom-built
PC Audio Labs computers running Steinberg
Nuendo 3.2 to SATA RAIDs installed on the
PCs. “Since we can't stop the action until the
band wants to take a break,” Wright points
out, "one PC serves as a master record and
the other as a safety. Once the shoot is over,
we convert the Nuendo projects to AAF files
and then mix them in Pro Tools.” Plug-ins
include McDSP, Sound Toys, URS, Sony
Oxford, George Massenburg EQ, Bomb
Factory, Line 6, Joe Meek, Blue Tubes, Tril-
lium Labs TL Space, Drumagog and various
Waves gear, including the Maxx BCL for
mastering,

The final mixes are created only after
the footage is edited into smaller pieces and
scripted out with talking heads and B-roll,
and uploaded onto a secure FTP site for the
act and management. After receiving their
comments, the audio and video fixes are
carried out and approved. The finished piece
is then ready for distribution. The typical

From lefi: Howard Livingstan (CFO, CenterStoging), Roger Paglia (CEO,

CenterStaging), Johnny Caswell (f
ing), Felix Cavaliere, Tommy Nast [executive VP, CenterStaging)

der and chairman, CenterStag-

turnaround time is just three weeks, thanks
to state-of-the-art technology and a staff of
40 specialized full-timers and freclancers.

“I don't want to say we're a record com-
pany in the traditional sense,” says Nast, “but
we can help emerging artists and unsigned
bands at every level. More and more artists
and managers are realizing that the more
rights they can control, the better position
theyre gonna be in, and we provide them
with an opportunity for one-stop shopping.
There’s no telling what you can do with
the distribution platforms we can share our
content with.”

These platforms now include the ilunes
Music Store, for which CenterSaging is the
first entity to provide HD videos, radio
stations like K-RTH and Indie 103.1 in
LA, and, in the latest strategic alliance, a
rehearsals.com  video-on-demand  channel
that launched in May on Comcast and Cox
Cable.

We end our tour in the office of Paul
“Schmidi” Schmidman, a veteran in the
business side of technology, who came over
from AOL this past fall, taking the post of
president and COO. “Our model is very
simple,” says Schmidman. *“We're not charg-
ing anything. All we want from libels and
managers are the rights to promote their
acts. We explain to them that we're their
partner, and we are actually going to make
money with them and their artist—and as
we get more scale with distribution channels
and VOD), the story is beginning to get even
more big-time. In terms of the struggles of
the music industry today, they should look
into any new idea that comes along. And you
don’t have to be a genius to see that this one
is 4 win-win." ]

Bud Scoppa is Mix'’s 1.A. editor.



® YORKVILLE SOUND 550 Granite Count, Pickering, Ontario L1W 3Y8 * Phone: 905-837-8481 * Fax: 905-833-5776
YORKVILLE SOUND INC. 4625 Witmer Industrial Estate, Niagara Falls, NY 14305 ¢ Phone: 716-297-2920 » Fax: 716-297-3689

The radical new Unity™ Summation Aperture Horn
technology is without a doubt the most significant
leap forward in loudspeaker design in decades.

The Unity™ concept combines one 1.75-inch
compression driver with three midrange
drivers on a single, highly efficient conical
horn. As a result a Unity™ loudspeaker
delivers remarkably even high / mid
frequency distribution and unrivaled
clarity in the critical 300Hz to
20kHz range.

Unity™ loudspeaker cabinets are built

with solid plywood cabinet construction

because we believe MDF (medium

density fiberboard) or particleboard

can't deliver long term rattle-tree

reliability or safe and secure flyware

integration. Heavy gauge full metal grills

protect the essential cabinet components,

and like all of our products, Unity™ loud-

speakers are covered by Yorkville's two-year
unlimited (even if you break it!) warranty.
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Yorkville] Roal Gear. Real People.




Iggy Pop & The Stooges

Photos and Text by Steve Jennings

Its been more than 30 vears, but they're back: Iggy
Pop & The Stooges played two sold-out shows at San
Francisco’s Warfield Theater in mid-April. Audiences
were not only excited 10 see the band back on tour,
but they were also treated to Iggys's seemingly random
stage-diving and some members were even invited
onstage for a tune. Miv checks in with front-of-house
engineer Rik Hart. who has been mixing for lgg
since 2000.

“When T owas first given the opportunity 10 o
FO!I for him seven years ago. | couldnt belicve my
lucky stars,” Hart recalls. “The's a very interesting and
experienced character. and one of the greatest things
about Iggy is that he still loves doing live shows and
loves going 10 places o play that arent on the usual
international gig circuit. We're using local production
for all of these shows, which can be a litde hit-and:
miss sometimes. My FOE sysiem of choice is the d&b
JSeries: iUs ruly amazing. Unlortunately. there isnt
very much of it in the 1S,

vet. My other choice s the
IBL Verlee system. which
as faras line array svstems go does rock e roll very well” Hart's
preferred board is o Midas XLt

All mics onstage are Shure. including Iggy's vocal mic: “lggy
has a tendency 1o throw things—other than himsell—around
the stage from tme o time.” Hart says. “The only mod we do
is 10 replace the standard grille with one from the Beta S8 as
its much stronger. As for a mixing styvle, Tart says, “EQ the
system well and do what vou can o ensure that the audience

is hearing the same mix by making sure vou have enough
speakers and that theyre covering all the places they need 10, Front-of-house engineer
Democracy for listeners.” Rik Hart

FixIt

Granumy Award-wining engineer Tom Young is cur-
rently working with Tony Bennetl; he was also the
longtime live niixer for Frank Sinatra.

One of the most powerful < yet underused—tools in
mixing with digital consoles is the use of detavs. From
the setup, delaying the PA. 10 stage monitors or (o the
backline tightens the mix. Also, for effect T sometimes
mult various inputs within the band and vse 2 10 3 mil
liscconds of delay on various instruments during solos
to bring out the instrument and pan the defayed signal.
With the case of sctting up scenes tor solos and muliing
inputs in the scene-——say three inputs for a rack tom or
overhead on a drum kit—this will make the instrument

jump out without bringing up the fader.

66  MIX. fune 2007 o qwie mixonline.com

inside
Live Mix News:
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All Access: Muse
Local Crew: Bauder Audio Systems

New Sound Reinforcement Products

Tech-Tronics (Fort Myers, Fla.) deployed a
Dynacord Cobra system, a Midas XL3 desk and
Klark-Teknik outboard for a recent Charlie
Daniels gig at the Celebrate Bonita festival.

Aerial Enterprises’ (Whitmore Lake, MI) Jim Lil-
lie and Jeff Jones spec’d an Electro-Voice P.A.
for recent concerts (Lincoln Jazz Center Orches-
tra with Wynton Marsalis, Gilberto Gil) at Ann Ar-
bor, MI’s Hill Auditorium...Comprising the iDR-10
stage rack and iLive-144 control surface, Temple
Bar (Santa Monica, CA)is using 40 channels of an
Allen & Heath system, manned by music director/
chief mixing engineer Swan...FOH engineer Jon
Lemon used a Midas XL8 live production system
supplied by Britannia Row Productions (London)
for Noel Gallagher and Friends, who performed
at The Teenage Cancer Trust concerts at Royal
Albert Hati, and for Manchester Versus Cancer
at the MEN Arena. Also performing at the Teen-
age Cancer Trust concerts were The Who; FOH
engineer Paul Ramsay mixed on a DiGiCo D5 Live
board...Pro Stage Productions (Canastota, NY)
upped its D.A.S. Audio inventory with four Aero
218A and four CA-215A subwoofers, 12 CA-28A
line array modules and a OSP-26 loudspeaker-
management processor...A Digidesign VENUE
board can be seen on the current Tragically Hip
tour, where FOH engineer Mark LeCorre {of Audio
Image Canada, which is working with Jasonau-
dio on this tour) is using the system'’s (D-Show,
FOH Rack, Stage Rack, HOx card and ECx card}
onboard effects.
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POWER TRIP.

Eliminate your power struggle and get on your high horse. Control
your DAW with Yamaha's DM1000 and DM2000 digital mixers.
With the freecom to play with faders, knobs a~d buttons, and the
ability to pan surround, the authority is all yours. Compatible with
Nuendo, ProTools, Logic and more, the DM se-ies is ready to take
ccmmand. As your hands direct the console, enhance your DAW's
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DSP with onboard EQ’s, dynamic processors and extra effects.

Yamaha’s DM Series of Mixers. Control. Yourself.

is around the corner. If we can't fix it over the phone, we'll put @ part or a person an YAMAHA
the next plane out. it's that simpie.

Yamaha Commercial Audio Systems, Inc. ® P 0. Box 6600, Buena Park, CA 30620-660J

©2007 Yamaha Commercial Audio Systems, Inc. commeclalaudio

. v
'2 q © When you need help, time zores shouldnt matter. Yamaha provides coast-to-coast
o /a 24 /7 technical support. With dedicated staff and regional service centers, assistance
T 7~




On the Road

The Smithereens

Currently out promoting their latest al-
bum, Aleet the Smithereens—a nod to
The Beatles' first album—The Smither-
eens are juicing up each show with fan
favorites from past rock 'n’ roll albums.
Handling this wall of sound is front-of-
house engineer John Kennedy.

How much gear dre you carrying?
Most of our dates are weekend or short
legs—at most 10 days. In addition to our
backline rider, I advance each show and
find most of the gear to be fine. A lot of
the venues or local sound contractors are
providing digital consoles and line arrays;
I think the new stuff sounds great. I've
been mixing FOH for more than 30 years
and have seen a lot of changes, and 1 still
love every minute of it.

Do you bave a mixing technique for
this band?

The Smithercens are a great true-to-form
rock n’ roll band und present this huge
wall of guitar backed by solid drums and
roaring bass. Once 1 lay a foundation with
the drums and bass. the guitars come in.
If you listen closcly 1o the live mix, you'll
hear three guitars even though there’s
only two guitar players. Pat Dinizio'’s
Stratocaster has a Fishman pickup in the
tailpiece that allows tor an acoustic sound,
along with his clectrie, which [ blend ac-
cordingly for each song.

What's your biggest challenge on this
tour?

The toughest thing from a mixing stand-
point is probably the size of the venues
and the band's volume, but the guys are
really good at working with me, and as
long as I'm not competing with an over-
zealous monitor guy, we're just fine.
Where can we find you when you're not
on the road?

I'm back in New Jersey running my own
company, Kennedy Event Services. We
provide sound, lighting and stageline
services for the New York/New Jersey
area.
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Now Playing

Mercy Me

Sound Company: Pro Audio Group Inc.
(Ooltewah, Tenn.)

FOH Engineer/Board: Ryan Rettler/
Digidesign VENUE

Monitor Engineer/Board: Bobby George
(also audio chief)/Yamaha PM1D
P.A./Amps: d&b C Series, B2 subs, Q10,
P1200, D12/EAW SB1000

Monitors: Sennheiser G2 IEMs
Outboard Gear: Dolby Lake processor,
Lucid word clock, Tube-Tech MMC1A, TC
Electronic M-One

Microphones: Shure

Additional Crew: Joel Bench, tour man-
ager; Wes Amick, production manager;
Dustin Reynolds, audio tech/stage man-
ager; Kyle Shepphard, FOH tech; Charlie
Klein, monitor tech; Sam Shiffley, Jared
Byers, Brian McSweeney, backline techs

Static-X

Sound Company: Delicate Productions
(Camarillo, Calif.)

FOH Engineer/Board: Bruce Reiter/
Yamaha M7CL

Monitor Engineer/Board: Johnny B./
Crest XRM

P.A./Amps: local stacks and racks
Monitors: Shure PSM600

Rehearsal Space Gets New Board

Sunderland, UK-based
High Fidelity  Studios’
(www. hifistudios.net)
fully

new, equipped

pre-touring  rehearsal
suite features an Allen &
Heath GL2800M moni-
tor board, complement-
ing the existing GL2400
FOH desk.

According to High
Fidelity Studios’ man
aging director, David
Dorn, “The suite offers
bands the experience of
a full-blown gig. providing quality equ
The space is set up like a venue, with a

session recorded to multitrack (up to 24

can also take that recording and mix it.

Other gear available include a selection of mics from Sennheiser Evolution and
Shure SM/Beta, and playback through MiniDisc, CD or MP3. Bands can have their

Outboard Gear: Electro-Voice Square One
Microphones: Electro-Voice

ipment they would find at a top-line event.
fully furnished stage, including drum risers,
a valve backline and 32-channel monitor and FOH desks.”

channels) and bounced to DVD; the facility




“THE BEST

CUE SYSTEM

IN TOWN”

After winning nine Grammy Awards® as the driving
force behind Asleep at the Wheel, as well as producing
for artists like Willie Nelson, Ray Benson knows a little

e — o bit about what works in the studio.
) | B — — From his home base at Bismeaux Studios in Austin,
‘ 5 Texas, the "King of Western Swing" has been enjoying
P osTiee the use of what his studio manager called “the best

cue systemin town” - THE AVIOM PRO16™ SERIES.

The Aviom system is intuitive, easy to use, and fully
scalable, so it adapts easily to any size session - from
A a solo artist to a six-piece rock band to a full orchestra.

\"; Y TAKE IT PERSONAL WITH AVIOM AND HAVE
‘ THEBEST CUESYSTEM IN YOUR TOWN.

"The Aviom system has been the most productive addition to our studio
since headphones! It not only provides the players complete control of
their mix, it frees up the engineer and producer to concentrate on
recording instead of tweakin’ mixes for the musicians.”

"As a guitar player and a singer, | can control not only the volume, but
the many different elements of the session. Having that kind of control,
at the touch of a button, allows me to concentrate on my performance
and creativity to a level unattainable before.”

RA
BENSON

G' Bandleader, Guitarist, and Produf

[
&

=2 For more information visit www.Aviom.com/Studio AVIUM




PHOTOS AND TEXT BY STEVE JENNINGS

ith a recent
nomination
for Best Rock
Group at the Brit Awards
(the UK's version of the
Grammys) anc a sold-out
international tour for their latest release,
Absolution, UK trio Muse (Matt Bellamy,
lead vocals/guitar/keyboards; Dominic

Lead vocalist/guitarist/
keyboardist Matt Bellamy

Howard, drums; and Chris Wolstenholme,
bass/backing vocals) finally wound their
way through the U.S., hitting arenas and
larger-sized theaters. Mix caught up with
the Britpoppers in early April at

San Francisco's Bill Graham Civic h

Auditorium. - -
, w Guitar/keyboard program-
' mer tech Des Broadbery
. {right) is responsible for

: o mainfaining and operating
\ / T Bellamy’s onstage guitar
§ | - and keyboard systems;
: he also works the backup
1 ’-~ 0 t switching of effects and
SR, - amps. “I also have Novation Remote Zero that enables me to
. \'\// o = 1 control Malthew’s piano onstage, recalling presets and so on,”
- : ./ he adds, “and @ Yamaha 01V to monitor bath guitar and keys.”

(=

; Mott Bellamy’s axes include custom-made Hugh Mansons: seven electric and two seven-siring pick-up
s *\;‘ ‘ ccoustics. Guitar tech Paul Spencer fleft) maintains all of these guitars, including tuning and backup
’ switching of effects and amps. As for amps, Bellamy’s arsenal includes two Diezel VH 4 heads fone
i —T onstage], Marshall 1959HW 100-watt head and a Vox AC30 head; speakers comprise two 4x12 on-
) are - - stage and two Marshall 4x12 offstage miked for FOH, as well as a Skrydstrup AS 4 amp switcher.
In oddition, the four is carrying two guitar effects rigs; highlights include a Shure UR 4D four-way
wireless system, Skrydstrup four-way amp-switching unit, Kenton wireless MIDI receiver, Avalon VT

7375P preamp/compressor for vocals, Muse Research Receptor, ETA Systems PD11 Power Conditioner,
/ TC Electronic TC 2290 Dynamic Digital Delay and Nord Modular G2 synth.
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i
8assist Chris Wolstenholme uses {/ I
Fender Jazz basses and a Ricken- - .

backer. The system is based around : "’: J 3
the Sound Sculpture Switchblade

GL rackmount switching system e = -
and Rockiron All Access pedal, - t _—
which allows the bassist to change E J m
several pedals with one switch. : " o T ’d
Bass tech Shane Goodwin (below,
feft! explains that this is extremely ’
helpful as the band will go “from
the heaviest riffs down to a piano ’
vnterlude. Without this setup, Chris .
or myself would have to be a good o < -
dancer to turn off all the pedals at s
the same time. To this day, | have <
nal seen and or heard anyone play Drummer Dominic
like he does. Howard's kit is miked
“Chris uses four Marshall with ¢ Beyer M88 and
DBS bass heads, which are Shura 91 (kick), Shure
not made anymore; we own SM57 and Neumann
eight,” he continves. “With KMS 105 (snare), -7
the show being as hectic as AKG € 451 (hi-hat/ n M
it is, I have been fortunate to nde}, Shure Beta 98 : ‘ <
help Chris and Matt by doing froms} and AKG C L SN i
mast of their pedal changing, 414 [overheads). “For
which has freed them to be ‘Supermassive Black
able to put on an amazing Hole,”” drum tech Stuart Quinnell (right) adds, “we are using a Ro-
rock show and not be tied land TMC-6 trigger to MIDI converter on the snare and kick drum
down to a pedal board.” to a Roland SPD-S.”
Front-of-house engineer Marc Carolan (who also Fer the West Coast leg of the tour, Rat Sound is especially in some of the newer material. Muse is
works os a producer/engineer in his Dublin-based providing PA. with Kevin McKenzie acting os system  always a very inspiring bond to mix. They give you
Suite Studios) first usad a Digidesign board while engineer. The main system comprises L-Acoustics V- so much to work with.”
mixing for The Cure. “# was a natural progression DOSC, 12 per side; dV-DOSC, three per
fo use it on Muse’s global tour,” Carolan explains. side; Rat subs, 12 per side; and V-DOSC
“Even with the Digidesign Show console, there are {six per side) and dV-DOSC (three per
still things | lave to have by noture of the specific side) for sidefills.
sound they give me, such as Midas XL42 preamps “} use-Neumann KSM 104s on vocals
for that classic Midas sound.” Alongside his. digital due to Matt's ‘extreme’ mic technique,”
board, Carolan is carrying racks of Empiricai Labs Carolan says. “I also use a single mic on
Distressors and BSS Audio 901 multiband compres- guitars: a Royer V122 on the cab with an
sors for vocals; dbx 160s on kick and snare; Tube- SE Electronics Reflexion filter. My mixing
Tech LCA-2B on bass and guitors; Eventide H3000 approach for this band is to truly reflect
for vocal processing; and Yomaha SPX2000s for what they are performing. Sometimes
drum effects. that may be a very ‘live’ or stripped-back
approach; some-
fimes it is a much
denser and lay- Front-ofhouse engineer Marc Carolan
ered approach, ]

Monitor engineer Adam Taylor is also manning a Digidesign D-Show console; he
first used one this past April and mastered it quickly and easily. “I find the console
well-laid-out and easy fo use in its configuration as a monitor console using fader
flip,” he soys. “The plugrin feature is a valuable tool for me, although not the sole
reason why I'm using the console. The extensive auvtomation possibilities are also a
great help in doing what | need to do for the band.”

Unlike Carolan; Taylor is not carrying much in the way of outboard geer, relying
Monitor engineer mosHy on onboard inserts exceptfor three dbx 160A comps used on male vocals. “Matt
Adam Taylor and Chris are both using Neumarn KMS 104s for vocal mics,” Taylor adds, “and for

J/ their in-ear monitors, we're using Shure PSM 700 systems.”
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Bauder Audio Systems

All Audio, All the Time

o maintiin a competitive edge against larger

touring companies, local sound providers must

often look bevond just audio—speciing backline,
lighting. video. staging. etc.. 10 be a one-stop service
shop. But for Bauder Audio Systems (Horsham, Pa., wiww.
bauderaudio.com), the past 23 successtul years have scen
the company primarily focusing on just audio—providing
gear for touring musicians (local, national and interna-
tional) and local venues.

Bauder Audio Systems” owner. Rick Bauder, started in
the field. His musical career began in 1969 as a roadie
with local band Catch, which led to a playing gig with
the bard while keeping his sound duties. “As T amassed
more gear,” Bauder recalls, “my hobby slowly turned into
a career as other bands asked me to work with them.
In 1980, after graduating from college, 1 formally started
Bauder Audio Systems.

“Initially,” he continues, “the company did installs and
service work to support the sporadic rental market. As the
rental market improved. I phased out of the other areas
to concentrate on sound and backline. My vision to be a
sound company took an interesting turn in 1982, when
local theater Shubert Theater [now Merriam  Theater]
called looking to rent what was then a new product—a
Yamaha DX7—for a play. T agreed to rent it to them and
purchased one from a local music store. When other
customers found out that [ rented instruments, as well as
sound equipment. a *backline” need emerged.” Today, the
company is split between sound and backline rentals.

Bauder says that this approach can be hairy busi-
ness, as he is often required to don a referee’s outfit and
whistle. "As a production company. being stuck in the
middle between these warring factions [a person paying
for the gear vs. the musician requesting the gear] puts us
in a precarious position of alienating cither the band or
the promoter, or both,” he explains. “The musicians want
what they want for audio and backline needs. The pro-
moter wants to pay as little as possible to put the show
on. This is where the shirt and whistle come in handy.
Oftentimes. the promoter wants us to negotiate with the
band on their behalf to cut production. Xe are in the
equipment rental business and don't want the band think-
ing we don't want to service their needs by refusing them
their requested gear.”

Fortumately, these sticky situations don’t seem to have
a lasting affect on business, as Bauder is servicing a wide
variety of clients (concert promoters. festivals, casinos,
TV/radia stations. theaters, churches, schools, arenas,
record labels, ete.). In addition, traveling musicians not
carrying gear are often regular customers, including Den-
nis DeYoung. Tower of Power, Average Yhite Band and
others. “Bands like the Beach Boys may use our services
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Rick Bauder’s (inset) Bauder Audio Systems recently handled SR for
Temple University’s graduation ceremonies.

10 to 12 times a year or mare,” he says, “and that comfort
factor for them of having a reliable production company
in a region is very important to their performance.”

Bauder also points out a very real benefit to focusing
on rental gear. “Security in the post-9/11 environment,
along with increased transportation costs associated with
international and coast-to-coast travel, has caused custom-
ers who used to tsavel with :nstruments and production to
rely on companies like ours to provide a turnkey rental
package. [For] musicians flving in from other countries to
perform in the U.S., clearing customs with anything other
than personal items can be very difficult.”

Handling these events is a core crew of three office
shop and seven audio/backline personnel; in addition,
the company maintains a list of qualified subcontractors.
-Of special mention is my production manager, Brian
Naab.” Bauder points out. "Brian left a successful Nash-
ville-based touring sound company as one of its road en-
gineers to move back to the Philadelphia area to be closer
to family and friends. A production manager with his
audio background and event-management skills helps us
to understand customers” needs, and his gear knowledge
allows us to design the right equipment package.”

In addition to the contracted gigs. this staff must main-
tain a sizable inventory. including Crest. Mackie, Midas
and Yamaha riderfriendly boards; a full complement of
Turbosound speakers. along with models from Electro
Voice and [BL; and an array of mics, amps, processing and
)] gear. in addition to its extensive list of backline and
instruments. “With continuous investment in technology
and embracing the digital age head-on.” Bauder says, “1
look to refine system design and improve the packaging
of our systems.” |

Sarab Benzuly is Mix's managing editor.
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New € 5and D 5 live
sotnd microphcnes
deliver a unique combination
of the best performance and
durability establishing new standards
for live performance: microphones.

The € 5/D 5 Series features an attractive and
robust new industrial design with the highest
quality and durability standards, along with
excellent sound and unmatched feedback
resistance for professional singers and
musicians.

¢ dent-resistant spring steel wire
mesh grille

o unmatched feedback resistance

e attractive and robust new
industrial design

e 24-carat gold-sputtered
housing

. ¢ Laminate Varimotion™
“Our goal was to createpvocalimicrophones that would set new diaphragm technology

standards for performanceland|reliability.in the .ive sound e gold-plated XLR output
microphone market, stated{Stefan[Gu i, President of AKG Acoustics GmbH. connectors

“Through unique features/and/newtechnologies such as our Laminate Varimotion * rugged zinc alloy die-cast housing
diaphragm, AKG's new{C!5/and]D}5) mi‘crophones deliver unmatched performance e shock absorber minimizes
providing musicians with superblsound guality and outstanding durability.” handling noise

¢ highest quality and durability
standards

www.akg.com

H A Harman International Company

Harman Pro North America 8500 Balboa Bivd. Northridce, CA 91329 » "efi @& 9203812, Fas: (818) 920-320¢&




New Sound Reinforcement Products

AKG IVM 4 IEM SYSTEM

Using the same expansion components as its WMS 400/ WMS 4000
products. the TVM 4 system from AKG (www.akg.com) offers
an all-in-one pro solution for in-car monitoring. The 1IVM 4 set
includes the half-rack SST 4 sterco transmitter. an SPR 4 stereo
bodypack receiver and a pair of 1P 2 carphones. The SST 4 trans-
mitter accommaodates up to 11+ channels and has an integrated dbx
compressor, various equalization presets and in-car—optimized
binaural room simulations for a natural listening  experience.
The magnesium-case SPR 4+ bodypack features Auto-Setup and
Environmental Scan features to casily find clean. intermod-frec
frequencies, as well as an operating time of up to seven hours.
Options include several antenna choices.

'*7 MEYER UPJUNIOR

Mever Sound Gevwsw.meyversound
.com) has expanded its UltraSer-
ies with the new UPjunior VariO
loudspeaker. bringing the sonic

Ll

signature. flexible mounting/rig-

S L

ging options and high power-

to-size ratio of the company’s
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UPJ-1P to a smaller package. The
28-pound. self-powered. two-way
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120dB peak SPLs from its 8-inch
neodymium magnet woofer and
(1.73-inch  exit 2-inch-diaphragm
HF compression driver. provid-
ing a frequency response of 65
to 20k 1lz.

RENKUS-HEINZ RHAON LOUDSPEAKER NETWORK

RHAON (Renkus-tleinz Audio Operations Network) is the new
loudspeaker nutwork  from Renkus-tHeinz - (wwwrenkus-heinz
«com). Available for every R-H powered speaker, RITAON (pro
nounced “rayon™) provides network control with onboard DSP
for crossover, parametric EQ, driver alignment and  overdrive
protection, along with digital audio distribution, DSP and system
monitoring via standard Ethernet hardware, RHAON PC software
provides drag-and-drop signal routing/ network management. Using
the CobraNet standard for digital audio distribution. RHAON allows
64 channels of 24-bit audio at up to 96 KHz.
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UPJunior NuariQ) is capable  of

FUTURE SONICS ATRIO

PRO EARPHONES

Hear Technologies (www hear
technologies.com) is now dis- .
tributing Future Sonics™ (wwwv.,

futuresonics.com) Atrio Series

universal-fit earphones for pro

monitoring and IEM applica-

tions. The new mS and m8

models bring  Future  Sonics”

| —e———

driver designs to the market without using armature (hearing

audio signature and  dynamic

aid=type) drivers.

CERWIN-VEGA CV SERIES AMPS
Available in three models—the CV-900 (5499). CV-1800 (S679) and
C\V=2800 (8899)—the new CV Series power amps from Cerwin

Vega (www.cerwin-vega.com) are two-rackspace amplifiers that
support stereo and bridged-mono operation. Features include a
highly etficient tunnel-cooling system. 21-position detented level
controls. signal and clip indicators. and six-segment LED level me-
ters. The rear panel has combo NLRTRS inputs. five-way binding
post and Speakon outputs. and switches for selecting the onboard
limiting or highpass filters.

- S i St RO .
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PEAVEY DISTRO POWER TRANSPORT SYSTEM

Distro ($399.99) trom Peavey Electronics (www.peavey.com)
makes delivering energy to multi-amiplifier sound reinforcement
systems as easy as inserting a plug into a socket. This two-rack
space unit provides up to 100 amps at 120 volts from @ NEMA
14-30 plug. By dividing the current into six 15/20-amp services.
cach with a heavy-duty Edison socket and magnetic circuit
breaker. Distro lets users permanently wire their amplifiers and
outboard gear while providing plenty of power to run backline
and front of house. n
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BY EDDIE CILETTI

Vintage Mic Repair Never Really Ends

Pull Back the Body to Reveal the Cables

wasn't planning to write three articles

about vintage AKG mics before summer

kicked in, but what's on the bench trickles
down. This month, the problems are less elec-
tronic and more organic. To cut to the chase,
when a stereo tube mic has cable issues, it's not
a quick trip to the audio store.

THE TOUR BEGINS

After servicing a mic, [ usually record a test
vocal alongside a “reference™ mic, and if time
permits, I'll also use it during o session. Even
without the comparative analysis, classic mics

have an instantly recognizable  quality, On
room tone, there's a low-frequency extension
that makes you feel at one with the space, and
then there are those in-your-face vocals that
sound thunderous at three feet. There are sim-
ply too many things I want to know more about, and
having two or more of the same mic helps quantify the
primary characteristics, such as output level, “tone™ and
noisc. Of course, with any vintage gear there will always
be variables, whether due to production changes, fac-
tory-customized options, user mods, age or the result of
repairs made over the course of several decades.

To recap (no pun intended) my own Austrian Mys-
tery Tour, it began with a troublesome, somewhat abused
solid-state AKG C 414 EB-P48 and the observation that
tube mics are easier to service because their circuitry is
far less complex. Typically, elderly capacitors are sus-
pect. But unless a failure is obvious, I'm inclined to test
first before attempting a wholesale replacement. Some of
the capacitor choices in the AKG C 24 were made for me

Figure 2a: The damaged cable {above) included a dual spiral-
wrapped copper shield, three heavy-gauge wires for high current
{inset] and eight thinner conductors for audio, pattern, B+ and
spare. Below, Gotham Audio’s standard mic cable (GAC-4/1)
shows a similar construction style.
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Figure 1: two versions of the AKG C 24— serial number 443 (bottom) with
the original brass CK-12 capsules and serial number 986 with the “newer”
nylon capsules

due to space limitations in the mic, but T also replaced
the clectronics” carbon resistors with low-noise. metal-
film types to minimize the variables when it came time
to evaluate tubes,

Of the three C 24s I'd seen so far, two were Mk-2 ver-
sions like the one at the top of Fig. 1. One came with a
modified N24A (Mk-1) power supply and a nonstandard
(but factory-looking) multipin connector at the base of
the mic. The C 24 at the bottom of Fig. 1 is an Mk-1; both
mics in that photo came with the newer N24S power
supply. (I found schematics for three power supplies,
two of which had an external box for pattern control.)

BALANCING ACT

My first C 24 encounter was with an Mk-2 with a bad
cathode-bias capacitor that caused the channels to be
unbalanced. The older C 24 also had a balance issue that
was not resolved by changing the bypass caps—surprise.
Fortunately, I had a “compatible™ Mk-2 for comparison.
Both mics and supplies were swapped until the cable
revealed a problem at the power supply end.

Fexpected to be back in business after finding the break
and cutting back past the damage. The results were better
but not fabulous, so T used an ohm meter while massaging
the cable from end to end. There was no “smoking gun™
two of the conductors had higher resistance than the oth-
ers, and I was unable to localize the troubled area. I didn't
want to whittle the 33-foot cable down to a stub.

Even though years of abuse had eventually taken their
toll, the inherent cable quality was still obvious—very
similar to what Neumann supplied back in the "60s and
‘70s. The shield was double spiral-wrapped copper and
easy to work with. (See Fig. 2a.) The other mic had a 70-
foot cable with a copper-braided shicld and loosely fitting,



“ - " B REGSTER  ODNIACTUS  ABOUTUS
reel-exchange pes vt o [ =
‘ |l e L\ sowy T

Join ree -exchange b awy! Regirt )

PROLUC TION COMP ANIE Sou"n FOR PI‘ luR! FRH
FOST-PROIUC TION COMFANIES T
PRODUCER T¢ SEARCH _
LIREC TOR =
MEMA FO0-RAPHERS Tons Philips’ Demo Reel
ECITORS A short dewro reel of some of I hay
§ hannel, ABC, Hrstory Chant y
Tt e 5. TEGHNIQUE SONY
VF Y ARTIS TS/ANIMATORS ywards ot fim testivals ke Sundaice, Tribeca, =tc

SOUND FOR PICTURE Totalty Film-style Digital

HOV/EMALL FORMAT HD Cinematography Camers

over Creative Expression

The advent of So ineAtta™ product
wEB a n
A M L.
SaME ca
EVENT VIDEO>RAPHERS Alte
STOCK0UND LIBRARIE groundbreaking R 24P

capable HICAM am ano the
SPECIAL VENUE ¢ DlestTaL HDC-F950 full-bandwidth 4 4 4 IRGB1
SIANABE ra . have v globell

8 cteative slternative t

CREW e 1dm ongination due to thes

outstanding picture qualty snd
PIYEL CORPS aduction fleMiit
“oPo

MIMT THE DImiTAL CONTENT
PRSI S Lot

POST. SEARCH. CONNECT. COLLABORATE. NOW.

Reel-Exchange is a professional business-to-business community that connects you with film and
video professionals, jobs and hiring opportunities, and potential global collaborators for your next production.
Post your personal or company bio and reel for industry-wide exposure. Search for freelancers, companies or

collaborators based on geographic location, discipline, equipment/format, project credits, and more.

Register and post your reels before June 30th for a FREE trial
membership through December 31, 2007 - a $100 value!

Please use promo code: REXO16

eXChange | ) millimeter fﬂﬁtﬂgnt

by millimeter & Digital Content Producer Mo, ol




color-coded, cloth-over-plastic insulation. Tt
was equally beautiful in its execution, but as
you may know, braided shields can be hard
to work with (although yau'll find a tip in
Fig. 2bb).

orchestra and reach the control room. The
search was on for a replacement cable.
Gotham  Audio manufactures GAC-7,
a 7-conductor cable for mono tube mics
that's similar in construction to the original.

W -~

_

Figure 2b: How fo prep a braided shield. Step 1: Compress the shield as far back as it will go. Step 2:
Slowly bend the cable while poking through and stretching the shield until the underlying layer is exposed
and a loop is created. Step 3: Poke through the loop with a rounded, blunt tool until the wires can be
pulled through. Step 4: Seporate and prep the wires for soldering.

GIMME CABLE

At first, T hoped the long cable could be cut
in half, but the customer needed the full 70
feet so that the mic could be flown over an

Five of the conductors are 26-gauge (AWG),
each comprising 72 strands, while the other
two filament conductors are 20 AWG with
252 strands. Mogami's W3172 6-conductor

From console to desktop...

cable has two pairs each of 22 AWG, 26
AWG and 28 AWG for filament, audio and
high voltage for the plate and polarizing
voltages, respectively.

The C 24 requires a minimum of nine
conductors and a shield. Belden had three
grades of computer-data cables, each with
six twisted pairs (for noise immunity). The
extra wires could be paralleled to handle
the extra current required by the filament.

At this point, 1 really wasn't in the posi-
tion to be picky; in addition to being techni-
cally suitable, the new cable would have to
fit into the connectors. T also knew the data
cables would not have the “feel” that we've
come to associate with a fine mic cable—
that less-than-technical audio requirement
of “cable amnesia,” a lack of memory that
makes cables easy to wind and unwind.

Thinking there was no alternative, 1
was ready to buy without samples when
I called Kelly Kay at Josephson Engineer-
ing to ask for advice. He provided a short
Mogami “mono” sample and suggested 1
call Marshall, Mogami’s U.S. distributor that
also markets MXL mics. Phil Tennison at
Marshall had an 8-pair cable with a braided
shield—not quite as sexy as the double-spi-
ral shield, but I was back in business.

Oxford:

Plugins

From strength to strength...

Using many of the same algorithms as the original Sony OXF-R3 digital mixing

console. The accaimed range of plug-ins from Sonnox has been carefully developed

with a no-compromise approach, to be THE very best in audio signal processing,

where sonic quality means everything.

The acclaimed Sonnox range including the OXF-R3 EQ, Dynamics, Infiator,

Transient Modulator, Reverb and Limiter plug-ins have become today's standard

tools of choice for the quality conscious audio professional

To find out why, download your Pro Tools, Native or Powercore demo versions today

Sonnox Plugins - formerly Sony Oxford Plugins

www.sonnoxplugins.com
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SNAKE EYES

At each end of the cable is a 12-pin con-
nector, of which nine pins are essential;
the tenth “connection” parallels the shield
via the metal shells. [ am not sure that any
of these mics had its original cable—the
style didn’t match the mic’s vintage—but
work had obviously been done: Screws
were mismatched, threads were stripped
and an entire strain relief was missing.
(Compare Figs. 3a and 3b.)

The male end of the cable mates with
the power supply, and as I pondered how
to do a nice clean job, it became evident
that one strain selief was “lost.” There was
almost no clearance between the strain re-
lief and the solder cups. Figure 3a shows
the newly installed Mogami cable with the
original strain relief. To make what little
room there is, it was necessary to trim '/s-
inch off the solder side of the male plug
(plastic and solder cups).

Figure 3b shows a strain relief fabri-
cated from an inverted rubber boot from
an XLR combined with a soft piece of red
plastic. Screwing the end cap onto the
clamshell/metal housing provides enough
pressure to secure the cable. I wired each
connector twice because my first attempts

weren't very pretty and there was some
stress when trying to make everything fit
into place.

STAY ON TARGET

You might think I'm out of my mind, but
this is what it takes to establish consisten-
cy, and the job wasn’t done yet. The con-
nectors were defluxed, the silver contacts
deoxidized and treated with Caig ProGold.
There was a polarity issue on one chan-
nel (the power supply had been converted
from Tuchel to dual-XLR connectors) and
a funky polarity switch.

Although the tubes that came with the
mics were acceptable, I checked these for
noise over a two-day burn-in period and
auditioned several other tubes. The biggest
challenge with dual-triode tubes is finding
equally “quiet” sections, particularly avoid-
ing “shot noise,” a rocky, low-frequency
sputtering sound that’s more annoying
than steady hiss. Several of my NOS tubes
tested well in a C 12 (where only half the
tube is used), but suffered from this dis-
appointing ailment. One surprise was an
Electro-Harmonix 6072/12AY7; there were
no rocks and the hiss seemed a bit darker
and less obvious.

Figure 3a (top): male C-24 plug with original strain
relief. Figure 3b: male C-24 plug with home-brew
strain relief.

So this repair chapter is over—almost.
After each repair and restoration, I anx-
iously await customer response. [ some-
times call months later to sce how things
are going. But sometimes, no news is
good news. 0O

Audio files for this comparison can be found
at mixonline.com and wuw.tangible-tech
nology.cony/music/mics/c24.btmi.

IF GROOVE TUBES MICROPHONES ARE PRO AUDIO’'S

OUR SECRET KEEPERS AREN'T DOING A VERY GOOD JOB.
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DTV is surcly the longesirunning
overnight sensation in the history of
broadcasting. Cries of "HI)'s here!”
have been echoing through NAB's exhibit
halls for more than a decade, but this time,
the show’s 100,000-plus attendees were very
serious about gearing up for high-definition
production and broadcast. Past of this stems
from awareness about the February 2009
mandate when the FCC will pull the plug on
analog TV and usher in the new age of 100
percent DTV broadcasting. Another Factor?
Consumers seem willing to upgrade to 720p
and 1080i/1080p systems, especially with
prices falling on large, flat-panel LCD and
plasma TVs—laying the groundwork for a
substantial market of HD-hungry viewers.
Major broadcasters and econtent  pro-
viders have been gearing up for this for
years, but the real revolution comes when
the mid-market stations and producers get
onboard. Or as one observer put it, “Think
about how many college football games are
going to want to be in HD over the next
three years.”

T

Staff

GOT
HDTV?

g

CONSOLES: LEAN

AND MEAN

A popular item on every-
one'’s NAB 2007 shopping
list was digital surround
consoles, but in a buyer's
market, the emphasis was
on more power, more
inputs and more sur-
round program outs—but
in increasingly compact
frames and at half the
price, naturally.

Calrec (www.calrec.com) unveiled
Omega, a new mid-level console that uses
its award-winning, FPGA-based Bluefin
high-density signal processing technology
and features 160 mono DSP paths pack-
aged as 48 stereo and 64 mono channels,
and up to 24 full 5.1 surround channels.

Keeping with the theme, SSL (www.
solid-state-logic.com) renamed its C Se-
ries ta C100 HD and €300 HD, doubling
the inputs to 512, adding MORSE routing
capahilities, updating Centuri processing
incorporating the
workstation control from
its AWS Series. Harrison

and

(www.harrisonconsoles
.con) countered with

the under-$150k, Ikis-
powered Trion. During
the past few months, the
comipminy has sold four in

Germany and a few more

in Taipei.
Derived from the Sys-
tem 5 Series, the Eu-

www.mixenline.com
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phonix (www.euphonix
.com) §5 Fusion digital

console combines on-

S5L C100 HD doubles the inputs to 512.

board DSP processing channels and ex-
tensive  DAW  control with 24 channel
strips and optional motor joysticks. Each
channel strip has a multiformat mov-
ing fader; touch-sensitive knobs for EQ,
filters, compressor, expander/gate, aux
and pan; and DAW plug-in control for
TDM, VST and Audio Units. The high-res
screens show metering. track info and
routing display.

Studer (www.studer.ch) an
optional 1/O card that brings onboard
Dolby Digital and Dolby E decoding to
its Vista and OnAir 3000 digital consoles.
Soundcraft’s (www.soundcraftdigital.com)
Vi4 console includes all of the capabilities
of its Vi6, but in a compact package. Less
than five feet long, the Vi4 offers 48 inputs
on 24 faders with a total of 27 output buses
and inherits the Vi6's Vistonics 11 touch-
screen interface and FaderGlow features.

Merging Technologies (www.merging
.com) gave us a sneak peak of Pyramix 6—

unveiled

the first 48-channel DSD recording system,
Merging also showed the new sharp-look-
ing Ramses controller with its Oasis 1/0O
boxes that offer DSD and DXD recording
with optional mic preamps in the box. It all
speaks back to Pyramix via MADI.
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THE OTHER SIDE

Throughout NAB. you couldn’t ¢escape the
“workflow™ = catchphrases:  “server-based
workflow.” “integrated workflow.” “paper
less workflow,™ cte. [Us not just better tech
nology. it's casier. Avid, Apple. Adobe and
Sony lead the way, but there are plenty of
other contenders in this area, from worksta-
tion manufacturers such as BIAS and MOTI
to SSL with its MediaWAN,

The big talk at NAB was the $1.299 Final
Cut Pro studio 2 production bundle from
Apple  (www.apple.com/finalcutstudio).
Highlights include Final Cut Pro 6. which
introduces Apples ProRes 422 format for un:

Mainstream

The music industry is evelving.

compressed HD quality at SD file sizes, and
Soundtrack Pro 2, a complete revamping
of this audio editor/creator with new tools
for multitrack editing. surround mixing and
conforming sound to picture.

Digidesign’s (www.digidesign.com) Pro
Tools Version 7.3 adds support for high-def
video  workflows, including a secondary
timecode ruler that displays 1D frame rates
for viewing positions in both HD and SD
timebases, and nudging in half-frame incre-
ments. Also shipping this summer, BIAS
(wvwwbias-inc.com) Peak Pro 6 features :
redesign of the GUIL and enhancements to
the playlist, including new crossfades anct

"

Independent artists have more control than ever.
an stitute will put the advantage in your hands.

School of Contemporary Music and Recording

Purformance - Recording - Music Business - Guitar Craft - Film Production

1655 McCadden Place, Hollwyood, CA 90028

1-800-ALL-PLAY (USA/Canada), 323 462-1384 (Int'l) admissions®miadu www.miodu
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the ability to tweak volume envelopes.
NAB had no end of software apps de
signed to increase efficiency in the produc
tion and broadcast environments. Virtual
Katy’s (wwiwwirtualkaty.com) VK Connect
bridges the gap between the sequence-ori
ented picture editing and session-structured
audio post. The company also unveiled VK
V.25, now with expanded format support.
Dolby (www.dolby.com) is now shipping its
Dolby Media Producer suite of encode/de-
code/media tools. DMP supports all Dolby
audio technologies for  disc-based  media
formats. such as HD-DVD and Blu-ray. as
DVD-Video and DVD-
Minnetonka’s  (www.min

well as standard

Audio  formats.
netonkaaudio.com) Audio Tools Batch Pro
offers an automated processing environment
for many audio-related tasks, including edit-
ing, encoding and plug-in processing. Studio
Network Solutions (www.studionetworkso
lutions.con) showed Postmap, a Mac/Win
search/management app that helps  users
instantly locate files on their entire storage
systems: SAN, LAN, CD/DVD and FireWire
drives. The company also showed Evo, a
shared video-storage system  that incorpo-
rates Fibre Channel, iSCSI and NAS.

WIRELESS WORLD

With as-yet-unresolved  FCC frequency al-
location changes in the wind (see the April
2007 Mix). NAB auendees were interested
in new wircless developments. Sony Pro
Audio (www.sony.com/pro audio) showed
its digital wircless system featuring a digi-
tal modulator and encryption scheme, A
Sony codec chip helps the system deliver
24-bit/48kHz digital transmission quality.
Mipro (dist. by Avlex, www.avlex.com) is
shipping its single-channel ACT-81 and
dual ACT-82 digital wireless systems. Both
use @ sub-band ADPCM algorithm that’s
said to eliminate compander noisc.

Ideal for use with shotgun mics. the plug-
on Zaxcom (www.zaxcom.com) TRX700
recording transmitter stores up to 12 hours
of timecode-referenced audio on a remov-
able miniSD card. Offering some salety in
these days of crowded airwaves, this patent-
pending feature provides automatic backup
of the system’s RF transmission.

Audio-Technica
com) touted its 1800 Series dual-channel

(www.audio-technica

UHF wireless system featuring a camera
mount receiver with a built-in mixer that
lets users mix two input sources in the
ficld. Some 996 UHF frequencies are avail-
able and single-channel systems are also
Sennheiser (www.sennheiserusa
com) showed its EK3241 camera-mount

oftered.

portable receiver with 32Mlz  switching
bandwidth and 7,200 available frequencies.



AM 11

DIGITAL RECORDING, EDITING & MIXING C ¢ / }\‘:3‘
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Fairlight has established a NEW paradigm - (P ) /

and it's one that breaks the shackles by
delivering the creative freedom you've
been missing from all the other DSP
platforms.

Think outside the box!

WE DID and have delivered you a media
platform for the 21st century.

DREAM Il is a family of integrated audio
mixers, recorders, editors and HD video
recorders. The groundbreaking Crystal
Core engine used in DREAM Il deploys
cutting edge FPGA (Field-Programmable
Gate Array) technology to redefine the
price/performance ratio of digital audio
production. With up to 230 super
hi-resolution audio channels each
equipped with 8 bands of EQ,

3 Stages of Dynamics and a fully
integrated 192 track disk recorder,
DREAM Il puts the power back

in your hands.

Call your Fairlight Business Partner today
and ask for a demonstration.

USA and Canada Tel: +626 793 3940
Head Office Tel: +612 9975 1777

FAIRLIGHT

www.fairlightau.com



MICS, MICS, MICS!

NAR featured a multitude of new mics for
high-res and multichannel production. DPA
(www.dpamicrophones.com) displayed its
first shotgun: the 4017, an 8.3-inch, 2.6-
130dB  SPL handling,
built-in 50Hz roll-oft and switches for a
300tz roll-oft, and a 3k to 8k boost. HHB
(www.hhbusa.com) showed its DRM85-C
FlashMic in a new cardioid patern. Both

ounce unit with

FlashMic models offer 1GB Flash memory,

feather-light ECM-680S, which can function
as a shotgun, stereo or mono mic. If one
side of the stereo feed goes out, then the
mic adjusts and sends the output as dual-
mono for worry-free field recording.

A new, affordable mode!l from Sound-
Field (wwwsoundfickl.com), the SPS200
can produce simultancous phase-coherent
stereo and 5.1, decoding its output to the re-
quired formats via two cross-platform plug-
ins. The mic also features remote control

DSP-
based digital crossovers
and XLR analog and AES
EBU digital inputs. The
RMI1s are $1,249 cach; the
RM2s are $1,749 cach.
Now

sions, both with

available for
PC and Mac is Genel-
ec’s (www.genelec.com)
speaker-management
software for its DSP-

USB audio data transfer. Sony unveiled the  over pickup pattern and orientation. Sank-  driven monitors. The

en’s (www.sanken-mic.com) WMS- software lets users run

Digidesign RMS
active monitors

5 delivers phase-coherent surround  Genelec's AutoCal room

sound with five discrete outputs
It wasn't easy, but listed r’ (L/C/R/Ls/Rs) from one compact
alphabetically, here are our 9.25-inch/8.3-ounce body.
choices for the Top 10 audio The MCE 72 PV CAM from Bey-

products at NAB. erdynamic (www.beyerdynamic
.com) is a camera-mountable stereo

correction and control up
to 25 8200 speakers and five 7200 Series
subs via standard Cat-5 cabling.

A “different” kind of monitor, DK-Tech-
nologies’ (www.dk-technologies.com)
new Starfish display for its MSDOG0OM
audio meters shows levels for each of

CERTIFIED

mic. Based on the consumer MCE
72, the new MCE 72 PV CAM runs
on 11 to 52-volt phantom power for
a hotter output signal.

it
Apple Soundtrack Pro 2 L . J
BIAS Peak Pro 6

Calrec Omega

Digidesign RMS Active Monitors
DK-Technologies MSD600M Starfish Display
DPA 4017 Shotgun Microphone

Euphenix S5 Fusion Digital Console

HHB DRM85-C FlashMic Cardioid Mic
Merging Technologies Pyramix 6

SSL €100 HD/C300 HD

the surround channels, along with the
correlation  between  neighboring  audio
channels, making unwanted effects easy
to track down.

MONITORS GALORE

Developed with PMC, Digidesign’s
RMS Series active monitors are of-

MORE TO COME

We'll provide more coverage of new prod-
ucts from NAB in future issues and online
at www.mixonline.com. Stay tuned! ]

fered as 55-inch two-way (RMD)
and 6.7-inch two-way (RM2) ver-

T A

ERE'S A NEW SHERITT IN TOWN

The most wanted microphones - Heil Sound.

The first breakthrough in dynamic microphone
technology in over 25-years, Heil has the old
“standards” shaking in their boots. Assembled

in America, the HEIL PR Series uses a unique
combination of large diaphragm dynamic
clements with a proprietary neodymium motor,

to deliver unequaled performance over a wide
variety of applications. Join the ever-growing Heil

posse, and see what all the commotion is abo!

v

www.heilsound.com |

618.257.
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Tools of the Trade

STUDER 42-FADER VISTA 5

Studer (wwwestuder.ch) has released a larger
version of its Vista 5 console ($150k to $200k).
An additional bay of 10 input faders lets an
operator control 42 input channels simultane-
ously and permits true two-user operation of
the surtace. The bucket is situated to the right
of the output master section and can be iso-
lated from any global adjustments made on
the left side of the desk using the Lock mode.
The right fader section features its own con-
trol panel to switch the EQ and processing
in/out. s0 two operators always have direct
access within their own sections without hav-
ing to do any unnecessary moves across the
console. Two new options for the D21m /O
systems that function with the Vista 5-42 in-
clude a Dolby E card for directly decoding
an AES/EBU stream into cight discrete chan-
nels and the SDI card,
which can de-embed

the audio stream from
an SDI signal connected
to the card via coaxial cable.

AKG PERCEPTION 150

The first front-address model in AKG's
(wwwakg.com) Perception Series, the
all-metal Perception 150 ($279) offers a car-
dioid polar pattern and a switchable -10dB
pad for handling SPLs of up to 145 dB. This
externally biased condenser mic has a Y-
inch diaphragm providing & 20-20k Hz fre-
quency range. and it ships with a mic clip.

PRISM SOUND ORPHEUS

Named after the musician of Greek miythol-
ogy whose songs were 5o beautiful that
they could charm wild beasts, the Orpheus
($4.995)  high-end
Sound  (www.prismsound.com) has  eight

interface  from  Prism

analog 1/Os and §/PDIF (co-ax and optical)
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digital 1/0. The optical
ports can also be used as
8-channel ADAT 1/O. giv-
ing Orpheus a maximum
capacity of 18 concurrent
input/output channels. It
comes with controller soft-
ware with a digital mixer
and drivers for Windows
XP or Vista while Mac OS
104 interfaces through
Core Audio. The unit also features four digit-
ally controlled preamps and two instrument
inputs. There is also a farge assignable rotary
control for monitoring or output level con-

The Pro Tools HD ver-
sion supports Universal
Binary and Windows XP,
and runs seamlessly on
Digidesign's VENUE live
sound console.

BRAUNER PHANTERA
birk  Brauner  Micro-
phones  (www.brauner-
microphones.com)  are
now distributed in North
America by Network Pro
Marketing  (www.networkpromktg.com),
including the affordable new  Phantera

trol that can be applied to one channel, a
pair of channels or a larger selection. Dual
headphone outputs are included. each with
its own volume control.

TC-HELICON HARMONY4 PLUG-IN

TC-Helicon's (www.tc-helicon.com)  Har-
mony+ (8993) plug-in for Pro Tools HD
can be used to generate up to four-part

/ mony tracks and  design
S special vocal - effects.

harmonies, fatten existing  har-

Users can create up

to four virtual sing

ers with individual gender. vibrato
and levels. and var-
humanization
controls can be cre-
ated from a single

ious

vocal track. The
interface offers sev-
. o Vi Leve
eral schemes to simplity the 78
choice of harmony. from .
- Unisen
automatic  scale-based har- 1 Por

mony that intelligently fol-
lows melismatic singing to
MIDI
ing any possible melody to

note control, allow-

complement the lead vocal.

v2 Pan
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(82.129). This solid-state (FET). German-
made studio condenser has a cardiod re-
sponse. low 1TdBA noise spec and a max
SPL handling of 142 dB.

MOREVOX ELEKTROMORPH

This out-of-the-ordinary collection of drum
samples  from MoReVOX  (www.morevox
«com) bridges the world between loops and
real drums by providing both. Elektromorph
($149) offers 32 kicks, 44 snares, 14 tom sets,
94 cymbals, and several other multilayer
percussion and effects. The 24-bit samples
span styles from pop to hard rock. hip hop
to extreme and electronica.
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SOLID STATE LOGIC C100 HD-S

Designed specifically to fit in tight spots,
SSL's (www solid-state-logic.com) C100 HD-
S (priced per configuration) digital broad-
cast console promises an enhanced feature
set and a significant boost in processing
power. The “S™ and its larger brother, the
C100 HD, also feature the Centuri HD-S. a
new. smaller front-loading processor op-
tion. The C100 HD-S supports direct control
of a DAW via HUI protocol. and features a
new low-cost MADI interface and up to 512
fader inputs. The new Version 4 software
package supports a high-density processing
engine and control surfaces, with access to
up to 256 fully featured input channels with
full processing capabilities and up to 236
additional  short-channel “premix” inputs

with fader control, pan capabilities. and ac-
cess to mono, stereo and 5.1 submix (util-
ity) buses. The C100 HD-S comes in 24+8
fader to 6448 fader sizes that are expand-
able in 8-fader increments.

TRINITY AUDIO RECORDER

The Linux-based. fanless  Trinity  (5999)
field recorder from Trinity Audio (www.,
trinityaudiogroup.com, home.html features
a 3520MHz ARM9 CPU. 128 MB of RAM.
two phantom-

poewered mic preamps (Y-inch/ XLR combo
inpuws), 'Ya-inch TRS outputs. Y4-inch head-
phone jack and a 6.5-inch TFT LCD moni-
tor. [t operates at up to 24-bit/9ckiz, and
offers a touch pad-type mouse, four hours
of battery life (recording at 24-bwv+4. 1kl z2),
a 20GB hard drive, integrated 802.11b/g WiFi
and onscreen alpha keyboard.

KRK VXT MONITORS
The new VXT Series monitors from KRK
(www krksys.com) feature proprietary driv-
ers; a curved faceplate: low-rescnance, ABS
structural foam cabinet designs.
exiended low end: and slot-
ted ports to reduce port tur-
bulence. All are two-way de-
signs with a 1-inch silk-dome
tweeter. Weighing in at 28
pounds, the VXT8 (§799
has an 8-inch Kevlar woofer
and 180-watt amp: the VXTo
(25 pounds, $399) features
a G-inch Keviar woofer and
126W amp. while the VXT4 (11 pounds.
$399) has a 4-inch Kevlar wooter and 90W
amp. Standard are integrated Omni Mourt
supports for wall mounting. XLR TRS combo
inputs, shielded cabinets. and high- and low-
trequency adjust switches on the

recorded where a typical multitrack recorder
is not feasible. voXover lets users write or
import a written script and rapidly automate
the recording of that script. The script can be
displayed on voXover's teleprompter to the
voice talent via a wired or wireless network.
Features include the ability to allow users to
specify anv number of takes per line, create
takes based on silence, export takes based
on ratings and automatically trim and pad
takes when exporting. Supported export for-
mats include AIFE, WAV, Wave Edior, SDII
or CAF.

MXL 190

The MXL 190 ($149)
cardioid condenser mi-
from MXL
(www.mxlmics.com)

crophone

features a 6-micron con-
denser,  pressure-gradi-
ent capsule; switchable
-10dB pad: 20-20k Hz
frequency
and a champagne-col-

ored finish. It ships with a high-isolation

response;

shock-mount and protective metal case. Tt
is available exclusively through Musician's
Friend.

VXTO and VXT8.

AUDIOFILE ENGINEERING
VOXOVER

voXover ($375) is 4 new voice-
wer automation tool and batch
recorder for Mac OS X from
Audiofile  Engineering
audiofile-engineering.com).  It’s

(Www,

designed for projects such
as videogames, speaking
dictionary and  broadcast
work that require a lot of
individual audio files to be

fhepig
I
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EZQUEST THUNDER PRO

RAID TRIPLE INTERFACE

With a name that never stops, the EZQuest
(www.ezq.com) Thunder Pro RAID Triple
Interface external drive is the latest large-
capacity storage solution for A/V pros. Ports
include two FireWire 800s, one USB 2 and a
front-access FireWire 400. It uses the latest
Oxford 924 chip set and has three high-per-
formance, 7.200 rpm SATA 11 drives with up
to 16MB cache bufter. it comes pre-config-
ured as RAID 0 and supports multistream
video playback with real-time effects and
audio. Also standard are a Meglev Smart
Fan and thermostat to regulate drive tem-
perature, as well as a smart on/oft power

switch that automatically turns the drive
on/off when it is plugged or unplugged.
There’s also a warning buzzer for overheat-
ing or fan failure. Drives range from 640GB
capacity up to 2 terabytes,

LIGHTVIPER VIM-MY32 INTERFACE

Yamaha digital console owners will want
to check out this new mini-YDGAI inter-
face from FiberPlex (www lightviper.com).
A pair of VIM-MY32 (S1,550) mini-YDGAI
interfaces lets users connect directly  via
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fiber to the LightVi-
per fiber-optic audio
snake  system  with
32 audio sends and
eight returns (24-bit,
48kHz). Various com-
binations of LightVi-
per MY-32 cards can
be used with Yamaha's
PMSD, M7CL, DM2000,
DM1000  and  LS9.
Yamaha's control pro-
tocol for its AD8SHR
remote  mic  pream-
plifiers is  provided
through a LightViper
MY
fiber connection. The
VIM-MY32
card modules are avail-

card-enabled”
interface
able in four configurations:

TAC-4FR
nectors, non-tactical LC con-

military-style  con-

nectors, non-tactical ST
nectors and Neutrik OptiCon

con-
connectors.

NOVATION NIO 2|4
The nio 2[4 interface from  Novation
(www.novationmusic.com) offers four in-
puts (XLR mic input, instrament and two
RCA line), four RCA outputs, MIDI 17O and
a low-latency environment, allowing its ef-
fects to be used in real time. The effects
include a guitar amp simulator. filters, de-
lay, chorus, phaser, flanger, distortion,
EQ., reverb, tremolo and more. The
unit connects to any PC or Mac (OS
X) via USB, and features two head-
phone outs and dual 7-segment
LED meters.

VOCALBOOTH.COM

14 CARAT DIAMOND SERIES
Named for its acoustically sensible
shape that reduc-
es standing  waves,
VocalBooth.com’s
Dia-
Series  booth

new 14 Carat
mond
is a4 Rve-sided en-
closure  engineered
to fit in the corner
of a room. The larg-
est booth has the
approximate vol-
ume  of a
7x7-toot

comes in single- or

square
room and

double-wall - design.
Designed  with por-

iability in mind. the booth can be as-

sembled and taken down an unlimited
number of times, and offers active ventila-
tion, lighting, windows and cable passuge.
Custom options include a choice in colurs.
foams, fabrics, windows, wood floors and
more. Standard and custom  sizes range
from 4x4 up to 16x16 feet, with pricing
starting at $2,799 (shipping included).

ZAOLLA ICR RCA CABLES

Zaolla (www zaolla.com), Hosa's high-end

cable line. now features a single and dual
ICR RCA-to-RCA audio interconnect (80
five fect) using the company’s solid-silver
center conductor. If you've ever had a
problem with RCA cables losing their grip
on your gear, the ICR can help because
there is a turnable ring at each tip that con-
tracts the ring, making for a tighter grip on
any RCA connection, |
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THE DEBATE

Plug-ins give you endless virtual instruments
and effects, but they punish your CPU, and
playing live with a computer is risky.

Hardware synths and modules give you fast-
access presets for playing live, but you're stuck
with one set of sounds.

Why choose? Receptor is a reliable hardware
unit that lets you store, mix and play plug-ins
with or without a connected computer.

Instant access for live sound

Plug in a MID! or USB keyboard, or plug a
guitar into the instrument input, connect
Receptor to a mixer or amplifier and you're
good to go. Use Receptor’'s 16-channel mixer
to sculpt your plug-ins into patches you can
recall instantly using the front panel controls.

More processing power for your studio

Connect to your computer’'s DAW via MIDI,
analog, S/PDIF, and/or ADAT, and your plug-ins
are available on 10 outputs and 4 inputs. Or
use UniWire™ to get 16 channels of /O using
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a single Ethernet connection, which lets you
open plug-ins right inside your DAW. Either
way, your computer breathes easy while
Receptor does the heavy lifting.

Plays pro plug-ins like Ivory, Atmosphere,
EWQLSO Platinum, and Komplete 4*

Every Receptor comes with $400 worth of plug-
ins free, and you can also order your Receptor
loaded with Native Instruments Komplete 4.
Receptor runs plug-ins from Applied Acoustics,
Spectrasonics, Synthogy, East West, Toontrack,
IK Multimedia, FXpansion, Big Fish Audio, and
Garritan* to name a few.

Hardware or software control—your choice

Control Receptor’'s mixer
from the front panel buttons
or via the graphic mixer on
your computer. You can
even plug a VGA monitor,

T

keyboard and mouse directly into Receptor.

Find out more at www.PlayReceptor.com
or visit an authorized dealer today.

ISRECEPTOR

The Hardware Solution for Soft Synths www.museresearch.com

*All trad=marks are the property of their respective companies.




BY BOBBY FRASIER

Tannoy Precision 6 iDP Monitors, TS112 Sub

Active 2.1 Near-Fields With Room Correction

ith swdios, broadcasters and

post houses hungry for ~intel-

ligent” speaker designs that can
help tame an angry acoustical space and
provide network ability. a range of manufac-
turers have jumped into the arena. Tannoy
hus always been a company with interesting
ideas. Their Dual Concentric, phase-aligned
design bowed in 1947 and is still at the cen-
ter of their line. The focus of this test is the
re-engineered Precision 6 iDP (Interactive
Digital Programming). which offers a range
of features including DSP. networking inteli-
genee and Class 12 amyps.

The new Precision 6 iDP is a three-way,
active design with a 6-inch Dual Concentric
(coaxial) driver combined with a 1-inch ti-
tanium-dome, neodymium-magnet Super-
Tweeter™ that extends response to 51 kHz,
+2 dB. TC Electronic teamed with Tannoy
to provide the amiplification and network-
ing technology. Onboard are two 200-watt
Class-I> amps: one for the bass/midrange
driver while the other provides powering
for the tweeter (crossed at 1.9 kHz) and
SuperTweeter (10kHz passive crossover).
Max output is 117dB SPL at 1m.

Inputs are analog XLRs or 32 to 96k Hz
AES/EBU digital, both routed to one “mas-
ter” speaker and then distributed through
the Cat-3/RJ45 networking system. The
analog inputs can be replaced with an op-
tional AES/EBU dual-input card, extending
the sample rate to 192 kHz and providing

wenixonline.com
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enough inputs for a fully digital 7.1 system.
A BNC word clock input is standard. The
speakers are magnetically shielded for use
near standard CRTs, and the enclosures are
rear-ported. which could be an issue if in-
stalled too close to a boundary,

Two optional subs are available. T test-
¢d the 12-inch, 750W powered TS112 iDP,
with 118dB max output. For more thump-
de-thump. the dual-12 model, TS212 iDP,
kicks out 124 dB. Bass management is con-
figurable from 2.1 to 7.1, with facilities for
multiple subs. LFE can be boosted up to 14
dB. polarity-reversed and phase-shifted in
S-degree increments from 0 to 180 degrees
for room/placement compensation.

WANT CONTROL?
Networked speakers offer control, flexibil-
ity and the ability to make acoustic tweaks
(gain/EQ/crossover) at the mix position. All
parameters can be addressed from optional
software or a 2x16 display (with associated
Enter/Exit and cursor keys) on the master's
front baffle. The front panel keys were
slightly inconvenient, as you must be near
the speaker rather than at the listening posi-
tion. Make sure you have the menu naviga
tion chart nearby or you might turn on the
pink noise with your car next to the cone,
The remote software is much casier to use
than the batfle controls; however, certain util-
ity functions are only available from the front
panel. Several remote software and hardware
control options are offered. The iDP-SOFT
and Precision iDP PC-iP™ software are
PC-only, with the latter intended for “ad-
vanced installations.” providing even more
bass management and parametric filter
possibilities. The subwoofer settings for
phase. gain. lowpass and polarity must be
offered with the PC-iP software: they are
not found in the iDP-SOFT version nor on
the front panel. An optional iDP hardware
remote can be used stand-alone—with-
out the software—allowing fast access o
three reference levels, four presets (out of
15 user and 17 factory presets). solo/mute
and master volume for up to a 5.1 system.
Setup parameters are available from
the front panel or remote software. Tan-
noy does not provide a calibration mic or
any “sweep parameters” or “auto-calibra-

and Networking

tion via pink noise™ to analyze your particu-
lar acoustical space. “Room position™ is set
at the menu to apply boundary compensa-
tion for installation on a console, against a
wall, in a corner, etc., but no graphs are in-
cluded to tell you what's actually happening
at these settings. There's an onboard pink-
noise generator with a +6dB range. but no
explanation is given about how to calibrite
vour reference levels in SPL. A “relative lev-
el” adjustment range of 0 to -40 dB allows
for a preset relative to the calibrated global
level, but again, at what reference? Using an
analog Radio Shack SPL meter, I measured
85dBA SPL ai 1m with the generator set at
the default, 0.0 dB. Bass and treble can be
adjusted by 6 dB, but no curves or shelving
characteristics are described beyond that.
Using an RTA showed that bass is a low
shelf, starting around 160 Hz. Treble is a
high shelf with the knee somewhere be-
tween 3.5 and 4 kHz. Both filters sounded
good, adding a little more low-end body
and a nice sheen on the top. In my room,
these were unnecessary—running flat was
just fine. It would be nice to have this data
close by without jumping through hoops to
get it. If you are mixing for film, ANSI and
SMPTE 222M variations of the X-Cunve are
included, alonaz with charts for both,



UAD

“The UAD-1 is possibly the best value of any product available for a DAW.”

-Mike Clute. Pro Sound News

UAD-1e
NEW Extreme PAK

Chorus & Delay

ot B = — % Guitar & Channe! Strip

Compressors & Limiters

- @il ‘ analog ears | digital minds g@ (B

www.uaudio.com - Customer Service & Tech Support: 877-MY-UAUDIO » Business, Sales & Marketing: 1-866-UAD-1176
faew 54 s 8 el i .l Wil A N T rrsal Aug { Jy £ 8




DIGITALLY YOURS

The AES digital inputs are sclectable via
software or the front panel switches. In-
put sclection and speaker setup (includ-
ing reference levels) are not saved with
prescts, so switching between inputs and
matching levels can be cumbersome and
definitely not immediate enough for mak-
ing A/B comparisons. I found the convert-
ers (24-bit, duakbit delta sigma) slightly
lacking in depth and soundstage as com-
pared to other converters in a similar
or even lesser price range. The imaging
became somewhat flat. There was a par-

ticular emphasis of the upper harmonics
in the vocal range, making vocal tracks
slightly edgy.

Heavy midrange material, such as metal
guitars, were not well-defined. T used my
Alesis Masterlink’s converters for reference
by sending the converted analog output to
the Tannoys while simultancously sending
the digital AES output signal to the Tannoy
AES inputs, and A/B’d the two sources. For
another test, T sent /PDIF from a Digide-
sign 002 Rack to the Masterlink (to “con-
vert” to a balanced AES signal), again taking
the AES output to the Tannoys, with the an-

INSPIRED TO CREATE. CREATED TO INSPIRE

“What a capture medium! One
listen, and you'll know exactly
what | mean: it's truly a new
day for those wha record with
digital audio.”

~Craig Anderton, EQ

Superior fidelity.
Unsurpassed versatility.
MR-1000: The new
standard.

Record, mix or archive with the future-proof fidelity
of the 1-bit MR-1000 professional mobile recorder.
Its spec-busting 5.6 MHz DSD recording leaves no
audible footprints. The MR-1000 is perfect for location
recording, with its ample 40 GB hard drive and battery
power. It's also a hi-res mastering and archiving tool
in the studio. Plus, convert to all existing PCM formats
with the included AudioGate™ software.

Unequalled recording now. Unaltered recordings forever.

Visit www.korg.com/mr1000 for demos and info.
Also available: the new 1-bit MR-1 mobile recorder.

©2007 Korqg USA, 316 S. Service Road, Melville, NY 11747 « (631) 390-8737 * www.korg.com
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alog input coming from the analog output
of the 002. After a great deal of listening,
I always returned to the outboard convert-
ers, which reproduced more separation be-
tween the instruments and less brilliance on
vocal tracks.

PUMP UP THE VOLUME

On first listen using the Masterlink’s con-
verters, the speakers sounded great. 1 tested
the Tannoy Precision 8Ds last year (Febru-
ary 2006 issuc) and felt they had too much
top end and not enough punch. That's all
changed, thanks to the redesign of the Su-
perTweeter and the added subwoofer. The
imaging is stellar, with a wide sweet spot.
The top end is beautifully smooth and ac-
curate. The low end fills out nicely, with
compressed, master references sounding
truly exceptional.

On raw tracks coming out of the 002, ev-
erything I threw at the Precision 6 iDPs had
a deep, 3-D quality. Acoustic guitars, piano,
male/female drums/percussion,
clectric rhythm guitar, lead guitar, bass, sax,

vocals,

violins and trumpets were all reproduced
with subtle details and a solid soundstage.
One particular nylon-string acoustic guitar
track was extremely detailed. You could
casily hear the nuances and variations of
tone from the pad of the fingers to the bite
and percussion of the nail. Articulation is
very up front without becoming edgy or
exhibiting splatter. There's a pronounced
forward midrange, between 800 and 1.25k
1z, with the associated first harmonics also
cemphasized, bringing vocals forward in the
mix. This was in comparison to my main
reference speakers (JBL LSR63281°/6312P)
and verified with a RTA. And even after us-
ing these speakers for a prolonged period
of time, 1 didn’t notice any car fatigue—an-
other great feature.

AND IN THE END
What these speakers lack in auto-room cali-
bration and basic calibration documenta-
tion, they certainly make up for with excep-
tional reproduction. Those with the dough
should give these a listen, but all this tech-
nology comes with a fairly hefty price tag:
$7,006 for a 2.1 systemy; a 5.1 surround rig
lists at $12,870 with software, remote and
digital card. Prices: Precision 61 iDP master,
$2,185; slave, $1,696; TS112 iDP subwoofer,
$3,185; iDP-SOFT, $171; iDP remote, $295;
AES digital input card, $250.

Tannoy North America, 519/745-1158,
WWW.Lannoy.com. n

Bobby Frasier is a pro audio consultant and
educator in Phoenix.
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BY BOB HODAS

Bag End E-Trap Electronic Bass Trap

One Box to Help Fix the Holes

7~ 7'ith more than 1,000 room tun-

ings under my belt. I've devel-

oped a wish list of tools to help

me do a better job. For years, a tunable bass
trap has been at the top of that list. It would
be nice to measure a room, apply the fix
and walk away knowing that the problem is
solved. Two situations cry out for this type
of tool. First is a completed control room
that still has some existing low-frequency
issues, and the prospect of tearing the room
apart is undesirable and beyond the budget.
The second is a small control room (often
a home studio) where the use of traditional
bass traps is not possible due o a lack of
space. Bag End's E-Trap™ has the possibility
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of addressing both these scenarios.

The E-Trap acts as an acoustical absorber
in electronic form. By using feedback into 2
built-in loudspeaker, the transducer behaves
with the same dynamics as a membrane ab-
sorber. The unit can attack high-Q resonances
that are destructive to the room response—
both at the offending frequency, but also
because these tend to mask other frequen-
cies around them. Holes in the frequency re-
sponse can be caused by frequencies bounc-
ing off boundaries and returning out of phase
to the mix position. The E-Trap can reduce
the resonance amplitude and ringing (Fig. 1),
as well as reduce a reflection that could cause
cancellation at the mix position.

7.00 800 900 1000 11.00 1200 1300 14,00

Time (sec)

TIME DISPLAY

Fig. 1: A test signal of alternating on/off sine wave tones (starting at 27 Hz and raising 1 Hz each time it
turns on o 40 Hz) was played in a room. The blue frace is the undamped response in the room. The red

trace is the response with the E-Trap enabled.
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Fig. 2: Small mix room before use of E-Trap (yellow frace) compared to after E-Trap placement and

adjustment (maroon frace)

E-Trap’s enclosure is a compact 18x13x10
inches, allowing placement in the most ef-
fective position without significantly impact-
ing room aesthetics. The E-Trap is designed
to address two separate problem frequencies
simultancously (as long as the box position is
in the high-pressure location for both). Four
rotary pots et users set desired frequency
(coarse and fine controls), contour (think of
this as Q plus feedback) and the amount of
feedback (damping) for each offending res-
onance. A switch selects whichever of two
sampling microphones (front or back of the
cabinet) vou find most effective, and anoth-
er switch turns on: off the two channels. A
mini-plug for the E-Trap mic's outpant is also
provided, but this was not tested.

While E-Trap includes Windows PC
measurement software, it was not tested in
this review. If vou dont use that software,
Bag End reconmends using an FFT analyz-
er with 0.5Hz resolution. I used the Meyer
SIM 3 system, a dual-channel FFT thut oper-
ates at Vasth-octave resolution.

IN THE FIELD

1 tested the E-Trap in two completelv differ-
ent rooms and learned that achieving prop-
er results requires several hours. This box
is not simple to adjust because the problem
you're trying to solve is not simple. The first
step is finding the high-pressure points in
the room for the frequency you're trying to
tame. This involves measuring the room in
corners, along walls and along the fioor and
ceiling to identify the E-Trap's optimal place-
ment. By placing your measurement mic in
another high-pressure zone, you can see the
same basic adjustment results. In symmetri-
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cal rooms. this is generally on an opposite
boundary. but in odd=shaped rooms the mix
position is a reasonable spot. The problems
I was trying o control weren't subtle, so [
could casily hear the E-Trap's effect at the
mix position. [ wasn't going after the reso-
nance-causing frequency peaks, but was try-
ing to fill in holes in the speaker response at
the listening position in both rooms.

Once the E<Trap is placed, the tuning
process is difficult and, on occasion, coun-
terintuitive. (Sometimes more damping can
he achieved by actually turning dowen the
amount of feedluick.) Bag End recommends
a starting point for the controls, but then it's
open season for experimentation. Stuting
with the recommended settings, 1 narrowed
in on the offeading frequency with the
Coarse control pot and zeroed in with the
Fine pot. If you go over the top with your
adjustments, the box howls with unstable
feedback. T dont think of this as a nega-
tive—more of a1 less-than-subtle warning.

My first room was probably an unfair
test—frankly, the room needed some kind
of miracle. with its deep and very wide hole
in the low end. 1 believe the problem was
due to room dimensions. but there may be
other issues behind the room's false ceiling.

Still, Twas able to identify the problem areu.
1 could correct a few dB at the offending
frequency, although not enough to justify
installing the E-Trap.

The next room [ tackled was an oddly
shaped home studio garage conversion with a
huge hole at 50 1z and a peak at 63 Hz. Afier
much experimentation. the E-Trap ended up
mounted against the front wall about halfway
up and a few feet out from the comer. Some
considerable knob-turning yielded dramatic
results. In Fig. 2, the yellow trace shows the
room response prior to setting the E-Trap and
the maroon trace shows the tuned result. |
restored o massive 13 dB of energy at SO Hz. |
also went after the 63Hz peak. but found that
1 could not maintain the great results at 50 1z
it I pulled down the 63Hz peak. This may be
due to the problem areas™ center frequencies
heing too close together (as Bag End states
in the literature) or due to the fact that the
physical placement of the trap was not opti-
mized for the higher frequency.

Once you have the box wned, the set-
tings can be protected by carefully pushing
the pots into the panel. But what happens
if there is a failure in the clectronics? If the
pots were stepped, then you could dupli-
cate the settings on another unit. But at this

time, the only alternative is repeating the
tuning process. The pots™ settings are criti-
cal, and I don't think you could eyeball the
pots into plice on a replacement unit.

At a retail of $S1.598. E-Trap is not in-
tended to replace conventional bass traps in
traditionally designed studios. However, in
those rooms with low-end problems where
it is impractical to do a renovation. it may
prove 1o be a good cost-effective acous-
tic fix. 1Us also a good choice where the
space limitations restrict the use of large
passive absorbers. The fact that it allows
experimentation makes it a flexible ool
for taking the guesswork out of some nasty
room solutions. As a word of caution to the
D.LY er:
be most effectively set up by someone who

[ strongly feel that this box will

knows how to use sophisticated measure-
ment tools and has some understanding of
TOOI ACoustics.

Bag End, 847/382-1550),
com. L]

www. bagend

Bob Hodas tunes stidios aronnd the world,

Srom Sony i Tokyo 1o Abbey Rocd in Loni-

don and all parts in betceen. His Website
is woefully bebind. but it can be found at
e hobbodas.cont.

legend continues...

Hudio Designs
ATB Series

www toftaudio.com




Can the performance features of Neutrik’s XX series connectors

improve your love life?

.
\1Y<(( v
\ Possibly. You see, research
has long established that the key to a better €

love life is greater confidence. And that's
where we can help.

While our X series connectors are the
industry standard, our next generation XX
series provides even greater performance. The
increased durability, ease, and speed of XX
brings a fresh new sense of self-assurance to
every area of your life.

Exactly how do we improve performance?
Notice the ingenious “"cage” type female
contact. It creates multiple contact points that
increase conductivity and reduce wear.

X A

CONTACT
POINTS

v

Now check out the aptly named “solder cup.”

SOLDER STAYS WITH@
THE SOLDER CUP

It keeps the solder away from the contact, for
faster, easier assembly. You're feeling remark-
ably in sync with your mate, and you're not

even sure why.

NC3FXX

How else does the
XX help? Our new ground
contact enhances conductivity

between the  rGrouND srings
chassis and cable
connector. And our

unique latch design improves
security, ease, and speed. Your co-workers
keep asking you why you're smiling.

But can the XX stand the test

of time? No problem. :
_aK A

, CHUCK & INSERT
alignment. And our chuck ALIGNED

Our unique guide flaps

ensure easy, secure

type strain relief has higher
traction teeth, for increased
retention under the '
tougest operating conditions. =

You're going to have a great time on that
\

cruise to nowhere.

The moral of this story? @ .
If you want a better love life you need a better

connector. The XX series from Neutrik. ‘0:

I

ANEUTRIIK

CONNECTING THE WORLD
www.neutrikusa.com




Studio Projects T3 Microphone

Nine-Pattern Tube Condenser Delivers Warm, Transparent Tone

ince PMI Audio Group acquired
Studio Projects. they have worked
at improving the  low-cost
condenser lines being made by 797 Audio

in Betjing from PMI's designs. For starters,

upon

the 797 moniker is no longer on the body
of the mic. The mies are manufactured
abroad, but are designed from the ground
up by PMI's Brent Casey in PMI's HQ in
Gardena, Calif. Admittedly, I've become
jaded through my experience with the old-
er mics and ignorantly never really gave
the SPlogo much respect, until now,

EXTREME T3 MAKEOVER

The T3 ($839) has been around for some
time, but recently underwent a significant
aesthetic and  technical update,  starting
with a capacitor change in the high-imped-
ance section. Its sleck 9x2-inch, matte-sil-
ver body now has a redesigned headstock,
with sweeping curves and aheavier mesh
grille that delivers an understated  look
reminiscent of the AKG C 12, after which
the T3 is modeled. At 26.9 ounces, the T3's
craftsmanship, elegant visage and rugged
feel seream “classic.”

The mic uses a 1.35-inch, gold-sput-
tered Mylar foil capsule with an exter-
nally polarized and balanced transformer
output. Its dual G-micron diaphragms are
coupled through a minimalist tube circuit
designed around a hand-selected 12AY7
(6072) ~dual-triode” tube, chosen for its
traditional warm sonic character and low
noise. Pattern control is variable between
omni, wide cardioid, cardioid, supercardi-
oid, hypercardioid and figure-8, as well as
all intermediate settings, via a 9-position
switch on the remote 110/220VAC power
supply.

There are no switches on the mic,
nor a pad or low-cut filters on the sup-
ply. Frequency response is listed as 20 to
20k Hz. and its 18dBA self-noisce equates
to a signal-to-noise ratio of 76 dB, which
is typical for modern. large-diaphragm
condensers. Sensitivity is also good at 14
mV/Pa = -37 dB +0 dB = 1V/Pa). with a
125dB max SPL. The T3 ships in a rugged
aluminum case, with a lengthy gold-plated
7-pin cable, suspension shockmount and
foam windscreen,

100 MIN, Jitne 2007 o wwew.mixonline.com

UP TO THE CHALLENGE
I ran the T3 and an AKG
C 12VR, for comparison,
through a Millennia HV-
3C preamp and an Apo-
gee Rosetta 800 converter,
recording both simultane-
ously to Pro Tools HD at
48kHz/24-bit. After allow-
ing seven days of “burn-in”
before  listening  critically,
I detected that the T3 was
about “t to 5 dB hotter than
the C 12, so I matched lev-
c¢ls using the HV-3C's 1.5dB
gain steps.

With both mics set to
cardioid and pointing up
the neck  at
12th-fret position, a Mar-
tin OM-28 Vintage Reissue
wis up first. Immediately

the classic

and
round without any boxy
resonance, the T3's highly
controlled character, exqui-

detectable as  sweet

sitely smooth top end, and
minimal off-axis coloration
performed admirably, simi-
lar to much pricier small-
diaphragm condensers
often used in these record-
ing situations. Unlike the C
12 with its prominent low
end, the T3 was easier to
place with almost instantly
gratifying results—capable
of getting in tight for strong

directed toward the sound hole for warm-

room isolation. Even when

er body tones, it never became hoomy. 1
could achieve any sound I wanted simply
by mancuvering the mic, without resorting
to EQ. The tonal balance was remarkably
even. The mic was also considerably qui-
cter than the € 12, Indeed. the T3's circuit
design uses as few components as neces-
sary to minimize self-induced noise and
coloration.

When tossed into a room with seyeral
different styles of guitar amps, the T3 stood
up to their assault, handling each very well.
In the past. I'd often mike dual speaker

cabinets with a dynamic
and a condenser, blend-
ing or choosing between
sources at mixdown, yet
the T3 delivered a surpris-
ingly well-integrated and
modern tone, offering a
nice balance of crunch
and warmth.

Not having a matched
pair to test with, I pro-
kit
by spot-miking pieces in-

ceeded to the drum
dividually and later posi-
tioning the T3 with the C
12 in a stereo overhead
configuration, strictly for
clone-comparison  sake.
Uscd direct, the mic solid-
ly captured mid- and floor
toms when mounted face-
down about two to three
inches from the top heads,
though it didn't fare so
well inside the kick drum,
blowing out when T went
for a more clicky sound
and aimed it two inches
from the batter head. Bot-
tom-snare and hi-hat mik-
ing delivered crisp attacks
with strong, smooth pres-
ence in the decay, with
none of the brittle hehav-
ior you might expect with

% mics in this price range.

When compared as over-

heads, the two played very

close matches, except that
the T3 had a slightly more emphatic 6 to
LOkHz range, albeit an extremely smooth
one.

The T3 imparts a little more sibilance
on vocals than the € 12, but this can also
directly equate 1o increased  clarity  for
some vocalists, such as louder and more
powerful singers. In particular, female pop
vocals shined on the T3, while quiet and
“noisy” vocalists may not benefit from the
exaggeration. The slight bump also tends
to make the T3 more present and impres-
sive-sounding than the C 12, though not
artificially so. There are no “specialized
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Bad Drum Sound?
Replace It.

DRUMAGOG ..

amapleFie

Is your drum sound driving you nuts? Relax - Drumagog will make those old,
stale drums sound like a million bucks! It works by automatically replacing
what’s on your audio drum tracks with samples of new drums. The industry
choice for over 5 years, Drumagog is available for both PC and Mac, in VST,
RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay,
Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day.

877-318-WAVE
www.drumagog.com

WAVEMACHINE LABS

The New
Wounder Audio
CM7-GT. So
easy to get
into, it's going
to move fast.

Vintage New-Old-
Stock Telefunken
Glass Tube with

remote pattern
switching $2,795

\DW’L' Hd@[’ qQu "lo *  wunderaudio.com
(512)338-6777
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marketing” frequency spikes or other trick
curves here. The highs are simply gorgeous
with smooth and natural “air” for miles.

On male vocals. the AKG's famous
lows aren’t as pronounced with the T3,
which may nced some EQ. I've always
found the sweet spot for vocals on the €
12 to be rather small, tending to sit some-
where between eight to 10 inches from the
capsule, which seems to lessen the trade-
mark thickness in its bottom end. On the
T3. however, you can be anywhere from
three or four inches to well past a foot and
still sound like a million bucks.

MY CUP OF T

I love this mic. [s it a spot-on C 12 clone?
Not really. Although iUs certainly of the
same ilk, 1 believe that the T3 is actual-
ly better-sounding in most cases. With a
cleaner signal path, flatter response, ex
tended bottom, much more forgiving prox-
imity cffect and off-axis response. plus
admirable tolerance for high SPLs, the T3
will surely be put to work in many tradi-
tional and untraditional scenarios, includ-
ing those where you wouldn't dare place a
$7.000 to $10,000 microphone.

Knowing its street price is closer to six
bills. I'd never have expected this to be a
first-class vocal mic. However, I wouldn't
hesitate for a moment to use the T3 on a
crucial lead, having switched out the AKG
at many points during my review in tavor
of the T3s more present and flattering
handling of a powerful female R&B vo
calist. Highly animated on her toes, even
when she'd “test™ the sweet spot, her per
formance remained extremely even and
upfront—a feat nearly impossible when
tethered to the € 12, On any vocal or in
strument. the T3's tube circuitry imparts a
wonderfully warm, transparent yet natu-
rally defining character, without sounding
hyped or colored-to-purpose in any way.
This, together with its nine  switchable
pickup patterns, lends to its extraordinary
versatility in tackling the soup-to-nuts of
any studio session.

Whether you already own a mega
bucks mic and are looking to complement
it with a different personality and some-
thing you can be more adventurous with,
or you're searching out a primary mic with
vast potential. the T3 probably represents
one of the best microphone values on the
market.

Studio Projects. 877/5603-6335,  www.,
studioprojectsusa.con. u

Jason Scott Alexander is a producer/mixer,

remixer in Ontario. Candar.



50 TRUE

VXT MONITORS FROM KRK

You need to trust that the music you hear in the studio will be true to your artistic
vision. Above all things KRK engineers understand this, and take great care to
create produck that can be trusted and relied vpon. The new VXT monitors
embody the attention to detail and desigr expertise you would expect from KRK.
Key elements such as a cultingedge enclosure, optimal airflow with low port
tutbulence, and high-quality components, enable VXT monitors to deliver a very
real and true sound that is in a class of it's own.

888.361.5528 www.krksys.com
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BY KEVIN BECKA

Apogee Symphony Native Recording System

Low-Latency, Mac-Based Operation

onsidering the recent advent of

affordable, fast and powerful multi-

processor computers  hitting  the
market, and DAW applications with drivers
that can take advantage of this power, there
is no arguing that native recording is com-
ing on strong. This newfound power gives
engineers and production houses more op-
tions than ever to get their work done. The
hitch in this new way of working doesn’t
lie with mixing, where latency isn't a factor,
but with live recording, where delays from
input to output can kill a groove. Apogee
Electronics conceptualized, engineered and
designed a system that takes advantage of
Apple’s new multiple processors and PCle
architecture to get in and out of the box
with minimal latency.

WE'VE GOT A SYSTEM

The Symphony System combines Apogee X
Series or Rosetta Series converters fitted with
Apogee’s optional X-Symphony card and a
Symphony Express PCle card. The new Mac
Pro tower or a MacBook Pro laptop fitted
with the Symphony Mobile card (see *Sym-
phony Mobile System™ on page 105) can act
as the center of your studio universe. The
tower allows up to 96 total channels while
the laptop gets you 32. Both need a separate

drive for the DAW
software  and a
lightning-quick stor-
age drive to kill the
latency beast. Sym-
phony is compat-
ible with any Core
Audio-based appli-
cation; however, for
this test I used Logic
Pro Version 7.2.3.
The Symphony
system comes with
Apogee’s Maestro management and mixing
software, which I never used during this test
because Logic Pro is able to adjust the sam-
ple buffer precisely for a session’s needs and
has advanced routing capabilities. On top of
that, I wanted to be able o maintain real-
world workflow by building cues, routing
and mixes completely within Logic Pro to
see how it would work in this situation. (See
“Maestro Software” for more information.)
My test setup included an Apple Mac Pro
quad-core computer featuring two quad-core
3GHz processors and four drives total—three
S00GB drives striped as RAID 0 for storage
and a S00GB system drive. All digital conver-
sion was handled through two Apogee AD-
16Xs and two DA-16Xs. The digital /0O was

MAEsoro soroware
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Included with Symphony, Maestro software
lets you handle some essential tasks, includ-
ing the ability to control hardware ins and
outs from the computer to Symphony (or
Symphony Mobile), route audio between—or
even within—DAW apps via Apogee’s VBus,
and adjust settings for low latency with its
Performance Tuning feature. There’s also a
mixer that blends the hardware inputs with
your DAW’s returns and sends this to the
hardware outputs. This is all performed while
your DAW is running.

On the practical side, Maestro can take
over when your app does a poor job with la-
tency or offers insufficiently tow buffer set-

MIX. June 2007 = www.mixonline.com

tings, such as in GarageBand; it could also
be used for low-latency cue sends. Logic Pro
users will love the fact that Maestro lets you
take advantage of Apogee’s VBus. Before, you
couldn’t perform bounces back to an audio
track and record them in Logic, but with the
VBus, you can send it out of your source tracks
and invite it into your target tracks, all on
VBuses (up to 32).

Maestro is a nice friend to have around in
the studio for a number of critical jobs, should
your setup need the help. However, if you're
using major DAWs such as SONAR, Digital Per-
former, Nuendo, BIAS Peak and Logic Pro, you
should not need it. —Kevin Becka

ported to and from the computer via Apo-
gee’s proprietary PC32 digital cable through
the first converter, then daisy-chained through
the other units, which were fitted with Sym-
phony-X cards. This system lets users config-
ure a total of 32 I/Os through a single PCle
card; 1 had 32 channels available and used
19 inputs and 28 outputs. All of the convert-
ers were clocked from the first unit and then
down the chain using BNC connectors. Ana-
log 1/O and controller duties were handled
via an SSL AWS 900+. The analog inputs were
fed into the converters through Mogami Gold
Va-inch TRS to DB-23 from the AWS 900+.

STRIKE UP THE BAND

For this test, I combined tracking and MIDI
sequencing. My mission was to replace some
sampled tracks with live drums, guitar and
bass. The mix comprised a MIDI track that
was originally built in GarageBand and then
opened in Logic Pro using multiple virtual
instruments representing drums, bass, keys
and guitar. The song ran virtual instrument
emulations of a B3, Rhodes and Clav, as well
as a virtual drum kit, bass track and Apple
Loop that took up bandwidth but were not
monitored. The session also carried a pre-
viously recorded live sax track. My tracked
drum kit was recorded using 17 mics into
the AWS 900+; the guitar and bass were tak-
en direct into the AWS. All instruments were
sent to Logic Pro via Symphony.

Because the AWS 900+ has only 24 inputs
for mixing, all virtual tracks were brought
back in a stereo stem out of Logic, while the
live tracks were brought back to their own
inputs. In addition, the live tracks and stem
were sent to the 5.1 output and the head-
phone cue for the drummer. My session



was held in the Conservatory of Recording
Arts’ D Room, which houses five M&K MPS
2510PK speakers and an MPS 5410 sub.

TAKING THE TEST

The first test was to try to max out the sys-
tem and then backtrack using various buffer
settings and sample rates to see how latency
and system behavior modified workflow.
I started with the system at 24-bit/192kHz
and a buffer setting of 256 samples, and pro-
ceeded by getting guitar sounds. The player
was going directly through the instrument
input on the AWS 900+ into Logic Pro. On
the guitar's Logic channel strip, I ran amp
emulator, compressor, reverb, rotary speaker
and limiter plug-ins. The bass was also taken
direct into the AWS instrument input, and [
used an EQ plug-in on its channel in Logic. I
experimented in this mode assessing latency,
which was inaudible, according to the play-
ers. However, there was considerable snat-
ting and some drive performance errors at
this sample rate, so I opted to knock it down
1o 24-bit/88.2kHz, with the buffer set to 128
samples (the latency equivalent of 44.1 kHz
at 64 samples). At this rate, I experienced no
problems.

I was excited and impressed that I could
get this level of performance without dedi-
cated DSP or a card cage (the computer and
Symphony ably handled those tasks), as well
as with a low buffer setting. Keep in mind
that I wasn't simply putting the 19 tracks
into record. While recording, I used system-
hogging virtual instruments and plug-ins on
the guitar and bass tracks, and played back

prerecorded audio. 1 was feeling cocky at
this point, so I decided to take the session
setting up 1o 24-bit/176.4kHz and a buffer
of 256 samples. The take came off without
a hitch, with none of the snatting or drive
errors that I saw at 192 kHz earlier,

WORKFLOW IN LOGIC

This isn't a Logic Pro review per se; how-
ever, in reference to native recording, there
was some inherent clunkiness in Logic that
kept session flow difficult. For instance,
whenever [ stopped recording to reset lev-
els or do another take, a dialog popped up
in Logic telling me that the app was recalcu-
lating the waveforms. The time that it takes
Logic to do this depends on the session’s
sample rate, with higher rates requiring
more time. Another feature notifies you of
possible audio clipping, with one message
for each track that has to be cleared individ-
ually. You could ignore these messages and
record again, but the AX'S 900+ still carried
messages on its scribble strips announcing
the presence of screen dialog, which pre-
vented me from seeing the track names.

I found a preference to defeat this, but that
resulted in having blank regions. The most
obvious glitch was that at any sample rate,
there was a slight drop-out when punching
out—but not punching into—a track. This
was only evident during the recording, not
after, so it wasn't going to the drive. Apogece's
view is that it was a Logic issue due to a lack
of available voices, but I had plenty of punch
on the fly, so I'm not sure if this is a Logic or
a Symphony flaw, but it is notable.

IS SYMPHONY A MASTERPIECE?

To be blunt, I got away with murder, consid-
ering what I asked this system to perform.
I didn't go crazy with plug-ins, but did use
five during tracking. I also used some DSP-
intensive Vis and, remarkably, didn't have to
freeze tracks during the session. As detailed
in the “Symphony Mobile System” sidebar, 1
was able to port over to the laptop system
easily without a reboot, run the session and
record another take without a hitch. The key
point here is that the system had enough
muscle to pull off a 32-track session on a
native system without a card expander or
external DSP, while carrying some serious
plug-in and VI baggage in tow.

Recording natively saves some consider-
able cash over other established alternatives,
giving the user a great degree of freedom.
Plug-ins are cheaper by a long shot, and
you can use most any DAW software you'd
like. Symphony is certainly a contender for
the native crown: This all-in-one system fi-
nally provides the horsepower necessary to
get the job done, whether you're mixing or
tracking. Prices: X-Symphony Card, $200;
Symphony PCI card, $795; Symphony Mo-
bile $595; and AD-16X or DA-16X, $3,495.

Apogee  Electronics,  310/584-9394,
www.apogeedigital.com. n

Kevin Becka would like to thank Logic guru
Robert Brock, Ryan Bawmann from GC Pro,
Dave Casey from Apogee, Tony Kinchion
(gutitar), Rob Wagener (bass), Jobn Lewis
(cdrums) and a cast of Conservatory of Re-
cording Arts interns for their belp.

aumpnonu Monile

If you want to take your native Apogee sys-
tem on the road, then the Symphony Mobile
System might just be the ticket. Compatible
with any Apple MacBook Pro, the system fea-
tures 32 channels of 24-bit/192kHz digital
1/0 boasting 1.6 milliseconds of latency at
96k. It connects to the laptop’s Symphony
Mobile card (which has the same bandwidth
as the X-Symphony card) via a single PCI-32
cable and then to Apogee’s Rosetta 800, Ro-
setta 200, and AD-16X and DA-16X convert-
ers via the optional X-Symphony card. It is
compatible with any Core Audio software ap-
plication and includes Apogee’s Maestro soft-
ware for controlling, routing and accessing
Core Audio’s VBus for virtual routing between

auguem

or within applications.

To port this test over to the Symphony
Mobile System, Dave Casey from Apogee pro-
vided an Apple MacBook Pro with Intel Core 2
Duo processors running at 2.33 GHz and fitted
with a Symphony Mobile card. I could hot-
plug the cable from the X-Symphony card to
the Symphony Mobile card without a reboot.
I then re-booted the Mac Pro tower in Target
mode so I was tapping off the tower's RAID
to the laptop through the FireWire 800 port. I
brought the session to 24-bit/88.2kHz with a
buffer size of 128 samples and ran a take play-
ing back all virtual tracks and recording the
live band. Impressively, it came off without a
hitch with no drive errors or noises.

According to the performance meter, I was
on the edge of CPU power, but it had no effect
on the recording. Of course, had I run into a
glitch, I could have frozen the virtual tracks
making the load even easier on the laptop’s
processor, yet this wasn't necessary at this
sample rate and buffer setting.

I also tried recording all 32 tracks at once
without plug-ins or VIs, and the system pulled
it off like a champ. This bodes well for those
looking for a dual-duty recording solution that
could be taken into the field and then brought
back to the studio and simply plugged into a
tower for mixing or sweetening. This review
was a winner all the way around.

~—Kevin Becka
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ROAD-READY

Steinberg

CUBASE 4

advanced music production system

- Record unlimited audio/M1DI tracks

- Complete host hased mixing engine with EQ and dynamics

- 50 real time VST audio effect plug ins

- Integrate with PreSonus via Control Room feature for
software controllahle sub mixes

PreSonus

FIRESTUDIO

26x26 firewire recording system
-8 XMAX class A microphone preamplifiers
- JetPLL jitter elimination technotogy
DSP matrix routing mixer
- Word clock 1/0, MIDI 1/0, SPDIF [/0

PreSonus e

— DIGIMAX FS

8 channel preamp w/ lightpipe

(2 units shown for an additional 16 channeisi,
- 8 XMAX class A microphone preamplifiers

- 96k digital output via SMUX

- JetPLL jitter elimination technology

- Direct outputs, insert points, DAC inputs

|

Sweetwater

CREATION STATION
FR EE af?o?liioﬁg g?l?rr?otjlrg rc]or?fi(;uration

MDN'TDR STA‘HDN REMDTE - Every component hand-selected for audio production

- Audio-optimized Windows 0S
BUY A FIRESTUDIO & CUBASE 4 FROM SWEETWATER - Glyph hard drives huilt for audio recording

GET A FREE MSR ($229.95 value)

Take control of your
FireStudio with the MSR.

Input and speaker switching,

surround control, talkback,

mute, dim, mono and more.
LIMITED TIME ONLY

|

{15 PreSonus

JreSonus & FireStudio ™ are trademarks of PreSonus Audio Electronics Inc. Stenberg GmbH & Cubase 4 are registered trademarks of YAH1aHBI Comorsion? e 1MEYEImination Technology are trademarks of TC Applied Technologies Ltd. The JET technology s used under sublicense from TC Apphed
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LJAQS DF GI_AY'TPF%'DDUCES LIVE CD DURING TOUR

. When Jars of Clay hit the road to promote their current release GOOD MONSTERS, they wanted to record their shows in hopes
W of releasing a live recording after the tour. Aster recording the first few shows, they realized, not only was their Creation Station

system rock solid, but that the recordings were so high quality they decided to release a live record, called LIVE MONSTERS,
during the tour! How did they do it?

It starts with a recording system capable of dealing with the demands of a national tour. At the heart of the system is the
Sweetwater Creation Station — designed and configured by the computer audio experts at Sweetwater specifically for audio
production. Connect the PreSonus FireStudio™ and two DigiMax ES’ for 24 Class A microphone preamplifiers with Jet PLL
synchronization technology enabling hours of rock-solid continuous multi-channel recording. Finally, add Steinberg’s Cubase 4
- the most advanced audio recording and praoduction software with the ability to mix during recording, send sequencer and virtua:
instrument tracks in real time and more, for a fully integrated hardware and software recording rig that can handle anything
thrown at it.

“Qur recording rig is exactly what we need it to be: dependable, easy-to-use, and powerful,” says Jars of Clay guitarist Mati
Odmark. "It has become an integral part of our production and recording. The PreSonus preamps sound amazing, Cubase 4 is
unbelievably creative and powerful and trh.e Sweetwater Creation Station never skips a beat, literally. Thanks Sweetwater for the
sweetest recording rig!”’

Call Sweetwater today at 800-222-4700

or visit www.sweetwater.com Sweewvater

Check out video and photos of the recording at www.sweetwater.com/jarsofclay Music Instruments & Pro Audio
Check out www.jarsofclay




BY BARRY RUDOLPH

Buzz Audio essence Opto Compressor

Full-Featured Performance From a Compact Modular Unit

uzz Audio’s essence is a single-
channel opto compressor module
with many custom fteatures usually
found on larger, rackmounted compressors.
One essence module fits into APPs 500
Series rack—either the newer 4- or 6-slot
Lunchboxes, or the 10-slot S00VPR unit.
The unit occupies two slot spaces: Slot
one’s XLRs are for audio 1/0; slot two's
XLRs provide 1/Os tor a sidechain insert.
Like the Buzz Audio SOC 1.1 Stereo Op-
tical Compressor (see the review in March
2004), the optical gain-change element uses
a Hewlett-Packard Quad LED light block and
four specially selected, light-dependent resis-
tor elements. The light block is driven ditfer-
entially so that two LDRs control the positive
audio peaks and the other two control the
negative. The main audio path uses Buzz's
BE40 and BESO discrete Class-A amps and
Lundahl /O transformers.

NOT A LIGHTWEIGHT UNIT

The densely packed front panel has a large
10-segment LED VU meter, seven toggle
switches and five human-sized control knobs
that are larger and feel better than the typi-
cal knobs used on API modules. Essence’s
operational precision is evident by the com-
plete set of clearly marked front panel con-
trol knobs, including drive (threshold), ratio,
output gain, attack and release.

There are switches for hardwire bypass,
stereo or surround Enking, sidechain insert
170, sidechain monitor select, high- and/or
lowpass filter insert to the sidechain path,
and input/output/gain-reduction source se-
lect for the level VU meter. The VU can be
internally set to read either standard +4 dBu
or +14 dBu, with the latter better suited for
use with a DAW,

The high- and lowpass sidechain filters
have a "B" (boost) position and a “C" (cut)
position. These are shelving filters with 8
dB of maximum boost/cut at 100 Hz and
10 klz, with their corner frequencies both
starting at 600 Hz, which is the classic Bax-
andall topology used in many EQ circuits.

A HARDWARE PLUG-IN

Essence went to work as soon as 1 plugged
it into the studio’s API rack. It went right in
with no problems; you will have to secure
wwwe.mixonline.com
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it with screws so that the rear-edge
connectors stay firmly seated. Es-
sence pulls a total of 120 mA—60 |
mA for each slot—which is well
within spec for modern API racks.
My first tests were on individual
drum tracks recorded flat into Pro
Tools. Normally, I would not use
an opto COMPressor on Percussion
because usually the attack times (if
they are available) are too slow.
Essence has a Ims attack time that
was actually too fast! At 1 ms with a
20:1 ratio and the drive control set
halfway or higher, the snare hit’s
“stick” portion was completely re-
moved. This type of special effect
is usually associated with compres-
sors that use VCAs or FETs. '
The 15ms attack position was

more  realistic-sounding, produc-
ing a nice “pop” with each strike
on the drum. Between the drive
control setting and the excellent
range of release times, you can dial in as
much drum ring out as you want. [ used
the 200, 400 or 800ms positions, depending
on tempo and whether the drummer played
grace notes or fills between back beats.

On vocals, cleanliness is important, es-
pecially if you use a lot of compression.
Essence’s sound sparkles even using a 10:1
ratio and 10 dB or more of gain reduction.
No compressor is transparent, but when I se-
lected proper attack and release times, there
were no noticeable bad-sounding artifacts. |
used the “C” position on the sidechain’s LPF
to lessen the amount of compression caused
by intermittent plosives and the subsonic
low frequencies from my male singer.

Electric  guitars sounded good when
compressed by essence. I'm not generally
into “auto” positions, but the auto-release
time position worked fabulously on a funky
rhythm guitar track. With the attack time set
to 15 ms, there is very litle dulling, even
under about 6 dB of gain reduction. On gui-
tars, primarily a midrange instrument, I used
the “C" positions on both the low and high
sidechain filters to narrow the frequency
bandwidth available to essence’s opto ele-
ment. This setup produced a dense guitar
sound without sounding overly clamped.

For bass guitars, | switched to the “B”
mode in the sidechain’s lowpass filter to

make the unit more sensitive to low fre-
quencies. The result was increased preci-
sion: You can fine-tune essence to exactly
meet the needs of a bass guitar. Using a 2:1
ratio, 70ms attack and 800ms release, the ul-
traclean opto sound kept the Fender P bass
sounding full and natural.

THE ESSENCE OF UTILITY
Essence packs a lot of  easy-to-control
power into just two AP 500 slot spaces. At
first, 1 had two immediate impressions: It
is very clean-sounding and extremely fast
for an opto-based compressor. [ also liked
the solid feel of the switches and knobs,
along with the large VU meter that always
indicates level and gain reduction, even
in bypass. It functions cleanly for smooth
and fast compression, making this $1,200
(MSRP) unit a first choice for any dynamic
processing—from subtle to severe.

Buzz Audio, dist. by Atlas Pro Audio,
813/746-4058, www.buzzaudio.com. ]

Barry Rudolph is an [.A.-based recording
engineer. Visit bis Website at www.barry
rudoiph.com



“Radial makes a DI
box that does

exactly what it is
supposed to do.
No compromise.”

Paul Boothroyd
(FOH engineer - Paul Simon.
AC/DC, Paul McCartney)

“I'm really happy...

| replaced my old
DI's and found the
J48's to have more

' output and less
coloration. Acoustic
music has never
sounded so good.”

Jerry Douglas
(Alison Krauss & Union Station,
12-time Grammy winner)

“I thought Radials
only worked on
cars, but since my
sound man
hooked them up
to my guitar, 1 like
them even better.
Great clear and
pure sound!"
Phil Keaggy

(world renowned
guharist/performer)

“Itis nice to find
great sounding
industrial grade

' equipment still
being made today!"

Daniel Lanois
(U2. Robbie Robertson, Bob
Dylan, Peter Gabriel}

"Over the past 13
years | have used a

variety of DI boxes.

The Radial J48 is
without a doubt
the best, cleanest
and most versatile
D1 I've ever used.”
Paul Richards

(California Guitar Trio}

“With a Radial D),

the difference is

B surprising and

dramatic. The

} sound is punchy,
warm, solid and

* accurate.There's
no going back!"
David Oakes

(Front of house engineer
Pat Metheny group)

"When it comes
to sonic integrity,
nothing touches
Radial. Great gear
built by great
guys."

Steve Stevens

{Bilty Idol, Atomic Playboys,
soundtrack - ‘Top Gun’)

The Rosley] ALE m:Tide DI gy 11
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“Acoustic

‘music has
never
sounded
so good”

~ Jerry Douglas

Whether you play a jumbo, dreadnaught, dobro or triple-0, the tone
going from your guitar to the PA system depends entirely on every
component along the way. And your DI box is the most
important component of all: it takes the guitar signal, converts
the impedance from hi-Z to low-Z, balances the line and
then drives it hundreds of feet to the mixing console.

An active direct box like the Radial J48 is in fact
an instrument preamplifier. And like studio mic
preamps, the quality varies. But what
actually makes a great direct box? Simple:
If you take the time to design the
circuitry so that you get the lowest
harmonic distortion, virtually zero
phase-shift, reduced inter-
modulation distortion and then
provide sufficient headroom so
that even the foudest guitar
will not choke the input stage,
afunny thing happens...
It sounds better.

Radial...
true to the music”
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BY KEVIN BECKA

Korby KAT RED, KAT BLUE Tube Mics

Compact, Large-Diaphragm Models Add Color to Your Session

orby Audio Technologies is a Nah-

ville-based  boutique  mic shop

whose practice of doing all the
work in-house and by hand sets the com-
pany above the crowd. Part of that proce-
dure is a painstaking process of listening
to cach product exhaustively after burn-in
and tuning cach capsule with the intention
of getting it just right.

Korby also offers a unique custom-tun-
ing service that lets customers return the
purchased mic for another round of tweak-
ing if the product does not live up to their
expectations. Korby makes a number of
FET and tube mics, including the KAT Sys-
tem convertible mic with interchangeable
capsules (reviewed in October 2000 issue).
For this test, T had one of each of the new
KAT RED and KAT BLUE miics, both having
an under-grille LED that speaks its name in
color when the mic is powered up.

NEW KATS ON THE BLOCK
The KAT RED and KAT BLUE are both fixed-
pattern, cardioid tube condensers, each us-
ing an NOS Philips 6111 dual triode. The
bodies and long swing arms that hold the
mics are brass, and the entire rig is cov
ered in a brushed-nickel finish. The feel

is solid, and the badies are consider-
ably smaller than you'd expect from

a l-inch diaphragm, making it casy

to swing and place the mic in tight
spots. The difference between
the two arises in the capsules.
The RED is a free-floating,
side-terminated, custom-tuned
capsule tuned with an AKG

C 12 backplate, while the
BLUE is a center-terminated,
custom-tuned capsule with a
Neumann U67 backplate.

&

IT’S STUDIO TIME

I first heard the KAT RED
placed seven inches back
from an acoustic guitar,
just above the sound hole.
‘This mic is more dependent
on placement than any other mic I've re-
viewed. It would be casy to give up at first
listen and move on, tat it's worth the extra
cftort to place it properly. At first, it was not
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flattering, but then 1 pulled it back another
two to three inches and it sounded bright—
but not overly so—and true to the guitars
tone. It was not boomy in the least, but this
particular guitar tends to be hot in the up-
per-miids. The true test was in the track: It
sounded great with no need for EQ to make
it cut through. The attack of the pick against
the strings was clearly defined and the over-
all tone was round with plenty of top but
without being harsh.

The KAT BLUE was next up as a center
overhead on a drum kit, positioned about
two feet above the tops of the cymbals. The
top end was clean and the bottom was full,
with no hint of harshness in the cymbals.
When the snare was hit, the mic produced
a slightly compressed sound that gave the
snare 4 nice, natural roundness. 1 next heard
the mic on the outside of a kick drum, pulled
back about eight inches. At first, the kick
sounded slightly overdriven, but moving the
mic back another foot was just the ticket, pro-
viding plenty of great low-end thump.

When capturing a Leslie cabinet, the KAT
BLUE exhibited a nice warmth

and fullness, even though it was
used at the top of the cabinet

on the rotating horn. As a

secondary option, a Royer SF-

,' 24 stereo ribbon mic filled out
q the middle nicely; both mics
worked well in tandem in this
application. The RED sounded
fantastic on a guitar cabinet. The

-
|

[ |

player switched between clean
and distorted sounds, and the
mic provided great pick detail
and ample top for the clean

sound, and covered the top
end of the distorted sound, as
well. As another option, a Shure
SM57 nicely filled in the mid-
range, making this combination
a4 winner.

I next heard the BLUE on a
male lead vocal. This particular
vocalist makes for a tough ses-
ston, as he has a strident edge
to his voice, T often use him as a bellwether
on how a mic tames transients and handles
harsh vocals. T often use an SM7 on him be-
cause it does a good job at rounding out his

dynamics and frequency peaks. The BLUE
did a great job, offering top end with great
detail while providing warmth and a nice
roundness to the transient peaks. [t was a
clear winner over the SM7, which sounded
tubby by comparison.

| SEE THE LIGHT

These mics are special. Although tailored
atter vintage Euro stock, putting the RED
and BLUE in that box would be a disser-
vice. Each has its own personality and is
eminently usable in nearly every situation.
The mics” small size is a plus, making them
casy to place accurately and position in
tight spots.

If I had one complaint it would be that
there's a lack of identity when the mics aren't
plugged in. It's casy to tell theny apart when
the LED is on, but when they're in the dark,
50 am 1. 1 found myself having to look at the
capsule to see if it was terminated in the cen-
ter to identity the mic as RED or BLUE.

That aside, the performance of both was
stellar. The RED had a nice silky top end that
wasn't overblown, and the BLUE exhibited
a warmth that worked great on male lead
vocils and outside a kick drum. Korby has
released more mics that are a dream to use
and listen to. Price: $3,495 each, including
power supply, cable, yoke mount and case.

Korby Audio, dist. by Vintage King,
248/591-9276,
www. korbyaudio.com. |

www.vintageking.com,



Apogee, Apple & Sweetwater

The promise of a fully native pro audio production system realized...
With the legendary sonic quality of Apogee’s audio interfaces combined with the power of Logic Audio and the
computer audio expertise of Sweetwater. there is nothing standing between your Mac and sonic perfection.

Apogee worked closely with Apple to deliver uncompromising performance and seamless integration with Logic Pro
via Logic’s Apogee Control Panel. With Ensemble, everything from mic pre and output gain to sample and bit rate
selection are controllable from the Mac.

8 channels of premium 24-bit 192K AD/DA conversion 4 Hi-Z instrument inputs
8 channels of ADAT I/0 2 individual assignable headphone outputs

2 channels of SPDIF 1/0 Core Audio compliant FireWire 400 1/0
4 digitally controlled 75db mic preamps Apogee exclusive “Soft Limit” and “UV22HR" technologies

TR AR e

Once your audio reaches your
¢ Mac, you need a powerful,
LogicPro? flexible application to turn

. your musical vision into reality. - )
{ | That's where Logic Pro comes o8

in. With more than 30 software - W

instruments, over 70 effects and

ullli. distributed audio processing,

Logic Pro is the choice of

musicians, engineers and producers the world over.

T ™ 2 ~

At Sweetwater, we've been helping our customers. use
Macintosh computers to make music since the 80’s.

We've designed, installed, configured and tested more Mac .’ Authorized Reseller
audio systems than any other retailer, period. Give us a call and let us help you realize the . e

promise of a professional native pro audio production system today.

(800) 222-4700

Music lnstruments & Pro Audio www.sweetwater.com/ensemble SOUND AMAZING
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BRYAN FERRY

MAKING BOB DYLAN'S SONGS HIS OWN

By Bryan Reesman

Cover albums are a dime a dozen these days, often
providing an artist an excuse to fulfill an album con-
tract or a break between studio albums when he or
she runs dry of ideas. But for solo artist and Roxy
Music frontman Brvan Ferry, his career has long been
a batancing act hetween unique originals and clever
interpretations of other people's songs. When the
elegant crooner tackles something like Screaming Jay
Hawkins' “I Put a Spell on You,” subvernts its angry
intensity and twists it into a call
of seduction, vou get a song that
is quirkier and often far removed
from the original. So it should
be no surprise that Ferry's latest
cffort, the Il-song Dylanesquee,
ransforms a collection of clas-
sic Bob Dylan songs into a new
animal.

In the past. Ferry has taken
on many different tunes and has
done so purely from instinct.
“They're just songs you have a
feeling for.” he muses. “When you
hear them, you just like them, and
as years go by you still like them,
With the Dylan songs, it's such a huge catalog of good
work. especially those songs in the '60s when they
were blatantly poetic.”

What is most unusual is that the songs Ferry chose

W mixonline.com

to cover share an overtly political tone that is usually
absent from his own work. “A few of the songs were
inspired by the Victnam War, but | think they still
apply if you look at them in a more general sense.”
Ferry obscrves. “They still seem appropriate today, so
I dont think they necessarily have to be sung with
what inspired them in mind.”

“I've been reading some of the customer reviews
on iTunes and Amazon,” notes Dylanesgiie co-pro-
ducer Rhett Davies, who has worked with Ferry and
Roxy Music on several albums. “A lot of people said
thev've always liked the Dylan songs, but have never
been a big tan of his voice. But to hear Brvan doing
the songs brings them to life for them.”

“All Along the Watchtower,” the most charged
track that the crooner has done in ages, lies halfway
between Dylan's original and Jimi Hendrix's rocked-
out interpretation, particularly at its guitar-driven codit,
And "All I Really Want 10 Do™ owes a litle 10 The
Byrds™ version. Unlike Dylan’s work, however. there
are no solo acoustic tracks or beefy organ sounds on
these renditions.

The inspiration for Dvicnesque was simple. Ferry
and Davies were bogged down by production on the
new Roxy Music album (the band's first in 25 vears)
and they decided to take a holiday and perhaps give
the singer some inspiration to conjure new lyrics, “We
did have some Dylan songs on the back burmner from
the Frantic [Ferry's most recent solo albuml] record-
ings. which we'd been looking at, thinking that one
of these days we should do a complete Dylan album.”
recalls Davies. “So we put the band together and cut
15 songs in three days. which was pretty phenom-

—CONTINUED ON PAGE 116



HlNGa OF LEON

THESE ARE THEIR TIMES

By Bud Scoppa

“We're willing to take risks—playing it safe
hasn't done anything for us,” says Kings
of Leon frontman/rhythm guitarist/lyricist
Caleb Followill about his band’s third full-
length album, Because of the Times. Working
once again with co-producers Ethan Johns
(who has subsequently produced projects
with the reunited Crowded House, Joe
Cocker and Turin Brakes) and their mentor,
Angelo Petraglia, the band wanted “to really
take it someplace new,” says Johns.

The result is a righteously old-school yet
envelope-pushing album whose highlights
include the irresistible seven-minute opener
“Knocked Up,” with its hell-bent groove
and defiantly yearning vocal; first single
“On Call,” of which Johns notes, “It’s got
that great little bass part, it’s relatively easy
to swallow, but it’s still got bags of attitude™;
and the blazing “My Party,” which stands as
the analog equivalent to Trent Reznor at his
most intense.

The three Followill brothers (Caleb;
Jared, bass; and Nathan, drums),
grew up barnstorming the South with their
Pentecostal preacher father, formed Kings
of Leon in 2001 with their guitarist cousin,
Matthew Followill, and were signed by RCA
A&R man Steve Ralbovsky (The Strokes,
My Morning Jacket, Ray LaMontagne), who
decided to allow the youngsters, who then
ranged in age from 14 to 21, to grow at their

who

own pace. Ralbovsky put them together
with producer Johns, who immediately
recognized their potential.

“The noise they made together as a

KINGS OF LEON

Vs

Kings of Leon, from left: Jared Followill, Matthew Followill, Nothan Followill and Caleb Followill

band was there right off the bat,” savs

Johns. “They were a stunning unit within

two months. The level of commitment to
mastering their instruments and putting their
emotions into their playing—they were just
complete naturals.”

Immediately after jelling as a unit, they
recorded the Holy Roller Novocaine EP and
set off for the UK, where they were readily
embraced. Their first two albums, the 2003
Youth and Young Manhood and Aba Shake
Heartbreak in 2005, became hits in Britain,
hut the group failed to make much of an
impression back home, where the latter
sold 182,000 copies—enough for the young
band to be viewed as “promising”™ by crit-
ics, but hardly enough to meet present-day
major-label criteria.

*So now it's that challenging third al-
bum, and musically they've teken it further
than anybody thought they were capable of
five years ago,” says Ralbovsky, who shifted
w0 cousin label Columbia last year. “Some
of it stems from the musical inspiration of
the people they've been around lately [the
Kings have toured with U2, Pearl jam and
Bob Dylan, all of whom are fans], some of
it's their own instincts and they've gotten
much more confidence and prowess as
musicians, so they’re not afraid to stretch
out a bit.”

Adds Johns, “The biggest thing that's
influenced the material on this album is
the fact that they'd been writing a lot of it

during soundchecks in arenas—big sound,
the tempos are slower, things thematically
are bhigger.”

After making their first two albums in
LA, the Kings recorded back home in
Nashville for the first time. They fell in love
with Studio D at Blackbird, owned and run
by John McBride. McBride is a self-described
Beatles nut (hence the studio name); con-
sequently, the facility is well-stocked with
vintage gear, all of it thoroughly familiar to
Johns, who grew up watching his legend-
ary father, Glyn Johns, make now-classic
records. The board in I was right up Johns'
alley: a Trident Series 80B with Neve Flying
Faders.

“We walked in—it looked like a beauti-
ful hotel,” Caleb Followill says of the studio.
“Went in the room, opened the ceiling up;
you could make the room whatever color
you wanted with the lights for every moaod,
every vibe. We all knew we had written the
record, and all we had to do was relax and
let it come out. It was like no matter what
had been goin’ on, we'd play a song two or
three times, and it was like, ‘We got it!"”

At the very beginning, like a kid who
stands up to dad for the first time, the Kings
issued a challenge to Johns and Petraglia.
As Caleb Followill recalls, “I said, ‘Look,
we're not the same band that made Yourh
and Young Manbood, Jared's not 14 years
old and m not 18 years old. We will never

—CONTINUED ON PAGE 117
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By Robyn Flans

In 1981, journey was coming
into its own. Although the
Northern California unit had
been together since 1973, it
wastrt until a couple of years

after hiring lead vocalist Steve
Perry in '77 that the band had
its first Top 20 hit with “Lovin’,
Touchin', Squeezin'” By 1981,
the perfect combination  of
musicians  and  writers  was
finally in place, with Perry,
founding guitarist Neal Schon, Steve Smith on drums, Ross
Valory on bass and newest member, keyboardist/songwriter
Jonathan Cain (replacing the recently departed Gregg Rolie).
The album they were about to embark upon, Zscape, would
garner them great suceess, with three Top 10 hits: “Who's
Crying Now,” "Don't Stop Believin™ and “Open Arms.” The
first and last of those were beautiful ballads, but “Don't Stop
Believin™ became an anthem of sorts, with its signature piano
intro, the escalating locomotive guitar part and the pounding
drum track with a searing vocal on top. It would become one
of the group’s signature tunes and helped make Escape the
band's true break-out album.

Before tracking that album, Journey worked 11-10-6, five
days a week in an Oakland, Calif., warchouse, writing and
then rehearsing the new material. It was a great time with
me and Steve Perry,” Cain says. “He could have said, "Screw
you, I'm going to write this, you're the new guy, get out of
here,” but he didn't. It was the wondertul thing of “What can
we do together to make this better?” It was probably the third
or fourth song | wrote with them.

I bsought in the chorus, the last out-chorus—Don’t stop
believin, hold on to that feelin’, and 1 think 1 had streetlights
people.” I showed it to Steve [Perry] and [ believe Neal [Schon]
came up with the bass line. It was Steve Perry's idea that,
since it was my chorus. T should chime in with some sort of
piano thing that sounded like we were going somewhere. 1
put that [strident introl on top of Neal's bass [motif] line, and
then Steve started scatting on that. Steve looked at Neal, and
said. *Okay. now you have to sound like a train” and he did
that guitar in between the verses—the 16th arpeggio.

“From that point,” Cain continues, “we wanted to build
different sections and we felt the song should have two
choruses, so we did a sub-chorus, if you will. Our goal was
sort of to build the song backward to get to the "Don’t Stop
Believin',” which were the only lyrics we had. Then came the
lother] lyrics. Once we got the shape of the song, Steve and 1
took cassettes home, with Steve just singing syllables. When
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The classic early ‘80s line-up from left: Ross Valory (bass), Steve Perry (vocals), Neal Schon (guitar), Jona-
than Cain (keyboards) and Steve Smith (drums)

we heard Neil's train thing, we said. “What it two people
were trying to get away from the place they grew up and
they were taking a midnight train going anywhere.” | always
loved that Gladys Knight song, “Midaight Train to Georgia.’
Steve and 1 thought it would be really charming it we had
just a small-town girl and then a city boy. 1 told Steve about
living on Sunset Boulevard, so the middle section, which
'l call the pre-chorus—strangers waiting up and down the
boulevard, their shadows searching in the night'—was about
Sunset Boulevard back in the "70s. T got that from seeing that
every night in Hollvwood—people coming to L.A. looking for
their dream. That's the premise of the song. We felt that every
young person has a dream and sometimes where you grow
up isn't where you're destined to be. We really felt that we
had nailed something fun, and Steve had fun singing it.”

However, the day they were set to record it at Fantasy
Studios in Berkeley, Califl, Perry had a cold, so he couidn't
record live in the studio with the other musicians as he usu-
ally did, and he opted to go home. The others proceeded
without him, but found the song's tempos and various sec-
tions difficult. “It was a tricky song betause it was my tempo
matching the band’s tempo when they came in,” explains
Cain. “They couldn't be faster than me or slower than me, and
when I camie in on the second verse, 1 had to nail the similar
tempo that was just happening, all by myself. Ross [Valory]
and I had 1o play in sync because we were playing the bass
lines together, so we couldn't rush ¢ach other or slow down
on cach other. So they turned on one of those verbal click
tracks. We did find that it helped us gather ourselves together,
s0 we played with it for about 20 minutes, Then I looked at
[co-producer/engineer] Mike Stone, and said, “Turn that thing
oft,” and when the click track went off. we got it on the first
take. Perrv sang it pretty quickly the next week.”

Cain still remembers one of the effects that was employed
on Perry’s vecal, a trick he learned from producer Keith Olsen:
“We had an old 2-track Dolby processor, which we pulled
cards seven and three out of. This gave a sort of high-end
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sheen. We brought the output of the vocal
back to another fader and summed the com-
pressed signal with the Dolby signal about
60/40 to a track. We printed it that way. Risky
stuff—but it became Steve Perry’s sound.”
Kevin Elson, who teamed with Mike
Stone (of Queen fame) to produce and en-
gineer Escape (Wally Buck also engineered),
recalls working on a Neve 8108 console with
a Studer A800 24-track tape machine. “The
only thing digital we had was a Prophet
[synth],” remembers Elson, who still mixes
Journey's live sound. “All the keyboard parts
were on a Roland Jupiter and Prophet. The
album was recorded live. If you listen to gui-
tar solos on Journey records, you never hear
rhythm guitars blasting under it. Neal always
does his solos when we’re tracking. He goes
right from his rhythm guitar parts into the
solos, just like he would play live. Jonathan
played his piano live. And even vocals, there
would be complete vocal takes we'd keep a

We could put a mic on there
and not have to think about
gating and tweaking. That big
sound was really so much of
how he tuned his drums and
very little of what we did.

—Kevin Elson

lot of. Perry would always make things bet-
ter, but there were some that were so good
that we'd keep it.”

As for the song’s instantly identifiable
percussion track, “Steve Smith created that
incredible drum beat,” says Cain. “In the
pre-chorus—the strangers waiting—there’s
this lovely thing he does with a little splash
cymbal that has a china bell on it. He ended
up coming up with the syncopated beat with
the toms that was brilliant.”

Smith worked all that up at home. I
played a very straight rock drum beat,” he
says. “I would take the recordings home
and listen to them in my head. Sometimes it
sounded correct to keep it simple, but on that
tune, [ started hearing melodic tom-tom ad-
ditions, the bell of the ride cymbal—the sort
of drum melody that would be a foundation
for the song, but also add structure to the
tune. Technically, in the drumming sense, to
play what 1 was hearing, | had to play that
particular tune open-handed: my left hand

on the hi-hat and my right hand playing the
backbeats on the snare drum. Normally, 1
don’t play that way, but I did on that particu-
lar tune, so it freed up my right hand to play
melody between the snare and the tom and
the bell of the ride cymbal. I developed the
part like the tune evolved. My drum part had
four parts to it. In the early part of the tune,
it was pretty basic, then T added a little more,
and by the end of the tune, T had a very
complex snare drum, tom-tom, bell of the
cymbal melody, while the bass drum and hi-
hat were pretty straight-ahead, playing four
on the floor with the bass drum and eighth
notes on the hi-hat with my left hand.”

Smith recorded his part in a drum booth
in the corer of the studio with an AKG 414
(snare), a Shure 57 (top and bottom), an AKG
451 (hi-hat), Sennheiser 421s (toms), and a
Neumann US7 and U47 (bass). “It was a tight
drum sound with certain plates and things on
it,” recalls Elson. “We used a lot of EMT 250,
and Fantasy had a couple of natural cham-
bers and probably four different EMT plates,
and we used a combination of those. A lot
of that sound was the EMT 250. Steve would
come in, tune his kit up, we'd get the mics
up, and within three hours we'd be ready
with the sounds and ready to go with him.
We could put 2 mic on there and not have
to think about gating and tweaking and do
this and do that. That big sound was really so
much of how he tuned his drums and very
little of what we did.”

Cain says he's pretty sure that Schon used
a Les Paul and a Strat through Marshall amps
on the cut, while Cain played a Steinway and
an ARP Omni: “A little cheesy keyboard 1
had from The Babys, which I played those
little stabs with.” Elson says piano mics were
a U47 on the low end and a 414 on the top.
For Perry’s vocals, he recalls using a U47,
although he says Perry’s main mic was a
Neumann M49. “The 47 had a little more
edge on his louder vocals,” Elson says. “It
would take a bit more of the sound pressure
he was delivering. The 49 had more of that
airy, crisp, almost throat distortion sound.”

The album was completed in four or
five weeks and “Don't Stop Believin™ made
it up to Number 9. (“*Open Arms” became
Journey’s highest-charting single at Number
2.) Today, Elson says of the song, “Hearing
it now, I have the same feeling I had when
I first heard it in the studio—wow! The best
memories Tll ever have of that band is that
group of guys. Everybody was so funny and
quick. We all laughed a lot, there was a lot
of teasing and joking. Steve Perry's favorite
saying was, ‘Let's roll, let’s roll, time's money,
time's money.” Incredibly, that multi-Plati-
num album cost about $83,000 to make. BB
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recording notes

BRYAN FERRY

FROM PAGE 112

enal. By the end of that week, we'd done
most of the overdubs and put the backing
vocals on. Then we started working on the
album in earnest. We got to Bryan's studio
and started working on lead vocals. Virtuadly
all the vocals are the live vocals from those
three days of recording. It sounds just incred-
ible. Once the band got the feel, Bryan got
the tracks.”

"We did it very fast” confirms Ferry.
“Over the next few weeks, we did some fin-
ishing touches to it with string quartets and
things like that, but there was really no fuss.
It was the easiest album I remember making
apart from the first [solol one [the 1973 These
Foolish Things). which was also done in the
same spirit.”

Preparations for the album were simple.
Ferry selected songs he liked with Davies,
then sat down with Colin Good, who worked
on Frantic. and worked out the best keys
for Ferry to sing the songs. “If 1 could play
a bit of keyboard, T would work out which
tempo was best and maybe the feel.” says
Ferry. “Colin is such a brilliant piano player
that he did the piano on the album. We
just did everything live, which meant that 1
could lead from the microphone rather than
the mixing desk. It was really refreshing. It
was just like being onstage playing live.”

The band included guitarists Chris Sped-
ding. David Williams and Oliver Thompson;
atmospheric guitarist Leo Abrahams; bassist
Guy Pratt; organist Paul Carrack: drummer
Andy Newmark: and pianist Colin Good.
Abrahams and Spedding played the rhythm
tracks Williams
axeman Thompson (who solos on “Watch-

live, while and teenage
tower™) added their pants during overdubs.

Dylanesque was primarily tracked at the
Town House Studios (London) using Pro
Tools HD2 through an SSL E Series 56-chan-
nel console. Ferry's vocals were miked with
a Neumann U47 through an APl 3124 mic
preamp with UREI 1176 compression. For
the seren different female backup singers, it
was a Neumann U87 through a Neve 1073
mic pre and the 1176. Electric guitars were
recorded with Shure 57s. Sennheiser 421s
and FET 47s. The bass was DI'd through
a Gas Cooker with a Neve 1073 mic pre
and UREl 1176 compression. Piano was
cut via a B&K 4011 pair, Neve 1073 and
API 550A EQ. The Hammond B3 and Leslie
cabinet were captured with two Sennheiser
421s and a FET 7. Other textural elements
included a Kurzweil and  Spectrasonics’
Atmosphere.

Drums took a selection of Neumann,

AKG. Shure and Sennheiser models, with
outhoard comprising 1073s, SSL and APl
pre’s, and a Distressor for compression.
Strings, keyboards and effects were over-
dubbed in Ferry's Studio One using a number
of mics, including a FET 47, two Sennheiser
#51s, a Neumann US7 and a B&K 4011 pair
for the room. Farfisa and Wurlitzer were
DI'd and augmented with an Avalon US.
Effects included the Korg Kaoss Pad and
Roland Chorus Echo 301. Ferry played most
of the Farfisa and Vox Continental; Good
most of the Wurlitzer parts and string pads;
and Carrack all the Hammond and most of
the atmospheric pads. Other parts for the

We just did everything live,
which meant that | could
lead from the microphone

rather than the mixing desk.
It was really refreshing. It
was just like being onstage

playing live.
—Bryan Ferry

album were recorded at RAK Studios in
London with engineer Neil Broadbank and
th Street Recording in Santa Monica, Calif..
with engineer Chris Mullings.

“Each song was tracked over about 22
tracks,” reports engincer Tim Roe. who
worked on the Town House and Studio
One sessions. "With overdubbing, this figure
would be mised to between 24 and 50. The
exceptions to this would be the acoustic
track/ballads, which usually took up sig-
nificantly fewer tracks at the tracking stage.
but many have been overdubbed to include
about 24 tracks.”

Perhaps the most interesting track in
terms of construction was “All Along the
Watchtower,” which began in a demo stage
approximately seven years ago with Ferry
on vocals and keyboards and Robin Trower
on acoustic guitar. "We started working on
it and weren't sure of where it was going,”
Davies recalls of the original “Watchtower”
demo. “We were really scared of doing
that track, for obvious reasons. We were
working on that song before we cut the
tracks last year lfor Dylanesquel, and Leo
Abrahams came in and came up with a
really good guitar part, which is the main



guitar part in the instrumental sections.
Then Oliver Thompson came in and did the
lead guitar on there. The original acoustic
guitar on the backing track is Robin Trower.
Once we finished the track and mixed it,
we still couldn't decide whether or not to
put it on the record. We actually had two
other songs on the record that we took off
in the end because everybody who heard
‘Watchtower' thought it was great.”

Former Roxy Music member and U2 pro-
ducer Brian Eno added some of his patented
treatments to “If Not For You,” but in general,
Ferry and Davies did not want to use a lot of
processing. Of course, Bob Clearmountain
used “his box of tricks,” as Davies call it, to
tweak the final mixes, which took place over
the course of a week at Clearmountain’s Mix
This! facility in Los Angeles.

“We had to mix it in two stages because
we were waiting to work with David Wil-
liams on the record,” Davies says. “Bryan re-
ally wanted to add him as the final guitar part
on the record. There was a holdup in getting
that together, and Clearmountain only had
one window to mix the record, so we were
still stuck in London and Bob was mixing in
L.A. We would download the mixes every
evening and make comments. The final pro-
cess was Bryan and 1 flying out to L.A. and
recording all the mixes quickly and making
the final adjustments.” The album was mas-
tered by Bob Ludwig at Gateway Mastering
in Portland, Maine.

Ferry says he works so well with Davies
“because he's very calm. I think he has a
very good karma about him. I tend to be the
turbulent one, and he’s very steady. I find
him very comfortable to work with.” Davies
acknowledges that Ferry can be challeng-
ing to work with, but he knows what he's
doing. “I'm his straight man,” remarks the
producer. “He knows that if he can get it
past me, then it's going to work. And he
knows I can deliver it for him.” ]

HiMGa OF LEON

FROM PAGE 113

again be talked down to or treated like we're
not here to do our absolute best.” And as
opposed to being defensive, everyone was
like, ‘Nice—I was hoping you would say
that.” Ethan got to sit back and relax, and we
would go in there and we would just work
it out. And we'd hear him on the talkback,
saying, ‘All right, I think you're ready. Let's
give it a go.” We'd give it a go, and before
you know it, we'd all be smiling.”

Caleb Followill sang into a Shure SM57.

“Our style definitely deparnted from
Ethan’s on this record,” says bass player
Jared Followill. “We ended up meeting on
this middle ground, which made it a great
record, but (originally] we heard some-
thing huge—not produced in any way.
I want people to hear what [ hear when
I'm onstage pliying with these guys. And
it ended up that Ethan knows a lot more
about that stuft than anybody we've ever
been around.”

“I apprenticed in the '80s,” Johns con-
firms. “so 1 saw a lot of what you could
do with the minutiae. I know how to use
12 microphones on a drum kit, as well
as two—that sort of thing. The heyday of
A&M Studios in the '80s, where people
waukd spend four days getting a bass drum
sound—of course, we didn't go that far, but
[we had] that sort of attitude toward record-
making.”

Johns used the modified Trident to track
and mix. He recorded to a Studer 24-track
aligned at +6 for 499 running at 30 ips, and
mixed to a Studer 2-track. He went with He-
lios mic pre’s and Fairchild compression for
the guitars, EMI mic pre’s for the drums and
Universal Audio 610 pre’s for the bass mic
(a Neumann U67) and the vocals. As on the
band’s previous recordings, Caleb Followill
sang into a Shure SM7 live during tracking.

A multi-instrumentalist who has played
on just about every project up t0 now—
drums, keyboards and guitars for the most
part—Johns saw no need to do so on this
album. “What I thought might be fun,”
he says, “was to trv and create keyboard
sounds with outboard equipment. So a lot

MA-200 large diaphragm

tube condenser

0 small diaphragm
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recording notes

of the stuff you think is keyboards need a little bit more bass,” and you

is actually stuff that I've taken from could tell that Ethan was pissed,
guitar parts and vocal parts and run and he told the assistant, “All right,
through lots of equipment, and fid- turn it up 1.3 dBs” to teach us a
dled with, harmonized, filtered and lesson, ‘cause it was  obviously
just gone bananas with, That was gonna be way oo loud. And he
really fun for me, getting into a dif- did it, and everybody listened o
terent creative space, seeing what 1 it. and cvervbody was like, “Yep.
could do with what was there.” it's great—that's it,” and we kept it
For these cffects, which can be there,”
heard most vividly on the panoram- Johns, who describes Jared Fol-
ic closer “Arizona,” Johns made use lowill as an “absolute monster”™ on
of a Cooper Time Cube, spring his axe, acknowledges that push-
reverbs, chambers. a Yamaha REV
7. Eventide DSP4000 and AMS 1580

delays.

ing the bass beyond conventional
levels paid off, I don't think bass
is ever gonna be loud enough for
The CD's not-so-secret weapon Jared.” says the producer, “but if
is Jared Followill's strikingly original he's happy with it then he was
bass playing, which is prominently definitely right. He's a foree to be
featured in the mix. This is one reckoned with, but it's great energy

band in which bass and drums are to have in the studio—its full-on,

very much lead instruments—IJared One of the most special  things

Followill and  drummer Nathan  Jored Followill makes o bass-heavy statement an the band's latest about them is their ability to allow
Followill make a glorious broth-  album, Because of the Times. a spiritual elevation to occur during
erly racket together, as hyperactive a performance—getting something
bass lines bounce off of pummeling snare ‘On alot of records, you can't hear the going and feeling it and creating that ela-
and kick: it's the rock "n’ roll equivalent of  bass at all, and the bass on this record is  tion of spirit. That's what I'm going for in a
Muhammad Ali's mantra to “float like a but- different,” says Jared Followill with obvi- ke with them; it's when they hit that, that
tertly and sting like a bee.” ous pride. “One song, T was like, |1 just it all makes sense.” n
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Patti Smith

twelve

(Columbia)

Ever since she fearlessly deconstructed “Gloria”
on the opening track of her 1975 debut album,
Patti Smith has brought her utterly unique
sensibility to a small number of very well-chosen
cover tunes. If you liked those, you're going to
love twelve, which is my favorite album of 2007
so far. Smith, her excellent three-piece band
(still led by guitarist Lenny Kaye, who has never
sounded better) and guests ranging from Flea to
Tom Verlaine, to Jack Petruzzelli, to her own chil-
dren master and at times completely re-invent a

Patti Smith

dozen songs that span 1967 to 1991. It's no surprise that she’s chosen sangs by the likes cf J.mi Hendrix, The
Beatles, The Doors, Bob Dylan and the Stones. But the choices are of-en so unexpected, and in every case
just about perfect: George Harrison's “Within You, Without You” lcses its Indian trappings and becorres a
sort of psychedelic wartz; she boldly chooses Dylan's Iztter-day gem “Changirg of the Guards”; she uncavers
the contemporary power of “"Gimme Shelter.” Imaginative touches abound, from the sprinkling of Lew's
Carroll at the beginning and end of her powerhouse “White Rabkit” to the interming'ng of verse froin
Hendrix's "1983" amidst the sonic squall of “Are You Experienced?”, and a surprisingly effective arrange-
ment of Nirvana's “Smells Like Teen Spirit” that sounds like Smith's awn “Kimberly” played by a vintage
string band. Paul Simon's “Boy in the Bubble” jumps cff the CD with aporopriate urgency, whife Neil Young's
"Helpless” remains beautifully opaque. Smith has never sung better. A wcncrous achievement!

Producers: Patti Smith, Lenny Kaye, Tony Shanahan and Jay De2 Daugherty. Recorded and mixea by
Emery Dobyns. Studics: Electric Lady and Loho (both in New York City); one track at Effigy (Ferndale,

Mich.). Mastering: Greg Calbi/Sterling Sound (New York City).

Rainman
Bigga Than Life
(Chime
Entertainment)
I'm not the biggest hips
hop or rap fan. | grew
up in the suburbs listening to Metallica, | don't
understand the appeal of thumping-and-bump-
ing car audio systems, | usually don’t understand
the lyrics—the list goes on. But then | popped in
Rainman’s first real LP, | couldn‘t stop playing it.
I still don‘t really understand all of the lyrics, but
that doesn’t bother me—I love the way it flows
from one track to ancther without skipping a
beat, in spite of the fact that this album features
numerous producers. The rhythms pulse. The
bass grinds each note out with a sharp clarity.
Rainman’s deep voice interweaves throughout,
providing the street cred of gangsta rap. And
most surprising to me is that these are the same
attributes | look for in a great metal album.
Producers: DAF, Co-Stars for NVP Productions
Inc., DJ Speedy, David Banner, Marco G., Spencer
Nezey. Mixer: Ethan Willoughby at Interscope
(Santa Monica, Calif.). Studios: Paid 4 Life Studios
(Jackson, Miss.), Gin House (Hollywood).
—Sarah Benzuly
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—Blair iackson

Amy LaVere
Anchors & Anvils
(Archer)

The tip-off that
Memphis-tased an

Amy LaVere's new

CD is going to oe pretty interesting comes
in the choius of the first song: “Killing him
didn’t make her love go away.” Yep, here’s
a sweet-vciced gal with a slightly twistad
world view, playng music rooted in o'd-
school honky-tonk (upright bass, which she
plays herself, sieel, fiddle, crackin’ crums,
etc.) singing about revenge and redempticn,
but also regular stuff—dirty dishes, pi'es of
laundry and broken hearts. Drurnmer/bana
leader Paul Taylor wrote two of the best
tunes, "Pointiess Drinking” and “Peopl2 Gat
Mad,” and Kristi Witt two other strong ones.
There's a bit of gypsy tango, some *unky-tork
and breezy- azz inflections, but maostly this is
barroom countiy p.ayed with heart and sou!
Definitely an artist 1o watch.

Producer: Jim Dickinson. Eng.reer: Kevin
Houston. Studio: Zebra Ranch (Dickinson’s
place). Mastering: Brad Blackwood.

—Blair Jackson

The Stooges
The Weirdnes

(Virgin)

You know the reunion
albums wherein
"mature” rock acts

wax poetic about growing up, learning about
love, raising beautiful children and embracing
the sober life? This isn't one of those. After
30 years, lggy and band prove that they can
still pound out some big punk noise, churning
through songs about the evils of chicks, drugs
and rotten yuppies with the ferocity of guys
half their age. Tracks like “Free and Freaky”
and "The End of Christianity” only reinforce
the sad truth that there will never be an "lggy
Pop” night on American Idol. And while there's
certainly a place for the slick, richly layered
production that often defines reunion albums,
for the most part, these tracks were put down
live, and thanks to the legendary no-frills skills
of analog authority Steve Albini, preserve a
raw, dirty vibe. It's kind of like a kick in the
face—you know, in a good way.
Producer/engineer: Steve Albini. Studio:
Electrical Audio Studios, Chicago.
—Sarah Jones

Skillet

Comatose

(Lava Records)

it's strange to me when
a second-stage act pops
offanotherunbelievable
rock record and still doesn't get the radio time
the band rightfully deserves. Skillet is one such
band who continually push their musical muscle
with soaring guitar work interspersed with their
take on '80s hair-metal ballads—and then right
back into wielding the axe. Skillet's latest effort
finds the group once again hitting a home-run:
head-banging hooks, thundering drum lines,
melodic bass work—all enveloped by John
Cooper's incredibly powerful vocal cords. The
introduction of sweet string orchestration at the
beginning of some songs provides a soothing
element for about five seconds.

Producers: Brian Howes, John L. Cooper,
Zachary Kelm (executive). Engineer: Jay Van
Poederooyen. Mixers: David Bottrill, Chris Lord-
Alge. Studios: Resonate Studios (Burbank, Ca-
lif.), Metalworks Studios (Mississauga, Ontario),
Chicago Recording Company. Mastering: Andy
Vandette/Masterdisk (New York City).

—Sarah Benzuly
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Channel EQ Module

One of the most revered EQs ever.
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by Bud Scoppa

Since taking over this column 14 months
ago, I've been from Tucson to Tucumcari, Te-
hachapi toTonopah.Okay,I'm quoting a Low-
¢ll George lyric, but I've put a lot of miles on
the odometer of the old Explorer;, heading as
far north as Chatsworth and as far south as
Irvine, but for the most part bouncing back
and forth between Hollywood and the Valley
from my home base in Studio City.

During my travels, one name kept pop-
ping up: Studio owners, producers and en-
gincers alike expressed their respect and
fondness for Jeff Greenberg, who's now in
his 13th year running the Village Recorder,

Jeff Greenberg (center) poses with Pumpkins Billy Cor-
gan (left) and Jimmy Chamberlin.

now called The Village, and finding the
time to give advice and counsel to novice
studio operators while bonding with his fel-
low veterans. It there is a SoCal studio com-
munity—and Fve accumulated plenty of
evidence that one exists—then Greenberg
and the Record Plant’s Rose Mann Cher-

ney:
competitors second—are its touchstones.

I met Greenberg back in 1975 on the old
A&M lot where T worked while he managed
the late Felix Pappalardi. He then did stints

who are themselves pals first and

as an agent at ICM and a concent promoter
at Nederlander, restoring much-needed cred
to the Greek Theatre when he booked the
emerging Talking Heads and Blondie as co-
headliners—at my suggestion, he claims. Tl
take his word for it because, as the saying
goes, if you remember ihe 70s, you weren't
there. Or was that the '60s?

Greenberg is one of the great charac-
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ters of the LA, music scene. He moves tast
and talks faster:

rattling out a torrent of
info, free association—style, sprinkled with
affectionate hyperbole and punctuated by
his trademark self-effacing asides.

Here's a verbatim sample of his freestyle
flow: “So listen, we've got a whole bunch
of cool stuft happening here. We just fin-
ished the Smashing Pumpkins. They started
at the Village and then came back and fully
mixed with Roy Thomas Baker in A and D.
I even have a picture. You don't run pho-
tos, though, do you? Oh, you do. 1 don't
photograph very well, and the sad thing
about that is it's probably the way |
look in real life. We had the Pump-
kins in A and D, and then we had the
Rolling Stones of Russia, a band called
Mumiy Troll in B—T'll have to get the
spelling for you. The bottom line is, so
we were running six Studers, 800s and
827s, around the clock for close to two
months. So that was kinda fun. And
Roy Thomas Baker had more shit than
Pve ever seen in my life in Studio D.
We've got Ben Lee, who I love, work-
ing with John Alagia. You should come
by and mweet him. Saturday night, actu-
ally, there's a little party, if you wanna
come by. Laura, I'm sorry, | dropped
these checks here—I dont know where
they came from. Brooke, how do you spell
‘Mumiy Troll'?” And so on.

As Greenberg never tires of point-
ing out, The Village—which was built as
a Masonic Temple in 1922 and was the
Maharishi's Transcendental Center during
the '60s betore being converted into a re-
cording studio in 1968—is a rock Mecca, its
walls lined with Gold and Platinum album
plaques from the likes of Fleetwood Mac,
Pink Floyd, the Stones, Frank Zappa, Steely
Dan, Bob Dylan, Supertramp and Eric Clap-
ton. When Greenberg took over in 1995, the
Village was in disrepair, and he undertook
a major renovation, which was supervised
by the great engineer Al Schmitt, while he
attempted to lure contemporary bands by
pitching its glorious past.

"We would call bands, and say, ‘Do

—CONTINUED ON PAGE 126

SKYLINE

by Rick Clark

I was in Santa Monica, Calif., awhile back,
visiting with producer/manager Jim Phel-
an—someone 1 consider to be one of the
good guys in the industry, someone who
really cares about his clients. He pointed
out that one of his clients was Jacquire
King, a very cool up-and-coming engincer/
mixer/producer  whose  credits  include
Tom Waits, Kings of Leon, Modest Mouse,
Mute Math, Chuck Prophet, Smash Mouth,
Jars of Clay, Guster, Third Eye Blind and
many others. King has carned an impres:
sive amount of professional recognition,
including 13 Grammy nominations, two
Grammy Awards, and Gold and Platinum
awards. His work with the Archie Bronson
Outfit made many Best of 2000 lists.

What I didn’t know hetfore talking with
Phelan was that King lives in Nashville.
This was the beginning of a few months
of communications between King and
myself, leading to a4 meeting at his studio,
which takes up the whole bottom floor of
his Williamson County home

At that time, he was producing, engi-
neering and mixing Seabird, mixing Josh
Ritter and Sea Wolf, and had just finished
engineering Absentstar with producer Dan
Wilson. Among the mutltitude of other
projects he's recently handled are 67 Spe-
cial, Archie Bronson Outfit, The Colour
(all three as producer/engineer/mixer),
and mixing for Langhorne Slim, Dappled
Cities, Natalie Grant, the Jane Shermans
and Nichole Nordeman. Confirmed proj-
ects coming up this summer are mixing
Mike Doughty, then Anathallo and Mother
Father—also producing/enginecring/mix-

ing projects. .

King feels that Nashville is unique, not
just because there are so many studios and
creative people in the community, but be-
cause “the atmosphere is not so competi-
tive or dog-cat-dog,” he says. “Some as-
pects that are amazing about Nashville are
that so much songwriting happens here
and that the level of musicianship is incred-
ibly high among the players. There are lots
of bands making great music here and lots
of great venues. It's a very musically moti-
vated atmosphere, and everyone benefits.



I've always felt the best things about studios
are the people who work there.”
On the subject of Nashville's studios,

King is particularly enthusiastic  about
Blackbird. “It's the biggest and best, and
probably the best facility in the world these
days, so it's great to have that as part of
the landscape here,” he says. Other studios
King likes are East Iris, the “B" Room at
Quad, Alex the Great and Paradox.

As a method of working, King prefers
to set up a recording situation where all
the players are as close together as possible
and in one space: “You get a better-feeling
result that has more spirit, and any techni-
cal hurdles become part of the personal-
ity of the recording: I see that as a plus. Tt
makes the recording more time- and space-
specific to what's going on when it comes
together. T love recording to tape in that
situation, as well, not only because of what
you get sonically, but as it also puts a dif-
ferent emphasis on recording that has been
lost due to the computer mindset. Qutside
of that being the overall goal, my only other
rule of thumb is to do whatever it takes to
have it sound exciting, even if it's “wrong.™

That said, King says he also enjoys the
tlexibility that digital offers in other parts of
the process. Among King's favorite analog
tools are his Neve mic pre's and a pair of

—CONTINUED ON PAGE 128
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Jacquire King (right] working on Josh Ritter’s next release with
producer/bondmember Sam Kassirer
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METRO

by David Weiss

New York City presents...A Tale of Two Al
bums. The setting is Stratosphere Sound, a
low-key studio in West Chelsea where two
of this year's future-classic candidates, Amer-
ica’s Here & Now and Fountains of Wayne's
Traffic and Weather (see April 2007 Mix),
were recorded in the same time span.

The central figure in this drama is
Adam Schlesinger. one of the most un-
master  craftsmen you
could ever hope to meet. Schlesinger first
proved his chops to the world by writ-
ing the Oscar-nominated title track to the
1996 That Thing Yor Do and has been
going strong ever since. In addition to

assuming  pop

being a driving force behind two rock
groups, Fountains of Wayne (FOW) and
Ivy, he's an in-demand TV/film contribu-
tor and a partner in Stratosphere, a Neve
8068-endowed room that happens to be
one of the few facilities in New York City
to nail the financial sweet spot and stay
extremely busy.

Back in 2005, Schlesinger found out
he could add another line to his resume:
object of admiration by Gerry Beckley, co-
founder of the band America and loving
provider, along with fellow America main-
stay Dewey Bunnell, of iconic songs like
“A Horse With No Name™ and “Sister Gold-
en Hair.” A friendly ¢-mail from Beckley to
Schlesinger started a working relationship
that would eventually lead to
their recording two songs to-
gether and seeing what hap-

pened next.

“I think we hit it oft,”
Schlesinger says from the com-
forts of Stratosphere’s Studio A.
“Gerry and 1 realized we had
similar tastes. He's very current,
and we both like melodic pop
music with harmonic choruses
and catchy vocals. We also had
a bond because we're both in
these bands that are centered
around two-man writing part-
nerships, and we traded a lot
of stories about what that's like:
Two different writers with two
ditferent personalities trying to

COAST

Adam Schlesinger and Gerry Beckley collaborated
on songs for Fountains of Wayne and America at
Stratasphere Sound (New York City).

find common ground.”

Following the success of the initial two-
song experiment, the common ground was
Stratosphere Studios, where  Schlesinger
and partner James Tha teamed to begin co-
producing /lere & Now, a two-CD collec-
tion of 12 new America songs and a live
performance that has been rightly lauded
for its pristinely transparent production,
addictive next-level songwriting and over-
all deeply moving gorgeousness.

At the same time, Schlesinger and his
FOW bandmates knew they had to be-
gin producing the follow-up to the 2003
outstanding  rock collection Welcome In-
terstate Mandgers (“Stacy’s Mom,” “All
Kinds of Time"). Net surprisingly, as the
two projects formed a checkerboard across
Stratosphere’s calendar, they began to blur
happily together. "America is a band that
pliys a minimum of 120 shows a year,”
explamns Schlesinger. “We knew from the
start we weren't going to be able to block
out two months and make a record from
start to finish, so we worked on and off for
a few days. Whenever they came to New
York €ity, we'd do a little tracking, writing,
arranging with America. 1 was able to keep
writing stuff for the FOW record, and when
Gerry and Dewey were available again,
we'd go back into the studio with them.”

—CONTINUED ON PAGE 128
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PRISM PRODUCTIONS

HAND-MADE IN THE BRONX

In our annual design issue, Mix focuses a lot of attention on big-bud-
get, big-name studio installations, but we'd be remiss if we didn't ac-
knowledge D.I.Y!ers like John Calamari. A year ago, Calamari and his
partner, —they ga by “Kest” and “Zent Keyz,” respectively—opened
Prism Productions (www.prismproductions.net) in Calamari’s Bronx,
N.Y., house to record and mix small-run hip hop projects for local
musicians such as Smif & Wesson and Xela, and (their main bread-
and-butter) to sell beats they create with an ever-growing collection
of synths and instruments. Recording to Pro Tools HD and LE, and
monitoring on ADAM S2s, they also provide composing and video
editing services. Recently, they scored and mixed the soundtrack for
low-budget video documentary Graffitti is Dead, which sets footage
of graffitti artists at work to techno music. Calamari says Graffitti has
sold 5,000 copies and counting.

Calamari spoke with Mix while sheetrocking his living room—just
one of his nonstop home- and studio-improvement projects. “I've
been playing drums since I was 5 years old,” he says, “in military
marching bands, and then making my own music just went from
there.” Calamari designed the studio and built it with Keyz; they got
some help with wiring from their friend (and Mix's live sound editor),
Steve LaCerra. "It's not walls within walls, but we have acoustical
doors, bass traps, diffusers. It never stops and it's never enough. I

Just a year ago, composer/mixers Kest and Zent Keyz opened their project
studio, Prism Productions.

still have a part-time job; I used to clean houses, which was better than dig-
ging ditches, which I also used to do. But making beats and music has been
there all along since I was playing snare in parades” ]

DOWN TO EARTH
YOUNGS UPGRADES

Just after putting tcgether our “Class of 2007” design feature, we
learned of more refurbished studios such as musician/engineer Drew
Youngs' Earthwire facility in Mill Valley, Calif. This studio was upgraded
this past October with a Digidesign ICON/D Control, Pro Tools HD Accel 7
system and Genelec 5.1 surround monitoring. Earthwire offers Hear Back
individual mixers and a wide variety of outboard gear, new and vintage
mics, and MIDI modules.
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END OF AUTUMN
NEW ROOM FOR GEORGIA INDIES

Josh Payne and Paul Gasparro designed new studio End of Autumn (Marietta,
Ga.) to cater to local and indie artists such as Lil Flip, Big Moe, East Side
Boyz and others. The studio has a 250-square-foot floated control room,
350-square-foot tracking room and an iso booth. Acoustically treated with
Guliford of Maine fabrics, End of Autumn features a Pro Tools HD3 Accel
system, Sony APR 2-inch tape machine with remote, a variety of mics from
Neumann, Gefell and Sennheiser, and custom main monitoring.



BRUBECK GOES SOLO
ALBUM SESSIONS AT AVATAR

d Ji’

From left: Avator Studios president Kirk
Imamuro with Dave Brubeck and engineer Dave

Renner

Jazz piano legend Cave Brubeck was in Ava-
tar Studios (New York City) recording a rew
solo piano album for Telarc. The sessions took
place in Studio A with producer Russell Glaya,
engineer Jack Renner and assistant engineer
Brian Montgomery.

‘HELLO’ SESSIONS
VIA AT CATALYST

From left: engineer Rob Tavaglione, drummer

Zach Irvin, guitarist Craig Friday, bassist Chris
Pierce and guitarist Andre Francois

Indie rockers Via recorded their latest EP, Hel-
lo Operator, at Catalyst Recording (Chartotte,
N.C.). Studio owner Rob Tavaglione, who en-
gineered the project, says, “Standout tracks
include the ironically perky ‘Funeral’ and their
nearly epic masterwork ‘Walkie Talkie.”

SOUTHEAST
Producer Phil Ramone brought five-sister group The

Hastings to Saint Claire Recording Company (Lex-
ington, KY). The session was engineered by BJ Ra-
mone with assistance from Zach McNees and Rosco
Weber...Jeff Carroll at Bluefield Mastering (Rateigh,
NC) recently completed mastering Army Jacket Winter
by Jon Shain, Guns & Butter by Bull Cit, and Stryper's
The Raxx Regime Demos, which Carroll says was mas-
tered from a cassette...In addition to the Via session
at right, Catalyst Recording (Charlotte, NC} owner
Rob Tavaglione produced and engineered an album for
Bums Lie (Why Lie? It's for Beer) and the debut CD by
Steel Standing...Sound designer Nick Paltadino and
engineer Brian Straka of NPALL Audio (Nashville) are
working on sound design for the four DVD menus of the

upcoming Rolling Stones box set.

NORTHEAST
Producer Henry Golis and saxophone player Chasey Dean
were at Tiki Recording Studios (Glen Cover, NY) record-

ing overdubs for a new CD. Fred Guarino engineered...
Just a few more recent sessions at Avatar: Boz Scaggs
was in Studio A recording with producer Gil Goldstein,
engineer Jay Newland and assistant engineer Justin
Gerrish. Nickelodeon Kid's Choice Awards’ music com-
posed by Katreese Bames was recorded and rmixed in

Studio B. The session was produced by Barnes and Justin
{ Timberlake. Overdubs and mixing were done by engineer
{ Anthony Ruotolo assisted by David Tolomei and Aki
| Nishimura. Debbie Harry was in Studio B overdubbing

with engineer Hugo Dwyer. The session was produced by
Harry and assisted by Brian Montgomery...Celine Dion
was back recording in Studio C with engineer/producer
Humberto Gatica, assisted by Ruotolo. The Roots with
Fallout Boy's Patrick Stumpf recorded in Studio C with
engineer Russ Elevado. The Roots produced the session;
the assistant engineer was Gerrish...Bear Creek Studios
(Woodinvilte, WA} owner/engineer Ryan Hadlock added
two new Crowley and Tripp Naked Eye ribbon micro-
phones to his microphone collection.

MIDWEST

Americana rocker Ted Wulfers and his band tracked
new tunes for an upcoming CD at the Chicago Record-
ing Company (Chicago). Chris Sheppard engineered
and Dave Rieley assisted.

SOUTHWEST
Producer/engineer Eric McKinney has been working
at Wondertand Studios (Austin) on tracks with Colin

| Gilmore (Jimmie Dale Gilmore’s son). McKinney is also
: recording and producing the debut CD from Kristen

|

| SOUTHERN CALIFORNIA
At House of Blues Studios (Encino, CA), staffer Doug
l Tyo is engineering another collaboration between Bra-

Kissling, one of the Top 12 finalists from the first sea-

son of Nashville Star.

Standing: drummer Morko Marcinko. Seated:
engineer Kent Heckman and artist Trisha
O'Keefe.

O’KEEFE TRACKS
AT RED ROCK

At Red Rack Recording Studio (Poconos
Mountains, Pa.), kent Heckman recorded and
mixed 17 songs for singer/songwriter Trisha
0’Keefe. The tiacks will be used on an album
released on the Maggie Sez label.

zilian legend Sergio Mendes and Black Eved Peas’ will.
i.am.

NORTHWEST

At Blue Seven Audio (Fremont, CA), stodio owner
Christopher Scott Cooper finished mixing and mas-
tening Scatsman Peter Daldry’s debut Ceitic CD, Fa-
miliar Roads. The release was recorded by Gus Fjel-
strom. Cooper atso recorded and mixed prog rockers
Metaphor's third CDm The Sparrow...Producer/engi-
neer Justin Phelps recently completed albam projects
for the Mether Hios, Estradasphere, Sean Hayes, Eric
McFadden, All Ages, Kathleen Haskard and Chuck
Prophet at Hyde Street Studio C (San Francisco). In
addition, engineer Scott McDowell compieted a new
album by Liz Pappademjas, and sirger/songwriter
Josh Fish finished his new album with engineer Jai-
meson Durr...Kalara Recording Studios’ (Seattle,
WA} Mark Miller recorded Third Eye Blind live at
the Fillmore in March; a DVD is in the works, with a
planned late-summer release date. |

Please send vour “Frack Sheet” news to bschultz@

mixonline.com.
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you want to come record here?” Greenberg
recalls, “and the’y would say, ‘No, I don’t
wanna record where my parents’ idols re-
corded—no way.’ People had a lot of bad
experiences here, and the building was lit-
erally full of trash. So we started cleaning it
up, room by room. The first break we got
was Billy Corgan from the Smashing Pump-
kins requested a lpicture of the studios, and
the inside of the building looked so shitty
that I walked outside and took a Polaroid
of the exterior anfi sent it to him. He came
here with Flood and recorded Mellon Collie
and the Infinite Sadness, which really got us
movin’, and he’s been back for every record
since. This new re'cord, Buddy, is one of the
most exciting recdrds I've heard in years.”
Thanks to Greenberg's efforts, the Village
is once again a hyb of rockin’ activity, with
Neve boards in each of the main rooms—a
vintage 8048 in A, a VR-L in B and an 88R in
D (which was originally built for Fleetwood
Mac's Tusk sessions). “We paid a lot of atten-
tion to making each room sound superb and
that has really paid, off,” says Greenberg.
There are also a number of high-profile
producers in residence working out of the
three-story, 30,000-square-foot building,
including Robbie Robertson (longtime oc-

126 MIX, June 2007 * wuw.mixonline.com

cupant of C), John Mayer (who recorded
The Village Sessions EP in his space), Alagia
(Mayer’s Room for Squares, Dave Matthews,
Mandy Moore), Danny Elfman and Andrea
Morricone (son of Ennio, the legendary Ital-
ian film composer). They’ll soon be joined,
Greenberg reveals, by producer/mixer Ed
Cherney, Rose Mann Cherney’s husband,
who for the past few years has been work-
ing out of his personal studio in Venice, Ca-
lif. L.A. is a close-knit musical community.

Greenberg reels off a litany of acts who've
been working at the Village since my last vis-
ita year ago: Lucinda Williams with Hal Will-
ner for her critically acclaimed new album
West; Kelly Clarkson with David Kahne; Ala-
nis Morissette with Guy Sigsworth; The Bo-
Deans with T Bone Burnett; The Scorpions;
Perry Farrell; and Nuno Bettencourt’s new
Satellite Party project. He’s especially proud
of the fact that the Dixie Chicks not only re-
corded much of their runaway Grammy win-
ner Taking the Long Way at the Village with
Rick Rubin, but also spent six months writing
the material with Dan Wilson, Gary Louris
and Keb’ Mo’ in the game room.

The studio continues to be the site of
studio concerts for NPR tastemaker KCRW,
hosted by Morning Becomes Eclectic’s Nic
Harcourt; recent performers have included

FHEMAIONIC
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KORBY AUDIO TECHNLOGIES

World Radio History

The Shins, Peter Bjorn & John, Air and Ro-
drigo y Gabriela, and many others. Apart
from rock projects, the Village does quite
a bit of movie, TV and spoken-word busi-
ness. Among those recent projects were the
Showtime series The Tudors, and upcoming
films Hairspray, The Concert to End Slavery
and the Beatles-themed Across the Universe
(its soundtrack produced by Burnett).

In a nod to digital technology, Green-
berg last year installed a Digidesign ICON
controller in Studio F. “Pretty much every-
thing in the building happens in Pro Tools,”
he explains, “and I saw this as a need for
people doing film work, and also as a way
of integrating with the other rooms in the
building. So it's a nice addition to all the an-
alog consoles. And, as more and more peo-
ple are getting used to this surface, they’re
starting to request it. We're doing film mixes
and surround up there, and we're also doing
a Donna Summer record there right now.”

When I note that it sounds like Green-
berg has all the business he can handle, he
responds, “I think we'’re doing some cool
stuff here. But the bottom line, I think, is the
magic of the building—maybe the Maharishi
left some of his good karma here.” ]

Send L.A. news to bs7777@aol.com.
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On Tour With Audix Microphones

If you hear Fall Out Boy live in concert, you will notice two things: ‘
Great Music—Great Sound !

One of the key ingredients for the group’s clear, accurate, exciting
sound—Audix Microphones.To capture the clarity and energy of their
vocals, Patrick, Joe, and Pate use OM7 dynamic concart mics. On drums,
Andy uses D6 for kick, i5 for snare, Micro D for toms, M1244 for cymbals
and SCX1-HC for hi-hat. For guitar, joe depends on the i-5 to deliver the l
dynamite sound of his lead guitar.

Don't miss your chance to hear Front of House engineer,
Kyle Chirnside mixing a Fall Out Boy concert at a city near
you—the sound is awesome and you'll be thanking him_
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for the memories!
Tour starts May 11, 2007 -
For more information go to ®
www.hondacivictour.com
www.audixusa.com
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original Helios Ty"pe 69 mic pre/EQs. Cur-
rently, King has a 40-channel Quad Eight
console that is in the midst of being broken
down into a couple of sidecars. King also
loves his Chandlef TG-1, which he uses for
drum compressiorn and vocals.

“I recently went back to using an old Al-
tec mono tube mixer for recording drums,”
King notes. “I put up a few very old mics
and make a blend through a dbx com-
pressor and print it to one track. It sounds
slightly Motown, slightly vinyl-sample, and
just has great attitude to put in the drum
mix with the more basic drum tracks. I got
the re-inspiration from reading my copy of
Recording the Beatles and how Geoff Emer-
ick miked and balanced drums on a little
sub-mixer through a Fairchild.”

For mics, King feels John Peluso is “mak-
ing great mics thele days, and I love the
U47 copies he has. I love to put it in front of
a bass amp, and it's great on vocals, 100.”

One local band that I've followed for
the past few years is also one that King is
especially dedicated to as a producer—The
Features. “My interest in The Features has
been long-term,” he says. “They’re one of
the first local bands I saw after I moved to
Nashville. After that, they evolved and had
some lineup changes. 1 heard their Exbibit
A album and could really feel the brilliance
coming on, and I was further convinced
by spending time with Kings of Leon and
them being such hu]ge fans. I then had the
great fortune to be hisked 1©0 produce The
Features’ second album, and we made all
the preparations to go into the studio and
do that. Then, a week before we were to
start, the band made an artistic choice about
some music that the label wanted them to
record, and that resulted in the band being
let go from their label. It was quite a blow
for a few days, and there was also some
serious fall-out, but I felt like, “The obvious
thing to do here is just record this great mu-
sic that we had worked so hard on.” T went
to the band and shdred my feelings, and
they were just as inspired to carry on as
I was so we pulled together and made an
EP called Contrast. We're currently in the
middle of making a full-length album on
our own, and i’s going to be amazing.”

The Archie Bronson Outfit, a production
of King's that has earned so much acclaim,
came to him via some song demos the band
had recorded in a bedroom with one micro-
phone. “I thought it was shocking, and the
more [ listened the more I knew I had to
make a record with them. The music was
stark and menacing, full of singular-minded-
ness, and [ loved the sound of two guitars
and drums making this Captain Beefheart—
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like, angular, psychedelic, folk garage-rock.”

King points out that the thing he most
looks for in an artist is true conviction for
what they’re doing and a sense of individu-
ality. “After all, that’s what I want to help
them represent in their art. I don't feel like
I have an overriding aesthetic to what I do.
I just want the listener to feel the heart of
the song, get a sense of the artist’s spirit and
be able to listen into the sonic landscape of
that experience.” |

Send Nashville news to MrBlurge@aol.com.
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The projects began to feed off of
each other technically and creatively, as
Schlesinger soaked up lessons from  his
heroes and applied them to the songs that
would become the irresistibly catchy, con-
stantly clever Traffic and Weather. “There
were several cases of one album influenc-
ing the other,” Schlesinger recalls. “One of
America’s signatures is these vocal pads that
they do. They almost sound like keyboards,
but they're human voices—Gerry is a bril-
liant vocal arranger, and T was so blown
away watching him put a vocal arrange-
ment together and listening to how it trans-
formed a song from something ordinary to
something enormous. There are definitely
different places on the FOW record where
we also did these lush vocal pads, like on
the song ‘I-95° where this breathy ‘aaaanaly
comes in, and on ‘This Better Be Good.”

“Also, in terms of tempo and feels, 1 tend
to always cut things too fast and then regret
it later. Watching Gerry and Dewey with this
relaxed vibe—how they find the sweet spot
for a tempo was something I learned from.
Sometimes in the studio, messing around
with a snare sound for 45 minutes, you can
lose perspective of the groove of the song,
and then you come in the next day and re-
alize you were way off on the tempo.”

Another constant was veteran audio pro
John Holbrook who enginecred and mixed
Here & Now, and mixed several cuts on Traf~
Sfic and Weather, as did superstar mixer Mi-
chael Brauer. “The typical vocal signal path
for Amenica was a Neumann U47 into a mic
pre on the Neve 8008,” says Holbrook. “De-
pending on what I'm doing, I'll run one or
two compressors, a UREl LA-2 and maybe
an Emperical Labs Distressor. The LA-2 evens
out vocals without being too obvious, and
then we add the Distressor if we want it to
sound a bit more accentuated—punchy but a
bit compressed in the mix.

“On a given tune, we could often be
looking at 24 tracks or more of background
vocals, but there’s also a law of diminishing

returns once you get more than four voices
on one given note,” Holbrook continues.
“With these vocal pads, when you stack up
that many tracks of the same guys’ voices,
sometimes there's a frequency in the lower-
mids that starts to build up, so we might take
out a little bit of lower-mid to clean it up and
muake it a little more airy.”

Don't think that all this talk about dreamy
vocal pads meant Schlesinger went soft,
however. In his universe, subtleties gener-
ally take a back seat—just view his philoso-
phy on the humble tambourine, which can
be clearly heard shaking out in song after
song. “Tambourine can be as important as
the drum kit,” he says. “It's a rhythmic ele-
ment that's very bright, and it really changes
the feel of a section if you throw it in there.
was always into Beatles mixes, where things
would be hard-panned and pop into the mix
really loudly. T try to make things really no-
ticeable when they come in and stay away
from a mushy wall of stuff so that if a tam-
bourine appears, it's a big deal, not just part
of a soup. You shouldn’t have to be an audio
engineer to notice it either—the average per-
son should say, *Oh, there’s a tambourine!

“The other thing that I learned from
America is that space is very impornant.
Their biggest hits are very minimalist re-
cords—they barely had drums on a lot of
them. A lot of times, it was just acoustic
guitar, percussion, harmonies and a lot of
vocals. Even though that's not always what
FOW does, it made me focus on what peo-
ple listen to when they listen to a record.”

Although old-school sensibilities may
have abounded elsewhere in the projects,
all recordings went straight to hard drive
via Pro Tools HD. “There are still certain
projects where T feel like tape is the appro-
priate thing, but these two were not those,”
Schlesinger notes. *We still bounce the 2-
track mixes down to tape, but also have a
digital version available as an option. Then
when we're in mastering, we'll A/B the two
to see if there’s something you get from
one or the other that you like. There are
certain songs where the tape provides glue,
but there are also some songs where you're
missing some bite and presence, and the
digital mix makes it a little snappier.”

All the better to bring out the essential
elements of 26 towl cuts from two bands
and a resident virtuoso with a very firm
grasp on the meaning of the word song.
“The core of a song is rhythm, its melody,
it's the sound of the lead vocal

those are
the three main things,” Schlesinger says
simply. “You kind of have to build every-
thing else around that.” |

Send N.Y. news to david@dwords.com.
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Fat Pro The Future of At)d/'q Echno/ogy, 1s here!

TECHNOLOGIES
S . FPM-1, FPM-2 & FPM-4 FBPS1 Mono) and
g == l The PM senes power supplies power any FBPS2 Stereo)
y v condenser or electret type microphone requiring BATTERY POWERED 48V
< phantom power of 12 vdc to 48 vdc. Each channel | PHANTOM POWZR SUPPLY

is regulated to guarantee the lowest possible Utilizes a high frequency switch-mode
noise and crosstalk delivering up to 10 ma per power supply that converts 18 vdc to a highly

. channel. Units are designed to be completely reguiated 48V to drive condenser microphones. thas

1 modular, this design allows up to twelve channels | isolaion from input to output to block any DC leakage. Designed for
to operate from cne PS-1 supply included. use in remote recorcing or when 120 vac is not available.

Low battery and battery on led's are also included.

Th ti f duct: th ket that
wil produce 48 volts with any morophone! TOI Frees 877-454-4404 ¢ www.FatPro.com

¥ Studio Suite 8

Synergy S6C24XL

Force 24 MF

Ly

Force 12 MP
| o]

Force 36 MF

Simplify your Manage youc Organize your with
Gffice Studio
roduct!
P. O. Box 1792 Sausalito, CA 94966
1 800 450 5 7 40 800.332.3393 415.332.3392 FAX 415.332.2607
International: 1.818.752.3900 www.omnirax.com info@omnirax.com

' alter The Industry Leader in Studio Furniture




1,000 CDs IN JEWEL BOXES

JUST $1'190 5

All Disc Makers' packages are complete, with no hidden
charges, and include our exclusive promotional tools, like

free distribution, download sales on DigStation.com, a §

free UPC bar code, a review from TAX!, and much more.
For more information or to get a free copy of our catalog,
visit v r m orcall 1

MARKETPLACE

JOSEPHSON ENGINEERING

ed on every session.”

-Steve Albini

CDS - VDS - SHAPED DISCS - SPECIALTY PACKAGING - CASSETTES

NEED CDs ? e cuorce s
CRYSTALCLEAR

DISC AND TRPE

CHZCH VYT VUit cURRZNr 5222100151
1000 CDs * $999 (COMPLETE RETAIL REDY, :

1000 PROMO CD PACK * §599
1000 DVDs ¢« $ 1499 (CONPLETE RETAIL READY)

TRUSTED EXPERIENCE FOR OVER 35 YEARS!

WWW.CRYSTALCLEARCOS.COM - 1-800-880-0073

DISC MA KERS®

CD AND Hto MAllll?Acrui?uG MADE EASY
et

2 !
SONOSULDL

Systems

The SonoSuede™ System’s synthetic suede fabric
provides the acoustical transparency and visual allure
that are critical in today’s studio applications.

SonoSuede Systems from Auralex”. The complete
do-it-yourself room treatment system that delivers
incredibly effective broadband absorption in any room.

www.Auralex.com | 1-800-959-3343 | Sound Control For The Rest Of Us

$Auralex

acoustics
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The savings
are North,
check your

Compass

Top Quality Brands Award Winning Service
Maximum Discount Prices

Northern Sound & Light*

www.northernsound.net Toll Free: 1-866-796-6232
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IN-HOUSE CD * DVD * VINYL « CASSETTE

c D Includes: 1-color booklet &
3 oo 775 oo 1-color (D label from print-reody
Package: .

film, jewelbox, shrinkwrap

c D Includes: 4-color booklet &
l Package: I 099000 2-color (D label from print-ready

film, jewelbox, shrinkwrap

D.J. VINYL PROMO o ; -

100 12” vinvt $799.00 additianol (P's: §1.30 each G o s

500 127 vinvt $1,279.00 eoroer $710.00

1000 127 vinvi $1,889.00 reorozr - $1319.00 VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier
PACKAGES INCLUDE: WHITE JACKET w/ HOLE « MASTERING » FULL PROCESSING »

TEST PRESSINGS » 2-COLOR LABELS (stock background) « SHRINKWRAP = QUICK TURN ARDUND ASK FOR OUR FREE BROCHURE! ‘ . .
— DAV Y.\ 610.793-2526
R(\lN BO RECORDS AL LT RNG CORPORATION
8960 Lton Ave., Canoga Park, CA 91304 - (818) 280-1100 @

Lax: (818) 280- 110 » www.rainborecords.com * into@@rainborccords.com

Anyone who has heard it knows . ..

West Chester, PA ¢ U.S.A.

Digital meters measure a number, peak meters a transient.
A VU meter is like seeing what you are hearing.
leman After chasing all those digits around, can you relate to the real world ?
udio
(516) 334-7109
www.colemanaudio.com
coley@colemanaudio.com

Over 75 brands of NEW gear!!!!

Microphones - Preamps - A/D/A converters
Studio Speakers - Compressors - EQs

Featured Atlas Pro Audio Brands:

% .

Tube Tech

L]

| ..
Lavry Digital

500 series API"™™ compatible
preamps from Buzz Audio

Purple Audio, & Old School Audio Banaag o

Roll Music

www.AtlasProAudio.com |
US Toll Free 1.866.235.0953 T ——

The new Buzz Audio ESSENCE

Open until Midnight - 7 days EST s tarsiome; conpee Josephson Mics
& Old School Audio 500 series racks
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CLEARSONIC PANEL
Acrylic Shields

SORBER

Absorption Baffles

Lip SYSTEM A2-4 Arloshleld
with AX18 Extenders 8 .S42 SORBER

W3 1.800.888.6360
mraasenine e cl@Aarsonic.com

“The only preamp I'll use to record
guitar, voice and percussion."

Ney Melio
www.neymeilo.com

the MA2.2 True Ciass A
Microphone Ampilifier

Distributed in the USA by
Atlas Pro Audio

Toll free 866-235-0953
www.atlasproaudio.com

buzzaudio

the future of great recordings

vislt www.buzzaudio.com to learn more
Photo by Jer Olsen, KuiturShok.com

“The ADBL 600 has rapidly become a
favorite. Unlike most tube pre’s, it's
very open, clear andinatural.”
Dennis Tousana, Absolute Audio

ANTHONY DEMARIA’S
ADL 600 FROM PRESONUS
HAND BUILT IN LOUISIANA

LIMITED STOCK OF %
OPEN BOX UNITS AT VERY
SPECIAL PRICING!!!

4% PreSonus

DEMO BOTH
e TODAY!

this and much more available
from your pro audio experts:

s0/Ind

BEST GEAR

Ie

BEST PRICES BEST ADVICE

www.soundpure.com / sales@soundpure.com
call toll free now for great deals: 888.528.9703

ChorterOok (ARt Pendulum  ~Sebutron=~ Ly)y( RME

E Greort Rijer

. E LAZRY
e

dynaudio ViR SEYREN ; [ETRNTEN

&

THE PELUSO 2247 SE STEEL TUBE
“NOTHING SOUNDS LIKE A STEEL TUBE”
GORGEOUS SOUND, ENDLESS VALUE
HAND BUILT IN VIRGINIA

o WL
oyt iPun;

=

*
*
¥
; -
<

F)
..?

4

L7 e
& &

¥
-

L,
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We-see the forest
= pandthe trees.

" | L ESEwTY
- | ~3 ’ " ‘,‘
3 :_“.ﬂ - A o | A\ y

= . .
CDs/DVDs MASTERING/EDITING GRAPHIC DESIGN MULTIMEDIA

P L /AY - | T 259 W. 30th Street, NY, NY 10001
TOLL FREE:1-800-815-3444 or 212-695-6530

PRODUCTIONS WWW_PLAY-ITPRODUCTIONS.NET

g

100 Full Coler ‘ 100 Full Color
RETAILREADY €Ds Y @b RETAILREADY DVDs
just $M46:00 .- Qg iust $33900 1
“$21500 7 -s3us08

**Mention MIX

off of your first Call or visit our web site for information on this
order! (ore msttoel  and other cackages - Free sample packet available!

$180 00 or more). -
www.elsproductions.com

v—/A ) 7‘ -~
cd & dvd manufacturing

CDs in Jewel Box
?sﬁ Q : n Jewel Box

Includes 100€ CDs in Jewe) Box with Full Color 4 Panel Booklet
and Tray Card, Full Color Offset CD Printing and Ceilo Wrap.
f, CDs in Printed Sleeve £3

1000 CDs imFutl Color Printed Sleeves with Shrink Wrap.

CDs in Digi-Pak
. Includes 1008 CDs in Full Color 4 Panel Digi-Pak with Clear
Tray and Shrink Wrap.

DVD-5 SPECIAL

1000 Full Solo: DVDs in Amray Box with Full Color Entrapment
and Celio vrap. Il

14 Sunset
Henderson, N¥ 89 . ;
702-318-684 | Radio Ready CD Mastering
TOLL-FREE 877-633-7661 Levet & Fade Correction, Equatization, Compression, Noise
OnRe ¢ Removal, Track 1Ds & Re-sequencing with Digital Peak Limiting
. . for the Hottest Playback Level up to 6 Hours of Time.
""‘i: e All CO/BUD Specials inciude Class Mastering, Film

outpatting amd Otfset Printing. No Extra or Hidden Charges

N

Graphic Design SPECIAL _

« 4 Hours Rasic tayout

cd & dvd manufacturing Deluxe Designs Starting at 0
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Get your music inte digital retails for such as Apple’s itunes, MusicMatch,
AOL MusicNet, Napster, Buy Music, EMusic. Listen.com. Audio Lunchbox, and many more

1,000 Retail Ready CDs

o
32

10th Year Anniversory

We at Media Se k forward tc

M
www ccketrymormll com

or pisit

* Mini/TT Patchbay
to DB25

* All Normals & Grounds
are Reconfigurable

FENSFIOI 00 0NN DR OR BN S0 00 oW 00

audio accessories =\,
audio-line :”

Audio Accessories, Inc. - 603/446-3335 * www.patchbays.com

’ N (D &DVD Replication \
Fuli Retaif Ready Packages
( ) State of the Art A/V Facilities \
Mastering - Editing - Authoring
P rog ressive Award-winningArt Department I
Media & Music The Best Customer Service

www.progressivecds.com
Toll Free: (800)421-8273 Il

THERE’S A REASON WE'VE BEEN HERE 28 YEARS!




CLASSIFIEDS

MIX crassified s are the easiest and most economical means 1o veach a buyer for your product orservice. Fhe classified

Jriges of Mix supply our readers with a valuable shopping aarketplace. We suggest you buy wisely: mail-order consumers

have rights, and sellers nist comply with the Federal T le Commission, as aell as varions state s, Nix shall not he
liahle for the contents of advertisements. For complete infirmation on prices aind deadlines. call (800) 544-5530.

Acoustic Products

RO

g.?‘{& Solar 2

f Studio Construction

! Custom Acoustical Devices
Creative Work Stations

Consultation and Desigh

W Solar2.net [248)860-0503

RPG AcausTicTaaoLs

PROVEN, AFFORDABLE ROOM SOLUTIONS

FROM THE MUBIC INDUBTRY'S LEADING
AcousTicaL INNOVATOR,

— -

ARP I

RPG DIFFUROR SYBTEMS, INC.

. -
o #

WWW.RPGINC.COM/PROAUDIO

l Vocal
Complete Your Dream

New 14 Carat Diamond Series

Modular Sound Reduction Systems
Broadcast, Volce Over, Drums,
Rehearsal, Audio Post Production
Studio Control and Morel

541-330-6045

fgformation@vocaibooth.com

BLACKBUOK

Vocal, Practice and Broadcast Booths

Seulx))Acoustics

www.seulxacoustics.com

INC.
oom

SOUND ISCALATION ENCLOSURES

Celebrating over 16 years of
reducing sound to a Whisper!

Recording, Broadcasting, Practicing

MOL 102126S
(8.5X10.5")
19 Sizes and 2 Levels of solation Available

New! SoundWare Deflection System
(Change parallel walls to non-parallely
Immediate Shipping!
www.whisperroom.com
PH: 423-585-5827 FX: 423-585-5%31

= S1 l_-.NT

58 Nonotuck St., Northampton. MA (1062
Info: (413) 584-7944 Fux: (413) 584-3377

ORDER: 800§§;?ﬁ 74

Sound Basrier » Isola‘ion Hangees
Tube Traps * Silence Wallcovel‘bb
WhisperWedge » ProFoam « Clearsonig

* Hushfoam - R.P.G. Diffusors®
Sonex « Sound Quilt » More
www.silentsource.com
info@silentsource.com

TRAPS®

High-Performance Acoustic Treatment

"After acding seven MondoTraps the bass
response in rny mastering room smoothed out
measurably and audibly, and not a bass note is
out of place. Plus, the sweet spot has grown!"
—Bob Katz, Digitat Domain

Learn why REALTRAPS has. fast become the most scught-after
brand for treating pro recording studios and listening rooms.
Please visit our web site for a wealth of product information,
demo videos, andisome of the clearest explanations of room
acoustics you'll find anywhere.

/866-732-5872 www. REAL TRAPS com

www.gkacoustics.com
Be Professionat, _Buy the Best!
Sound Isolation Booths

Custom Projects Soundproofing Products
& Free Advice Toll Free 1-888-833-1554 (or) 541-947-2602

AcousticsFirst
1 888-765-2900

Full product line for sound

control and noise elimination.
Web: http://mwww.acousticsfirst.com

Consuliting
Products
-soundcontrolroom. I

toll free 866-788 1238

Cases/Covers
Ué\u*l)lil{ COVER

stom Covers and Bags

Speaker Cabinels / Consoles
Anything!

www.undercovernyc.com
917 237 1535

Get your gear Under Cover!

Design & Installation

& )
(o 301-607-6608

"We specialize in audio, video,
acoustic design and installation.”

e Studios

» Government
e Live Venues * Theatres
e Churches * Museums

\ Www.audiodesignsolutions.com )
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apply them toward a rewarding career at Sweetwater!

"Start-up” Company Excitement!

trips, holiday parties, and a whole lot more!

* Work side-by-side with other musicians and engineers in
an amazingly creative environment!

¢ Amazing earning potential!

gear at cost!)
e Relocation assistance
¢ Group health & dental insurance
* Flexible Spending Account

Visit: WWW.Sweelwater.com/careers
call: 1-800-222-4700 Jeff McDonald x1052

Sweetwater: The thrill of a “start-up,”
the security of established success!

Take your expertise in music technology, strong people skills, and desire to succeed, and

¢ Brand-new 44-acre campus with private health club, coffee &
shops, restaurant-style dining, and additional amenities! \‘

¢ Planned company events: family picnics, amusement park

“Established” Company Benefits!

¢ 401(k) Plan & Profit-sharing Program
¢ Employee Accomodation Plan (purchase

exchange

?

SEARCH. RECRUIT. COLLABORATE. NOW.

o)
'a T, 20 8

ENTERTAINMENT TECHNOLOGT L'
: ist

.

‘ -’ BUYesT

Reach more than 800,000
web visitors!

{, Tum Your Passton for
Music Technology into
a Rawardlng Career!

The Entertainment
eClassifieds are the user
friendly, affordable way to
connect buyers, seliers, job
seeker and employers.
www.mixonline.com/eMarketplace

Buy/Sell Gear

See More
Info Online!

Step inside the doors and \
get an in-depth look at
Sweetwater.

PlayStation®Portable entertainment system, PlayStation®2 and PlayStation®3 computer
entertainment systems, for the North American market. Recently featured in MIX Magazine,
our new facilities include THX approved, high-def sound studios for 1st party
product development. THESE ARE NOT ENTRY LEVEL or JUNIOR POSITIONS,
APPLICANTS WILL HAVE TO “HIT THE GROUND RUNNING”

Find/Post Jobs
r Sony Computer Entertainment America Inc. (SCEA) markets the PlayStation®  yy with the team
E family of products and develops, publishes, markets, and distributes software for the thg::kbrlr::g ;ou S
\

BCoM

U.S. Navy Seals, God of War, MLB,
ATV, Syphon Filter & more!

Senior Sound Designer, In-Game
San Diego & Santa Monica, CA (Jobcode: GR10861 & GR10862)

Senior Sound Designer, Post Production
San Diego, GA (Jobcode: RR11003)

We seek a Sr. Sound Designer to joir a dynamic team of creative professionals. We
emphasize creativity and value a healthy work/life balance. The right candidate will
have at least 5 years of game audio experience and the drive to create award wining
game audio. Please note: There is no music composition involved in this position
Responsibilities: Ownership of Audio Design documents and collaboration
with Project Managers. Create and implant sound assets using digital audio tools
(commercial and proprietary). Record new sound effects in the studio using various
recording techniques and props. Use digital audio workstations to record, edit,
synchronize and mix audio for full-motion-video content in various multi-channel
formats. Field record real-world sounds for products. Perform sound format conversion,
EQ-ing, looping, mixing, adding DSP effects, normalization and sound balancing
for ingame assets on multiple PlayStation® platforms. Manage audio content
creation to synch with project schedules. Review contracted assets for creativity,
adherence to technical specs, and general quality standards. Qualifications:
Work with game teams to deliver audio assets. Communicate ideas and issues clearly
in corporate environment: 1 on 1, group meetings, etc. Solid understanding of audio
production, editing and mastering is required. Imaginative use of studio production tools,
props, recording technigues, efc. to create high quality original content. Experience
and knowledge regarding field recording techniques. A clear understanding of EQ,
dynamic range, compression techniques and multi-channe! audio formats. Experience
with professional audio editing tools like (but not limited to) ProTools, SoundForge,
B'as Peak, Waves Plugins, sequencers, etc. Experience with PC and Mac computers.
Expzrience with version control software- Perforce, Alien Brain, etc.

We have an opening in our San Diego Audio Post Production Group. We emphasize
creativity ard value a healthy work/life balance. The right candidate will have at least
3-5 years of audio post production experience and the drive to create award wining
game audio.

Responsibilities: Audio post production for all cinematics/movies in our SCEA projects.
(Sound Design, Dialog Editing, Folly Editing, Music Editing, Surround Mixing, and Dolby
Encoding). Localization of Dialog assets for these SCEA projects into multiple foreign
languages for different territories. (Primarily French, Italian, German, and Spanish).
Provide support to our in-game SFX designers by creating and/or recording sound
effects when available. Coordinate, prepare, and attend Foley recording sessions for
our SCEA projects, as well as Field recording sessions, as needed. Qualifications
Minimum 3-5 years of audio post production experience (working in commercials/
TV/ or Film). Minimum 2 years working in surround mixing environment (Dolby
Pro Logic Il or discrete). Must know Pro Tools software (plug-ins) and hardware,
timecode synchronization, and surround mixing techniques. Must be a very strong
sound designer with some major project titles to their direct credit.

Well versed in dialog, sound effect, foley and music editing. Must SONY
work well under pressure and tight deadlines. Requires working

with clients and possess very strong “people skills’. Must be eager 4

to join @ member of a dynamic and collaborative creative team.
Self-motivating and have an inner passicn for doing great work and

open to new techniques and processes. GOMPUTER

FNTE RTARSAF

e opportunities. For more details, please apply at:

PRINCIPALS ONLY PLEASE. EEO AA PSP, “PlayStation™ and the “PS™ Family logo are registered trademarks of Sony Computer Entertainment, inc.
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Equipment For Sale

0 The thech X73|' The Vintech X73
“l used five X73i's and one X81 to record all of “I use the X73 for recording Patti Scialfa and
S‘-;ar'os Sa”;a':\?l'fhgtt“:ar "acl';s for b\?::éh‘i Bruce Springsteen in their home studio. Toby
¢ aman’ and * a am’ albums.” Ji aines : :
“ Engineer for Carlos Santana, Stevie Ray Vaughn Scott, Engineer for BrucerSpringsteen
[ § | 2
1] AII
THE "X81 CLASS The Model 473
1-877-4-MIC-PRE www.vintech-audio.com

RECRUIT > RETAIN - EXPLORa 3 Y e
ooo JOBzone It's so much more than a job bank. SJ E du
u fl
Entertainment Technology’'s JOBzone brings you the
most user-friendly, network-wide online joo bank that

The outlet for the finest new & pre-owned
is e>$clu§|vely dedicated to serving profe55|ona'ls |r? the recording equi nent anywhere.
Audio, Video, Broadcast, System Integration, Lighting,
and Performance industries.

Start your search today. Hit the JOBzone

link at any of our magazine websites:

www.odysseyprosound.com
emusician.com | remixmag.com | mixonline.com

online.com | livedesign.com | digitalcontentproduce 1-800-249-1821
ks“ Cosnei s 1 e s el Phone: (978) 744-2001  Fax: (978) 744-7224

SUAVES

. Portable Iso-Booths
el | O (T
TORONTO(416)593-8888 the future of
OTTAWA(613)789-1131 great recordings
MONTREAL(S14)8782216 g . . 800.888.6360
www.stavesmusic.com visit www.buzzaudio.com to begin... clearsoni c.com
JOSEPHSON ENGINEERING .
USED EQUIPMENT SALES
C700A , | B e cHIaL Do
T e oo o Fim *

For vocals, spot and far-field pickup.

.josephson.com
§®vintageking

Our product lines range from vintage classics and esoteric rarities
to exciting new boutique gear, many of which are lusively ENTERPRISES
avaﬂab!e from Vintage King. We offer a full warranty and a staff 0

of experienced engineers and technicians, bringing you friendly BAE 1272 repro

Broadcast -ABSOLUTELY
Eqguipment - Parts
Techtraders.com Ph.888.256.863()
Linus@techtraders.com

NEVE™ 1272 COMPONENTS
www.vintech-audio.com
call toll free: 1.877-4-mic-pre

and unparalleled service

: 3 . 8 o Ok Single w’ps $1139 | Two- Channel w/ps $1859
o = BAE 1073 repro

e = I _ “ , -

Single w/ps: 52550'| Two-Chann;?l w/ps: $4900

exclusive trust to Vintage King than any other dealer. 14300 Hortense Street « Sherman Oaks, CA 91423

More high end, boutique audio manufacturers have given their

.Shouldn’t you? (tel) 818-784-2046 » 818-784-0750 (fax)

wiew BrantAverndl com
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CASCADE MICROPHONES
FAT HEAD RIBBON

am
Equipment Rental

“RENTALS AND SERVICE”

Providing The Pro Audio Industry with:
* Rerrtals - Pro Audio Rentals
DESIGN - * Systems - Pro-Tools Rentals
F x * Remote Recording Services
* Service Center - Pro Audio Repairs
A U D | O * fransfer House - Multi-Format

Transfers
www.dfxaudio.com  800.441.4415

818.843.6555

| e studlo Furnlturej

THE ORIGINAL

RACKMOUNT YOUR G5 - WWW.ISD-BOX.COM

800.315.0878 CataLoc

|
e~ i

ORDER TOLL-FREE: 888.580.9188
@ Souna Constpuction € Suopy

!
)OOOARGOSY"

Largorsyconisole.comg
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OMNIRAX

For the lastest news
and technology check
out Mix at

STUDID FURNITURE

CDDA DB

2D www.mixonline.com
with Sidecars

Professional Audio and

OIVINIRAX 8003323303  415.332.3392
FAX 416.332.2607

Www.omnirax.com

Music Production

# gear racks and more
| Modular, stackable

oak furniture
Factory direct since 1984
Per Madsen Design
Free brochure (mention Mix)
B x00-%21-4883 www.rackittm.com

W Audio Recording
v Technology Institute
ORLANDO, FLORIDA

* TRAIN AT HOME
hy Hnm.-stuuy praciical training in
9. Joinour

build your

FREE INFORMA TION.
Audio Institute of America
ﬂ 14 46th. Ave, Sulte AL, San Francisco, CA 34121

Or vislt us at www.audioinstitute.com

+ Extensive Hands-On Training

* Music, SFX Design, Audio Post

* Low Student/Teacher Ratio

* Placement Assistance

* Financing to Qualified Applicants
+ Accredited by ACCSCT

FEATURING ‘ -
i 3:53—

888-543-ARTI * audiocareer.com

WWW. memalecnmsmm com l 855 493 "22

10S LAW GROUP

Inspired By You, Protected By us®

Axios Law Group is an intellectual Property Law firm
that caters to the needs of the audio industry. Let us
help you with your legal matters including patent,
copyright, trademark, and entertainment law.
www.axioslaw.com-audio@axiostaw.com




Macy Gray = KRS-Gne « Aceyalone

= JEFF KING

Masteang engineer

310.571.0500

www.thresholdsound.con

MASTERING

Guaranteed to give you
that “Big Label” sound.

S0 $475.5m

1- 800 692 1210 .

Locared M N w

WWW. musxchousunaslu mh ‘com

NATHAN ELDRED

Professional

MIXING & MASTERING

Services

Phone 813.662.5028
AtfasRccordmg.com/Masten ing

Records Tapes CD Services

DRT Mastering

You will have the fat slammin
major-label sound that sells discs.
Or the work is fres...

Custom gear. 1stclass results. Free broch
800-884-2978 www.drtmastering.com

MASTERING

MIXING & RECORDING
STUDIO VMR

708.267.2198 studiovmr.com

NEED CDs ? THE CHOICEIS CRYSTALCLEAR

CHECK OUT OUR CURRENT SPECIALS!

1000 Cos « $999 (ow:
1000 PROMO CD PACK -

1000 DVDs -
§599 500 DVDs -

WWW.CRYSTALCLEARCDS.COM -

DISC AND TAPE

$ V4S9 {COMPLETE RETAIL READY)
$ 999 [COMPLETE RETAIL READY)

1-800-880-0073

ww.yourmusiconcd.com

00 l@m@ CDRSI$59
100|BASICICDRSI689

500 FU
COLOR
PACKAG

Only $699
PEDTINE “SPECIALS!”

100 FULL COLOR CDR PACKAGE $169

ACKAGEL%829

599
AGE DVDRS - $1199

DON'T WAIT TO PLACE YOUR AD IN THE
CLASSIFIED SECTION!

For details, contact the MIX Classified Department
at (800) 544-5530.

W
erppenton, Mt
100 Full Color Maga” ft of 310“‘
RETAIL READY cns first orde " Call or visit our web sdte for information on this
lusl S0t \r\ and other packagzs - Free sample packet available!

“$215.00 ﬂ"ws\ www.elsproductions.com

| dudes on-disc printing,
K\ Monprim-edbooklet
_ barcode and cello wrapping. |

ﬂUl rrr‘ = §ﬂ@@

\ Akl\'\

c¢d & dvd manufacturing
www.0ddsOnRecording.com

877-0DDS ON 7

6337

Sign up for the
REMIX HOTEL Newsletter
www.remixhotel.com

For the best price in CI) Replication . ...

there is only ane number you'll need!

1.888.891.9091

S
XTRAS

Electronic Musician's
weekly e-newsletter
delivers the

Sweetgetsm(io?
StudioSuite8

[Studio Management Software|
www studiosuite.com
See our ad in MarketPlace

HOP &’RN
io Ready

eet Certified
Instant Download

latest

news direct to your

inbox! Subscribe
today at

www.emusician.com PLATINUM QUALITY SOUNDS

FOR SALE - 4SMP

a world-class recording studio designed
by Russ Berger and used oy top
recording artists. Ready to operate
and convenient to airport, hotels, and
performance venues. Building, land,
attractive setting, top-end consoles,
Pro-Tools, modern and vintage gear,
SNS A/V SAN PRO for data storage
and transfer, MANY extras. ..

Price: 85 million

Visit www.4SMP.com, call direct at
314.497.8940 or email sale@4smp.com
for more information.
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The MOTU Studio: 1,000 plug-ins and counting

With enough horse power to run 1,000 plug-ins, DPS and your Intel-
powered Mac Pro tower deliver your dream Desktop MOTU Studio

N et AR ETE
L P R I

BRRREE « s s+ s so scos NERE Fes

Intei-Xeon Quad Core Processing

Running on an Apple Mac Fro tower, Digital Performer 5 can play 1,000 real-time plugins—an
incredible benchmark that oemonstrates just how much native processing power the MOTU
desktop studio now delivers. Equip yourself with all the virtual instruments and powerful
plugrins you il need to sculpt your own, unigue sound, such as the:unique Ethno Instrument.

Waves native processing

Waves has long been synonymous with quality plug-ins, and the Waves Platinum Bundle contalns a
huge range of top-quality Waves processing for your DPS studio. The Piatinum Bundle now includes
Waves Tune LT, L3 Uitzamagimizer, and |R-L. Convelution Reved as well as all the plug-ins
found in the Woves Galt and Masters bundles. Platinum brings extraordinary signal processing
powei to DPS, for tracking, mixing, mastering, and sound design. From dynamics processing,
equalization, and reverb to pitch correction, spatial imaging, and beyond, Waves Platinum Bundle

is a must-have for every MOTU studio.

The MOTU experts at Sweetwater can build the perfect DP5 desktop rig for you.
We'll'help you select the right components, and we can even install, configure
and test the entire system for you. Why shop anywhere else?

sew T EEMTPPTITTEAAT Gyt L ATt fnb s wa 3
94 ses 490 4 tel 428 448 42490424994+ 42038350949
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96-channel PCI Express Audio

The MOTU PCI-424 core sysiem lets you cannect up to four interfaces to a singte card
for up te 48 channels of 192kHz recording and playback (shown) or 96 channels 96kHz
recording and playback. Mix and match any combination of three interface models
to suitz your I/0 needs. The two-rack HD192 interface provides 12 XLR in/out with
AES/EBU digital 1/0 (with sample rate conversion), 19:segment front panet metering
and aniacredible measured signal to noise ratio of 120d8. The 24io offers an astenishing
24 TR analog inputs and outputs in a single rack space. aft at 96kHz. And the 2408mk3
provides 24 channels of ADAT optical (3 banks), 24 channels of TDIF (3 banks),

8 channels of TRS analog, S/PDIF and seaméess mixing across all connected interfaces.

INANNILY 1A
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FiterFreak and SoundToys

Rejoice! Tne SoumtToys Native Effests bungle is nowr Audio L nit comoatitve, so DP5
users can 2xperieace the incredible sound of EshaBey, FiltedFreak, Fhasellstress
Crystalizer, and Trzmolator. With the focus:on fat analog sounding eifects, versatile
control and easy of use, SoundToys plugs get you great sounds fast These a-e the
tools the pros use to make a mix inta a hit.. Trent Reznor of Kine Inck Nails says,
“Calling EshoBoy a defay plug-in is doing it:a disservice. It has bagome the first thing
Hurn to for treating a wide variety of sources.”

-SAO}puncas

soundtoys

Tcial Workstat on Bundle §398
- SampleTank 2 XL
- Sonik Synth 2

Mirostav Phithamanik 1€ Total Bundle Series

Tatal Eifects Bandie $598 The IK Multimed#a Total Bundle Series offers professional quality production
- Ampeg SVX : i A 4 !
. Amplitube 2 tools at pn'ces‘ every m.usu:lan can afford. IK’s Tota! Studio Bundle with
. Classik Studia Reverb T award-winning plug-ins, 90 DSP Effects, 8000 sounds and over 21.5 GB of
. T-Racks samples offers a diverse collection of instruments and effects for every mix. The
Total Workstatica Bundle delfivers 3 award-winning virtual instrument
workstations covering every style of music and genre, powered by SampleTank’s
- . Sonik Synth 2 advanced sample technology, built-in DSP, and easy te:use interfaces. The
/J,i',,_ql,ﬁ“ . Miroslav Philharm3nik Tolal Effecis Buwile includes 4 award-winning effect plug-in suites for guitar,
:,""';'.‘M"'l" - Ampeg SVX bass, mixing and mastering, all modeled after the most:sought-atter hardware
e ' - Amplitube 2 gear, with 90 ultra accurate, analog modeled DSP emulations. Musicians First.
- Classik Stugic Reverb
- T-RackS

LR IR N

Total Studio Bundle $999
- SampleTank 2 XL

On-demand processing
The AECEPTOR PRO frem Muse Researcheis the ideal way to run
your favorite plug-ins live, and when in the studio it integrates
seamlessly wita Digital Performer and adds additional horsepower
1o your host Mac. Available with 400GB or 750GB drives, you U love
the way RECEPTOR PRO hosts your favorite plug-ins, making i* easy
to create or find any sound, then playing taat:sound with world -class
sonic quality. Whether you play keyboards, gaitar, electronic drums,
or use effects:plug-ins for mixing, Receptor gives yow a stahie,
convenient, and easy way to run your plug-ins:

Komplete control

For DPS users who want it all: Reaktor5, Kontakt2, GuitariRig 2 software, Absynth4,
@ KOMPLETE 4 Battery3, FM8, B4ll, Akoustik Piano, Elektrik Piano, Vokator, Spektral Delay and

Pro-53 in a unified interface with hands-on control — Native Instruments

[XOMPLETE 4 and KORE put an infinite universe of sound:at your finger tips. Every

presetincluded in NI KOMPLETE 4, more than 8,500 in total, has been preconfigured

and categorized in KORE with searchable musical attributes and hands-on controller

assignments. This seamless integration of software ano

hardware turrs Native Instrument’s award winning

synthesizers and samplers into tactile instruments.

©2007 Sweetwater, Inc.

Authorized Reseller
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Keystztion Pro 88 feata-es

¢ 88-key hammer-action,
vefocit-sensitive keyboard

» Powered via USB bus (cable
inciuded) or optional 9Y power supply

24 MiDI-assignable rotary controllers

* 22 1D I-assignable buttons

* 9 MIBl-assignable Alps faders

* MIDI-assignable pitch bend and
modulation wheels

88 Weighted Hammer-Action Keys

that you just won’t want to stop playing! The Pro 88 couatd easily become your
sole keyboard in the studic or onstage. Yet the Keystation Pro 88 weighs only
47 Ibs. — half of most weighted-action keyboards! And the Pro 88's extensive
features make it the most comprehensive and competitive product of its kind!

Digital Performer 5 gives you unprecedented control over your MIDI and audio tracks.
And what better way to take advantage of this hands-on control than the M-Audio
Heystalion Pro 88. Regardless of whether you’re a seasoned pro or just ready to
take your music to the next level, these hammer action keys are so expressive

TALKBACK g PHONE S ———

—<CUVE

MAIN ﬁm
NPT SELECT ; INPUT SELECT CENTRAL STATION
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PASSIVE SPEAKEN CONTROL
SPLAKER SFLECT

SPraxeE T

Control room monitoring

The PreSonus Central Station is the missing link between your
MOTU recording interface, studio monitors, input sources and the
artist, Featuring 5 sets of stereo inputs (3 analog and 2 digital with
192kHz D/A conversion), the Central Station altows you to switch
between 3 different sets of studio monitor cutputs while maintaining
a purely passive signal path. The main audio path uses no amplifier
stages including op amps, active IC's or chips. This eliminates
coloration, noise and distortion, enablingyou to hear your mixes
more clearly and minimize ear fatigue. Imaddition, the Central

Station features a complete studie communication solution with
built-in condenser talkback microphone, MUTE, BIM, two separate
headphene outputs plus a cue outout to enhance the creative
process. A fast-acting 30 segment LED is alse supplied for flawless
visual metering of levels both in dBu and dBfs mode.. Communicate
with the artist via talkhack. Send a headphone mix io the artist
while listening to the main mix in the control room and more. The
Centra) Statien brings all of your inputs and outputs:togethento
work in harmony to enhance the creative music productior. progess.

Advanced waveform editing

Your DP mastering and processing lab awaits you: BIAS Peak Pro 5 delivers award
winning editing and sound design tools, plus the world’s very best native mastering
solution for Mac DS X. With advanced playlisting. Superb final-stage processing. Disc
burning. Plus PQ subcodes, DDP export (optional add on), and other 100% Redbock-
compliant features. Need even more power? Check out our Peak Pro XT 5 bundie with
over $1,000 worth of additional tools, including our acclaimed SoundSoap Pro,
SoundSoap 2 (noise reduction and restoration), Sqweez-3 & 5 (linear phase multiband
compression/ limiter/upward expander), Reveal (precision analysis suite), PitchCraft
(super natural pitch correction/ transformation), Repli-Q (linear phase EQ matching),
SuperFreq (4,6,8, & 10 band parametric EQ) and GateEx (advanced noise gate with
downward expander) — all at an amazing price. So, when you're ready to master,
Peak Pro 5 has everything you need. It's the perfect complement — and finishing
touch — to Digital Performer 5.

i Professional pad controller
t fcl—i The Akai Professional BiPD24: is the valacity sensitive pad controller for

musicians and DJs working weth sampled sounds. The MPD24 features 16
MPC-style velocity and pressure sensitive pads jpfus transport controls for
interfacing with Digital Performer and your virtuah ‘nstruments. You get Akai's
exclusive feel: either MPC 16 Levels or Full Level features for ultimate pad
control. Now add four selectable pad banks totating 64 pads, six assignable
faders and eight assignatie and 360 degree knobs 1or transmitting MID! Control
Change data. Included editor/Iibrafian Software gives you comolete, intuitive
programming and contrel for DPS all of your other software titles. The MPD24
provides unprecedented creative freedom for maniputating sampled material.

The MOTU experts at Sweetwater can build the perfect DP5S desktop rig for you.
We'll help you select the right components, and we can even install, configure and test
the entire system for you. Why shop anywhere else?
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Accurate monitoring

The Madke HE-Saries Active Studis Maniam are considzred some of the most toved
and trusted nearfield studio monitors of all time, and with good reason. These award-
winning bi-amplified monitors offer a performance that rivals monrors costing two er
three t'mes their price. Namely, a stereo fielg thatfs wide, deep andincredibly detailed.
Low fr2quencies that are no more or less than what you've recorded. High and mid-
range fraquencies that are clean and articulated. Plus the sweetest of sweet spots.
Whether it’s the 6-inch HR-624, 8-inch HR-824 ordual §-inch 626, there's an HR Series
monitor that will tell you the truth, the whole truth, and mothing but the truth.

rreTl o Tlrl

PO wsr e

New hands-on control for DP5S

The new Matkie Contve! Briwversal Pro condrol surface gives you ultimate hands-on control
of your Digital Performer desktog studio. Nine moterized, touch-sensitive Penny + Giles
faders, eight V-Pots and more than 50 master buttons let you tweak parameters to your
heart’s content. Uniike generic MIDI controllers, the MCU Pro employs a sophisticated
communication protocol that delivers ultra-precise control, makes setup easy - no mapping
required - and enables you to see your mix in actionwith real-time visual feedback via the
huge backlit LCD and eight LED rings. Apply the custom overlay for Digital Performer for
dedicated!fabeling of'DP-specific functions. The MCU Pro is the ultimate way to mix in DP5!

Power conditioning
 The Mensier Power Pro 900 is designed for high-performance
hooxep of digital and analog components:to AC power for all your
IMOTU studio equipment, providing optimized Monster Clean
Power and surge protection for AC power lines: Advanced featu-es
include Monster's unique Clean Power Stage 1 filtering for high
quaﬁy sound and Dual Mode Plus protection with audible alarm
for maximum protection and performance. For 2ven more complete
protection, the Powes Pro 5100 features: Monster’s Clean Power
filtering, color-coded outlets, audible and visual ingicators for =
ground and protection status monitoring, extra-tong high current
Monster PowerLine cords for optimum power delivery, 24k gold
plated contacts on grounded plug for maximum conductivity, 12
programmable outlets, a digital volt meter, Clean Power Stage
dfiltering, 5 filters, sequenced AC power.on/aff, 3145 joule rating,
_ built-in rack mounts and handles. Get Monster Power today.

Authurized Reseller ™

mowsweetwatercom  (800) 222-4700 Sweetwater
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Universal Audio UAD Series
Hardware-Assisted Plug-Ins Take Your DAWV to the Next Step

o matter how much heavy lifting

the latest dual- and quad-core

processors can handle, users of
native DAW systems will always look for
a way to add a few more plug-ins to the
mix. With a host of included and optional
software emulations of some of the world’s
most coveted pieces of studio hardware,
the UAD Series can help give your tracks
a pro sound that will leave even the most
well-trained listeners guessing.  Available
for PCi, PCI-X and PCI-E—equipped Mac
and PCs, as well as ExpressCard laptops,
UAD plug-ins work with VST, Audio Units
and (with a special VST wrapper) RTAS
host applications.

WALK THIS WAY

Engineers often think about selecting and
tweaking reverb plug-ins, but they rare-
ly look for interesting ways to automate
them, which is toa bad. Dreamverb—in-
cluded with high-end UAD bundles—
screams out for amomation. This plug-in
lets you morph between different room
size/shapes, materials and air thickness-
es—something useful in any number of
ways. For film sound work, simply match
your automation moves to camerd pans or
as characters move from one environment
to the next. With all three of the parameters
(room size/shape, material and air thick-
ness) armed for automation, it will take a
couple of passes to get it right, but once in
place, the reverb will subtly change as it
morphs in real time between two different
environments,

A DANGEROUS PROPOSITION
Regardless of how DAW technology pro-
gresses, many producers and  engineers
yearn for that big console sound. And while
a number of high-dollar outhoard summing
products are available, most of them re-
quire 16 discrete output channels and ad-
ditional rackspace. However, several of the
UAD plug-ins make i possible to achieve a
similar sound without the hassle.

One quick approach is to stack the Neve
1081 SE and Neve 33609 plug-ins on your
stereo bus and sweeten to taste, (If you're
using a multicard system, go ahead and use
the full-strength Neve 1081.) You'll immiedi-
144
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ately notice that your

Tos wine §

snares will pop with
extra sizzle and that
the entire mix takes
on a more congealed,
“glued-together” qual-
ity. (Many of UAD’s
more CPU-intensive
plug-ins
an SE version, which
delivers most of the
sound of the full ver-
sion while devouring
less horsepower.)

A second trick
borrows more from

include

the summing bus ap-
proach. Spread  your
tracks across your last
eight stereo buses
or condense your mix down to cight stereo
stems, and simply drop in one Neve 1081
SE per bus or stem. (Again, if you're using
multiple cards and have the horsepower
available, then go for the full 1081 plug-
in.) From here, just make a few subtle EQ
tweaks to infuse your mix with some of that
classic British sound. The caveat here? This
approach is best saved for your project’s mix-
ing stage, as different DAWSs handle plug-in
delay compensation differently, and if you're
still laying down or overdubbing virtual in-
strument tracks, you could run into some
latency issues.

DUPLICATE COMPRESSION ON DRUMS
with a collection of hardware emulation
and high-end digital dynamics processors,
the UAD plugs can do some very interesting
things with your drum tracks. To add extra
sizzle and sustain to your close-miked drum
tracks, try a duplicate compression chain.
Simply solo and bounce a copy of the track
you want to process and add it back to your
session on a separate track. Next, bring up
the UAD 1176LN. The idea here is to re-
move as much dynamic range from the
track as possible while adding some vintage
grit. The result will be a longer sustain on
the processed drum track that you can add
back into the mix. You can also do this on
groups of drum tracks to achieve a more
unified sound.

The UAD producis let you effortlessly use massive, hardware-emulation plug-
ins without taxing the host CPU. Here, the Neve 1081 EQ and 33609 limiter/
compressor is running on a two-card system at 24-bit/48kHz with plenty of

power fa spare.

DEEP FREEZE

Like standard VST and Audio Units plug-
ins, UAD plug-ins can also be frozen
(depending on your DAW), freeing the
UAD hardware to take on other process-
ing chores, The same care should be
taken when freezing UAD plug-ins: Make
sure that your right-houndary marker is
pulled in close to the end of your ar-
rangement or vour computer will need-
lessly render 10 minutes of blank audio.
Also, expect that this process will take
a tad longer than standard native plug-
ins because the processing is happening
inside the UAD hardware instead of your
computer’s CPU.

VIRTUAL HARDWARE CONSOLE

Some people just refuse to give up their
aging computers, and UAD's stock plug-
ins offer an easy way to keep an older
machine humming along. One simple way
to maximize your availibke resources ¢and
squeeze in another CPU-hogging virtual
instrument) is to exclusively use the CS-1
channel strip plug-in for all of your EQ,
dynamic, chorus/delay and basic reverb
chores. The CS-1 adds a nice touch of hard-
ware-inspired sound without sucking up a
ton of CPU cycles. And to stretch things
even further, you can disable unused EQ
bands and audition each compaonent of the
CS-1 separately. |



If you're looking for coloration
from an Aurora Converter

Thisis the 0nIV
Way you're going to get it.

When we designed the Aurora 16 and Aurora 8 AD/DA converters, we had a simple goal. Converters with
clear, pristine, open sound and no coloration or artifacts. We wanted you to be able to get the identical
audio out of Aurora converters that you put into them. From what we have heard from you and the major
magazines, that's what we have accomplished.

Aurora includes no compression, no limiting, no equalization. No coloration. Why?

First, if you want or need coloration, you already have that handled. You have carefully selected your
signal processing, which you can add to the signal chain at any point you like, or leave it out altogether.

Second, how would we know what processing would fit your needs and your tastes? We could nail it for
our tastes and for a few of our friends, and completely miss what you want.

Third, we wanted to build the best possible AD/DA converter — period, not a converter/signal
processor/preamp/exciter. Adding these functions would add the price of Aurora, for features you may not
want or need.

Instead we packed in features such as our exclusive SynchroLock™ word clock, LSlot expansion port for
optional interfaces, and exclusive remote control options into a single rack space format. And, most
importantly, world-class audio quality that rivals converters costing many times the price.

Aurora 8 and Aurora 16 from Lynx Studio Technology. We'll handle the conversion and leave the coloring
up to you.

Want more information? Go to: www.lynxstudio.com/auroral .L’ L4l

S'IUDIO
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Digital Performer scores the impossible

"Digital Performer is a huge part of my scoring process.

I do all of my writing in DP. At the Mission Impossible 3 sessions,

we had a laptop running DP and a MOTU Traveler to handle prelays
and record live stereo stems of Dan Wallin's mix from the main board.
DP also drove video to the main monitors and synced the entire

100+ piece orchestra, so that everything was perfectly in line with my

composition sequence. | count on DP every day. It performs flawlessly.”

— Michael Giacchino
Composer
Original Music for M:i:3

Mission impossible 3 *Bridge Battle” Digital Performer project courtesy of Michael Giacchino and Chad Seiter. Mission Impossible 3 image courtesy of Paramount Pictures. All ights reserved.
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