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Yamaha & Steinberg
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Integration So Seamless, You'll Forget Where
Software Ends and Hardware Begins

Never before have a DAW software and interface hardware worked together in such perfect harmony.
Representing the most innovative audio post-production environment to date, Yamaha's NUAGE
Advanced Production System is where Nuendo physically comes to life. Offering more flexibility and
workflow efficiency than ever, NUAGE brings forth a super smooth mixing experience unlike any other.

B Synergy That Delivers — Tactile hardware controllers, audio |/0 interfaces and
the software core: Nuendo 7

Bl Direct Control via Multi Function Knobs and Multi Function Display
B Ful-featured Transport and Editing Section with Powerful ADR Tools Built In

€ ... GYAMAHA

Yamaha Corpoation of America * P. 0. Box 6600, Buena Park, CA 90620-8600 * www.yamahaca.com ¢ ©2015 Yamaha Corporation of America
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Pro Tools | Quartet

PreSonus
Studio One 3 Professional
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o Sweetwater Custom Computing
fiiiiiis B 2 Creation Station 450v4

PreSo
Stugio 192

Pro Audio = Recording = Mixers = Monitors ® Microphones ® Guitars ® Keyboards = Drums = Live Sound

0% INTEREST FOR 24 MONTHS'

On purchases of select manufacturers’ products made with your
Sweetwater Musician’s All Access Platinum Card between now
and November 30, 2015 - 24 equal monthly payments required.
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“IWOULD DEFINITELY BUY FROM SWEETWATER AGAIN.
I’'VE NEVER HAD A BUYING OR SERVICE EXPERIENCE LIKE |
DO WITH SWEETWATER.”

Anadrew from Danville WV

Knowledgeable Staff, Top Brands, and Competitive Prices That’s the Sweetwater Difference!

(800) 222-4700
Sweetwater.com

FREE 2-YEAR WARRANTY"* ;2 n ﬂ n Q FREE PRO ADVICE FAST, FREE SHIPPING
Total Confidence Coverage™ Warranty ' : We’re here to help! Call today! On most orders, with no minimum purchase!

**Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit Sweetwater.com/warranty for complete details
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ST51

Large Diaphragm
Condenser Mic

World Radio History

When you need a microphone that
captures the detail and nuance of each
performance, choose one that has

_already earned a permanent place in
studio lockers around the world.

The ST59 muiti-pattern professional
recording microphone raises the
standard for capturing vocals and
instruments. Based on an ultrathin
3-micron gold evaporated Mylar
diaphragm, the ST59 also features a
- Disk Resonator™ that naturally extends
~ high-frequency response. Combined
AWIt‘ Class-A FET circuitry, the ST59
pfd/ides incredible smoothness, detail
_andi articulation for a wide variety
B éfnét:ordings, using your choice of
~cardioid, omni or figure-8 polar patterns.

> )

Tﬁé‘ST 51 is an affordable, true

corﬁenser large-diaphragm recording

mla'ophone with outstanding sound

9 d construction. The ST51's 6-micron,
B \gq J-evaporated Mylar diaphragm is

. optimized to capture definition and

- detail for both vocal and instrument

- recordings. Class-A FET circuitry

priides unparalleled smoothness and
‘:,'waqnth to your recordings.

Whether you're sound engineering

- a iop -ten track or your first indie,
Sterling Audio’s meticulous integration
of traditional and modern technologies
helps capture every moment.

© STERLING.

Available -~ f"
exclusively at
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“Th ey Work!” . aischmit

What the pros are saying about the Recoil Stabilizer™:

“The Recoils are remarkable!
They seem to clear up the low
mids, bring out the uftra lows
and the transients come alive
with greater defail. Very
impressivel”
~ Joe Chiccarelli

(Bon Jowi, Frank Zappa, Ton
Amos, Chicago, Poco
Annie Lennox}

A

1was suspgcf at first, but After
a few minutes with the
Recoils | realized how
much difference they made
They work!

~ Al Schmitt

{Barbra Streisand, Madonna
Quincy Jones, Ray Charles)

*The Recoil Stabiizers are
great! A huge difference from
reqular foam pads. They
sound more stationary and
connected. I'm quite happy
with them.

~ Elliot Scheiner

{Steely Dan, Fleetwood Mac,
Sting, The Eagles Queen
REM. Faith Hilly

With Recoils, when | listen to
my recordings elsewhere, the
results are more like what |
hear when | record

~ Ed Cherney

The Rolling Stones, Bornie
Rattt. Jackson Browne,
Eric Clapton,

I . e =L
/

Y

: &
"The Recoil Stabilizers work
superbly! | feel like the bottom
end is very true and clear and
that the mids are right where |
expect them to be. They took
my monitonng system up a
significant notch.”

~ Ryan Hewitt
(Biink 182, Tom Pelty,
Robert Randolph, Red Hot
Chili Peppers, Natalie Merchant)

‘M\}

My nearfﬂe;ds sound better
on the Recoil Stabilizers. #'s
a great product.

~ Daniel Lanois

(Peter Gabriel, U2, Bob
Dylan, Emmylou Harris
Robbie Robertson}

"Fantaslic! The Reco
Stabilizers really tightened
up the sound of my
near-fields - clearer low-mids
and greater spatial definition
They are great... a good,
solid product *
~ Mick Glossop

Van Morrison, Sinead

O'Connor, The Waterboys,

Frank Zappa, Revolver)

» , e
"With the Recoils | immediately
noticed improvements in the
low end clarity - to the point
that I no fonger needed a
subwoofer. Incredibly, high
frequency detail and image
localization also improved.

~ Chuck Ainlay

{Dire Straits, Vince Gi, Lyle
Lovett, Sheryl Crow, Dide Chicks)

The Recoil Stabilizer... a unique reference monitor platform that de-couples the
speaker to prevent resonance while providing the substantial mass required to
offer a stable, stationary base. The principal is simple — and the results are

/ astonishing, as top recording engineers and producers can attest. But don’t just
take their word for it, order a pair for yourself... because hearing is believing!

Patent pending
#11/949,352
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... take control of your room!
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From the Editor

COMPALED BY THE MIX EDITORS

THE MAKING OF A BELMONT STORY

lap. No pitches from publicists; no looking ahead to see
who has a record coming out or who is on tour; no enter-

s ometimes a ready-made story, a good one, just falls into my
prise reporting on the State of the Industry or Trends in Post-Pro-
duction. Just a good story that I stumble on by being out in the
world and interacting with people. In journalism, that type of story
is considered Found Gold. On a recent run through Nashville, 1
found gold at Belmont University.

The embarrassing part is that I could have easily missed this
month’s cover story, a two-years-in-the-making expansion of the
Mike Curb College of Entertainment and Music Business, culmi-
nating in the construction of a four-story building housing multiple
post-production rooms, centered around the world’s first univer-
sity-based Dolby Atmos mix stage. It's a big story, with tentacles
reaching into production, education, workflow and IT-style net-
worked audio. And if Pat McMakin hadn’t casually suggested that
we “stop by for a quick run-through after lunch,” it likely wouldn’t
be in front of readers today.

I was visiting McMakin. head of Ocean Way Studios Nashville
(owned by Belmont), while in town on my travels preparing for
Mix Nashville in August. He invited me by the studios to sit in on
a 70-piece scoring session for the new Star Wars video game; he
was feeling particularly proud, as bringing videogame scoring to
Tennessee had been a five-year quest, with lots of visits out West,
and it was paying off. The room was full, the cues spot-on and
there was even a Belmont grad behind the board. He introduced
me to Barbara Doyle, new head of the Motion Pictures department,
recently transplanted from Southern California. Then we went out
for Thai food off Music Row.

During the meal, he told me about the new building on cam-
pus—state-of-the-art everything, with an Atmos stage, a shooting
stage, green screen, motion capture, anechoic chamber, 24 edit

suites and computer labs. And new offices for staff! And this is in

addition to Belmont'’s extensive studio facilities already in place,
from on-campus to Ocean Way to Columbia Studio A to Quonset
Hut. We should stop by real quick if I had a second, he said. I did,
and we did. Wow.

It had only been opened two weeks and the parking lots still
smelled fresh! I met some people, ran through video control rooms,
audio suites, the future home of the Foley pits, and then the Atmos
stage, large enough to rival anything in Hollvwood, with an Avid
S6 at the center and custom JBL monitoring throughout. All rooms
are connected with an extensive Focusrite RedNet system, which
seems perfectly suited for an educational environment. The idea
was to bring all the departments surrounding Media Studies under
one roof, fostering collaboration and shared workflow, from screen-
writing to shooting to post to marketing/business. It seems a simple
concept; it sure is elegantly integrated.

Pat followed up by introducing me to his longtime friend and
fellow mid-1970s Belmont grad Doug Howard, who was appoint-
ed Dean of the Curb College the previous January after some 30
years in the business along Music Row and 20 years on the Bel-
mont advisory board. Howard quickly deflected all credit to his
predecessor as dean, Dr. Wesley Bulla, and his team that included
Ron Romano, Michael Janas, and the brand new Dave Warburton.
Then he arranged the interviews, took some nice photographs, and
a story came to life.

It’s not always that simple, nor is Found Gold always a big juicy
nugget like Belmont University on the eve of its 125th anniversary
celebration. But when you’re out in the world, bumping into peo-

ple who are in their element, good things can happen.

ﬂ:{um C\D .}‘ /

Tom Kenny,
Editor




Sound designer,
re-recording mixer Mark
Mangini delivered the
keynote speech

Mix Presents Sound for Film:
The Art of Sound Design

Truth, honesty, courage, risk, inventiveness...these were the types
of words that keynote speaker Mark Mangini, a three-time Acad-
emy Award-nominated sound designer/re-recording mixer, used
to describe what lies at the heart of film sound design, whether
straight-ahead or mind-meld inventive. The art of sound is the art
of storytelling, he explained.

Mangini, a principal in Formosa Group, kicked off the second
annual “Mix Presents Sound for Film” event at Host Sponsor Sony
Pictures Studios, in Culver City, Calif., September 26, setting the
tone for this year’s theme: “The Art of Sound Design: Music, Dialog
and Effects in an Immersive World.” Mangini also closed the show
by intraducing a VIP screenirg of Mad Max: Fury Road in Dolby
Atmos, in the William Holden Theatre; he was sound designer and
ca-supervising sound editor, with Scott Hecker, on the film.

In between, more than 400 attendees were treated to a series of
Master Classes on Immersive Sound by Dolby, DTS DSpatial, AID
and Auro Technologies, to go with expert panels on Music, Dialag,
Effects and Mixing. And in the hallways and mixing stages at Sony,
leading manufacturers and organizations in film sound showcased
their technologies and talents

Avid showed the world’s largest S6 console, recently installed
in the Kim Novak Theatre; Dolby showcased its new broadcast
and cinema tools; JBL built a truss in Stage 17 to display its mid-
field Atmos monitoring systemn with its 7 Series monitors; Meyer
Sound introduced its first new near-field menitor in 25 years, the
self-powered Amie; DTS showed its new MDA Creator tools; and
Yamaha/Steinberg-Harrison announced a strategic partnership to
develop software tools for filr sound.

“We couldn’t be happier with the way the event turned out,”
says Tom Kenny, editor of Mix. “Sony has been an incredible part-
ner from the outset, and they have always emphasized that while
it's at their facilities, it’s about the entire film sound communi-
ty. This year we were excited to have Formosa Group and Warner
Bros. team up as sponsors of the VIP party. Music panel and the
screening of Mad Max. Then to have Dolby, DTS, Auro, Yamaha,
Meyer Sound, RSPE, Avid and all these other sponsors return from
our inaugural event shows that there is a great interest in the new

X1DOLBY ATMOS dts °

technologies and techniques infiltrating film sound. The audience
had full exposure.”

It was also the second straight year that Mix and Sony worked
with Event Partners MPSE and CAS, two long-standing organiza-
tions serving the editors and mixers of the film and television sound
communities. The MPSE sponsored and moderated an expert panel
on Sound Effects: How Far Can You Go?, while the CAS sponsored
and moderated an expert panel on Dialog: From Set to Screen.

A few highlights from the event included:

Music Panel: From left, Andy Koyama, Bill
Abbott, Joseph Magee, Steven Saltzman, Will
Kaplan and moderator Dennis Sands kicked
off the Expert Panel series with a roundtable
on Music: Composing, Editing and Mixing
Beyond 5.1, wherein they discussed the soundtrack’s integration
into the sound design and the potential (with warnings) of music
to extend beyond the screen. Sponsored by Formosa Group and
Warner Bros. Post Production Services.

Dialog Panel: Sponsored by CAS, The Ex-
pert Panel Dialog: From Set to Screen in-
cluded, from left, Lee Orloff, Teri Dorman,
CAS President Mark Ulano, moderator Jeff
Wexler, Gary Bourgeois, Marla McGuire and
Stephen Tibbo. Tips and techniques were revealed from produc-
tion through the edit and on to the final mix, with an emphasis
on how they all strive to keep the production track and work with

post to form the basis of any sound design.

w MPSE sponsored the Expert Panel on Effects:
How Far Can You Go? which included, from

left, Mandell Winter, Scott M. Gershin, moderator David Bondele-

vitch, Gregory Hedgepath, Richard King and Will Files. Workflow

and innovative storytelling proved to be the main topics for work-

ing in Immersive Sound.

Sound Effects Panel: In the world of Immer-
sive Sound, supervising sound editors and
sound designers get a lot of attention. The

sented | Mixing Panel: The final Expert Panel of the
day, sponsored by DTS, was dubbed Mixing:
Immersive Sound, Film and Television and
featured, from left: Greg Watkins, Martyn
Zub, Jeremy Peirson, moderator Tom Kenny,
Onnalee Blank, Mike Minkler and Matt Waters. Mixers are sound
designers, too, echoing the theme of the day, and the audience
heard the whole range, from Game of Thrones to the upcoming
The Hateful Eight.

For more on Mix Presents Sound for Film, The Art of Sound
Design, visit mixonline.com.

ST

Tablit s RL.II'D AV'> LISTEN =
[ @ YAMAHA
& i ! 7 . %*
GoPRO  SEgEn b MX 2 meme 928




The mastering suite at
Abbey Road Studios

Win Free Mastering at
Abbey Road Studios

Some of the greatest rock albums in history
bear the stamp of London's legendary Ab-
bey Road Studios, from Dark Side of the
Moon to landmark records by Oasis and Ra-
diohead, to every iconic album by The Beat-
les, of course. How would you like to add
your music to that list?

To celebrate the launch of Abbey Road’s
online mastering service, Abbey Road and Mix are launching a
competition: Submit your best mix of an original song, and a panel

Abbey
Road
Studios

Select winners will
also receive their choice
of Waves Abbey Road
plug-ins, which model
the studio’s legendary
consoles, mics and oth-
er gear.

plug-in

Prizes
* One grand prize
winner will receive
free mastering of four
original tracks, plus one
plug-in from the Abbey
Road Collection.
* One second prize
winner will receive
free mastering of one
original track plus one
plug-in from the Abbey Road Collection.
* One third-prize winner will receive free mastering of one orig-
inal track.

The EMI TG12345 Channel
Strip plug-in

All entrants will receive a 10 percent discount on remote mas-
tering services for tracks sent direct to Abbey Road (voucher valid
through March 2016).

Judges for the contest are from the Abbey Road Mastering team,
which includes Geoff Pesche, Christian Wright, Miles Showell,
Frank Arkwright, Alex Wharton and Sean Magee.

How to Enter
Submit one original song, no longer than five minutes, to abbey-
road.com/MixMagCompetition. One entry allowed per person.

Deadline is November 30, 2015.
For additional contest details, rules. and entry instructions, visit
abbeyroad.com/MixMagCompetition.

of judges from the Abbey Road mastering team will select their
favorites; the three top tracks will earn free remote mastering by
Abbey Road engineers.

Sound Explosion!

While most books that accompany documentaries simply repeat images and interviews from
the film, Sound Explosion! Inside L.A.’s Studio Factory with The Wrecking Crew is a true com-
panion to the popular The Wrecking Crew documentary film about the famed group of L.A.
session musicians.

Written by prolific pop music historian Ken Sharp. the book is loaded with hundreds of per-
sonal photographs from within Wrecking Crew sessions for artists like The Beach Boys, Frank
Sinatra, The Monkees, Paul Revere and The Raiders, The Association, The Mamas & The Papas,
and many more. It also makes use of dozens of interviews with musicians and artists who tell
the stories of the fabled sessions themselves. Sharp conducted most of the interviews himself
over a five-year period, which are supplemented by some interviews from documentary di-
rector Denny Tedesco, the son of Wrecking Crew guitarist Tommy Tedesco. Players including
Tedesco, drummer Hal Blaine, bassists Carol Kaye and Joe Osborn, guitarist Glen Campbell,
keyboardists Larry Knechtel, Leon Russell and Don Randi, trumpeter Herb Alpert, and many others offer a true insider’s experience in
remembering their work with producers Brian Wilson, Phil Spector, Billy Strange, Al De Lory, Bones Howe and others.

The book is only available through the film’s Website: http://store.wreckingcrewfilm.com —Matt Hurwitz

SOUNDEXPLOSION!

(a4 sTL000 PACTIRNY Wi e WRECKP W )
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CHRIS ISAAK TAKES A TURN TO NASHVILLE

More Vintage Styles on New Album

t's been six years since Chris Isaak put out

his last album of new songs, 2009's Mr.

Lucky. In between, he released an excelient

covers record called Beyond the Sun, on

which he tackled a bounty of 1950s Sun Records

tracks by Elvis Presley, Jerry Lee Lewis, Johnny

Cash, Roy Orbison and Carl Perkins—perfect,
right? What took him so long to do that one?

Now he's back with a new Vanguard release,

First Comes the Night, and if you're wondering

whether his songwriting and musical approach

have gone in some bold and unexpected new

directions, all 1 can say is: Don’t be silly! Chris

By Blair Jackson

Isaak does what he does, which is what he’s
always done, which is write wonderful origi-
nal tunes that stylistically recall his talented
forebears from the 'sos and early '6os, sings
them with an authenticity and conviction that
has always taken him out of the category of
“imitator,” and surrounded himself with musi-
cians who share his passion for re-creating and,
as importantly, updating the retro aesthet-
ics he has championed since his first album,
Silvertone, came out 30 years ago. For a guy
whose songs often sound vaguely (or explicitly)
like someone else, he is also strangely original.

There's no one quite like Chris Isaak.

If there’s a twist to First Comes the Night, it is
that it was recorded partially in Nashville with a
pair of the city's top producers, Paul Worley (Dixie
Chicks, Lady Antebellum, Martina McBride) and
Dave Cobb (Jason Isbell, Shooter Jennings, Sturgill
Simpson), with the remaining songs tracked with
his longtime recording associate in L.A., Mark
Needham, who's worked with Isaak since 1988's
Heart Shaped World, on which his biggest hit,
“Wicked Game,” first appeared. There are a few
Nashville stalwarts who played on the album, and
yes, some pedal steel guitar turns up on a couple

13



Music > Chris Isaak

of tracks, but this is not Isaak’s attempt to
make the country charts next to Miranda
Lambert, Alan Jackson and Kacey Musgraves.
It’s still him being him.

Isaak admits he was initially skeptical
about what Nashville had to offer, but he
was quickly won over. “People told me, ‘It’s
not just country. It’s a music city, with great
producers and musicians and people that
are into everything,” lsaak says by phone
from Australia, where he was spending the
fall working as a judge on that country’s
version of the X Factor TV talent compe-
tition. “So 1 went there and 1 was knocked
out. It was like | went to the colony where
everyone is like me. Every place | went,
people wanted to talk about music or play music.”

Isaak’s first stop was working with Worley: “It’s not that 1 wanted the
sound of Lady Antebellum; that’s a totally different thing, obviously, but 1
had the feeling that if a guy is really musical and knows the business and
has chops...and brother, did he live up to that—Paul Worley is one of the
most impressive men I've ever worked with. He’s kind, he’s smart and he
has a depth of knowledge nobody can top.

“Part of being a great producer is not only hearing it in his head, it’s
getting it out of somebody else’s throat. A lot of producers fail because
they're in the other room saying on the talkback, ‘One more take. ‘One
more take. ‘Let’s do another one.” And that means they don’t know what
to tell you, so they're just saying, ‘Again.’ Paul was never stumped. He'd
come in and he'd talk in terms that were just really specific and detailed:
‘l need you to open up yeur chest voice a little more on this line; and, ‘You
don't need to articulate this part of the line so much. It was really great
direction; he has great ears.”

The main sessions with Worley took place at the producer’s favorite
room in Nashville, the Neve VR-equipped Warner Studios, using a combi-
nation of Isaak’s rhythm section (drummer Kenney Dale Johnson, bassist
Rowland Salley and keyboardist Scott Plunkett) and various Nashville
session aces, including guitarist Jerry McPherson and drummer Chad
Cromwell. Engineer Clarke Schleicher handled the live tracking, with
most of the overdubs done later at Worley’s own Shabby Row studio,
which has a Trident board.

“What I gave to Chris,” Worley says, “was a real love for crafting his
vocals and pursuing them relentlessly. We spent many, many hours and
days doing vocals, allowing him to figure out how he wants to interpret
every line and how he wants those lines to pop out. He told me he really
fell in love with the process.” Isaak has favored the same vocal mic for
many years now: a custom model made by Didrik de Geer.

The Nashville sessions with Dave Cobb went down at the venerable
Sound Emporium studio A, “Jack Clement’s old studio,” Cobb is quick to
point out. “You can feel Jack’s personality in that room, and it was per-
fect for what we were trying to do, which was to capture old Nashville.”
Matt Ross-Spang, who was chief engineer at Sun Studios for about a
dozen years, cut the live sessions using “this ridiculously good-sounding
Spectrasonics desk,” Cobb enthuses. “That studio also has some beautiful
chambers, which we used a lot. There’s no way to fake that sound.

“Chris is definitely one of the best singers
I've ever heard; just a beautiful tone and feel
when he opens his mouth,” he continues.
“Whatever that it’ thing is, he’s got it, and he's
had it all along. He walks into a room and it’s
magic. The band was stellar and he was stel-
lar—nailing the vocals live every take.

“It was a blast working with him because
I love old Roy Orbison records and Elvis
records and Jerry Lee records, and he’s the
only guy on the planet who can get away

/ \ FIRST COMES

THE NIGHT

’ with making records that feel that way

because he has an authenticity. If he'd
been around in the '50s, he probably would
have been one of those guys.”

Five of the 17 songs on the deluxe edi-
tion of First Comes the Night (highly recommended; the five bonus tracks
are as good as any on the regular album) were co-produced by Isaak and
Mark Needham, and recorded by Needham and Ben O'Neill at EastWest
and Needham’s Ballroom Studio, both in L.A. (Needham mixed the L.A.
tracks in the box at Ballroom.) “With Mark, it's always totally comfortable
because we've worked together so long and I trust him so much,” Isaak
says. “l can wonder, ‘Is there too much bottom end on this? and if he says
‘No, then I don't have to ask about it again. He brings so much expertise
to everything he does, because he knows so much about different styles
of music that it makes you comfortable.”

“We've worked together for something like 25 years at this point,”
Needham comments, “and we work really well together with production
ideas, bouncing stuff off each other. He did most of the arrangement
ideas when they were writing the tunes. We worked out a few arrange-
ments together. As usual, we cut the majority of the instrumentation live
so we'd get that interaction between the musicians.”

As for EastWest, Needham says, “We've cut in there before and I've
tracked there a lot; it’s one of my favorite rooms ever—I just a love the
sound of that room. It's not too big, but it sounds big, and the sightlines
are great. It's one of those rooms that just feels comfortable to play in,
and of course the first thing I'm looking for is that everybody’s comfort-
able when they're playing.”

Even after all these years together, Needham still marvels at Isaak’s dedica-
tion to his craft and endurance in the studio. “Usually after two or two-and-
a-half hours with a singer, I'm calling the session because you can hear more
differences in the vocals and they're starting to get a little strained. But with
Chris, he can go on for a phenomenal length of time and still sound great. It’s
scary sometimes that he sounds so strong after four or even six hours.”

So, three different producers, four different mixers (Schleicher,
Needham, Cobb and Darrell Thorp, who mixed two of the Cobb tracks),
a bunch of studios and session players in addition to lsaak’s Silvertone
band (which also includes versatile guitarist Hershel Yatovitz and per-
cussionist Rafael Padilla), yet it all fell together beautifully to become an
instant Chris Isaak classic.

Says Dave Cobb, “It was so much fun; that’s the thing. He’s the most
easy-going guy. “I think everyone could take a lesson from Chris Isaak in
how to be a good person and incredibly talented at the same time, and
make great records.” M
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Music > News & Notes

THE STONE FOXES,
‘TWELVE SPELLS’

Engineer George S. Rosenthal'’s parents assembled a demo studio in their
live/work warehouse in the late 'yos, when the elder Rosenthals were
musicians in the city’s punk and experimental music scenes. Rosenthal
has pursued a recording career, and gradually has transformed the space
into a pro facility called The Complex SF.

He recently tracked the alt-rocking Stone Foxes' latest, Twelve Spells.
“Initially, the idea was just to get their demos sounding as good as possible so
they could shop them to labels and producers,” Rosenthal says. “But we real-
ized, they have such great ideas, they didn't really need anyone giving them
overarching aesthetic decisions; they just needed help to maximize what
they were already going for. They ended up making the whole album here.”

One of the hallmarks of Twelve Spells is the great overdriven '60s
punk sound of Shannon Koehler’s vocals: “When they play live, Shannon
usually has a bullet harmonica mic going through a small amp [to get
that sound], but we weren't having good luck capturing that in the stu-
dio,” Rosenthal says. “Instead, we ended up recording with two mics,

an Electro-Voice 664A going straight to a Silvertone amp, and a Peluso
251—a clean large-diaphragm tube condenser. The Silvertone had nice
clarity but also the drive we needed.

“On some songs, we also used a guitar pedal on his voice that 1 had
bought as a teenager: a Boss 59 Bassman emulator. One day when we
were testing out the vocal drive solutions, we threw it into the chain and
it got a great vocal quality. 1 don'’t think we used it every time, but | know
Shannon wanted to buy that pedal off me for a while.”—Barbara Schultz

COOL SPIN SAM PHILLIPS:
THE MAN WHO INVENTED
ROCK ‘N’ ROLL

Just cross everything else
off of your Christmas list
and buy these two things
for every music lover you
know: Peter Guralnick’s
upcoming biography of
ks 2 i3 rock 'n’ roll pioneering
; studio owner/engineer/

1 producer Sam Phillips,
3 and the companion dou-
ble album: Sam Phillips:
The Man Who Invented Rock ‘n’ Roll (Yeproc). The album
comprises 55 songs, chosen by Guralnick himself, that
represent the greatness and the significance of Phillips
musical legacy.

The collection includes the gutty blues recordings by
artists such as Howlin’ Wolf, B.B. King and )Joe Hill Louis
who inspired Phillips to start his Memphis Recording
Service, as well as the young stars that put it on the
map: Jerry Lee Lewis, Roy Orbison, Johnny Cash, Carl
Perkins and, of course, Elvis Presley. This deep and
beautiful collection also displays Phillips’ affinity for the
religious music he grew up with, as well as early country,
rockabilly, jump blues, etc. This is a collection of songs
that belong in every record collection, produced by the
man who revolutionized the music industry in his time.
—Barbara Schultz
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BELLFURIES,
‘WORKING MAN’S
BLUES’

The Bellfuries’ latest album was recorded in
Hi-Style Studios (Chicago) by engineer/musi-
cian Alex Hall. Working Man’s Blues reflects
what Hall and Hi-Style capture so well:
vintage rock 'n’ roll with modern attitude.
“They've been playing together a long time
and play together really well,” Hall says.
“This studio works really well with a band that's ready to track live.”

Hi-Style was built by in-demand upright bass player Jimmy Sutton (JD
McPherson, Andrew Bird, Koko Taylor, etc.), and Hall has honed his approach to
recording stand-up:

“Bass can be a beast, and each one is different,” he says. “One big problem that
engineers can run into is, you wind up with holes; certain notes come through strong
and others disappear. I'm lucky because Jimmy has house basses that record well.

“Jeff [Seaver] played a King bass into an Altec 639 birdcage mic, which is a combina-
tion ribbon/dynamic. It sounds bizarre by itself on full range, but it's magical on bass. |
position it on the high string side, probably above the F hole, depending if he’s slapping
or plucking, With slapping, if you get too far up toward the fingerboard, it sounds like
a rubber band; and if you get too low, then it’s just boomy low end. The chain beyond
that is the mic pre’s in two Ampex MX10 mixers, into a Berlant tape machine.

“Working live forces you to ignore bleed, which people struggle with a lot with
upright bass, especially if you've got a high-end-y sound like cymbals bleeding into
the bass mic. You have to make the bleed work, and once you accept that, maybe the
sound of the off-axis drums and the bass mic causes you to move the overhead to
compensate, and maybe that combination sounds really groovy. 1 love that kind of
stuff.”—Barbara Schultz
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Classic Tracks

“THOSE WERE THE DAYS”
Mary Hopkin

ho could possibly predict that a five-minute recording of a
WRussian romance song composed in the early 1900s with

English lyrics written in the early '60s, recorded in July 1968
by a green 17-year-old Welsh folk artist, produced by a Beatle, and ar-
ranged by a jazz nerd with unlikely instrumentation would result in a
Number 2 on the Billboard charts?

Engineer Geoff Emerick says “Those Were the Days,” produced by
Paul McCartney and sung by artist Mary Hopkin, appealed to the public
because of those unique qualities.

“It was so different for the time,” Emerick says. “Everyone loved it. It
was one of those things like Paul’s ‘Mull of Kintyre,’ with the bagpipes.
That record sold like two-and-a-half million records in two weeks. [It
was Wings' biggest hit in Britain.] Who knows about these things? We
were always looking for something different, something spectacular ev-
ery time we worked.”

(For those new to Mix, Emerick engineered many Beatles records un-
der producer George Martin and received Grammy Awards for his work
on Sgt. Pepper’s Lonely Hearts Club Band and Abbey Road. He continued
to work with McCartney during Wings.)

The story with Hopkin and “Those Were the Days” is that model Twig-
gy saw the singer win the British talent show “Opportunity Knocks” and
recommended her to McCartney, who then signed her to Apple Records.
McCartney brought “Those Were the Days” to the table after hearing it in
a London club performed by the English lyricist Gene Raskin.

Arranger Richard Hewson remembers the earliest moments of his
involvement. He had recently graduated from the Guildhall School of
Music & Drama in London, during which time he and a gentleman by
the name of Peter Asher had been in jazz band together. Hewson knew
nothing about pop music.

“Stravinsky, Ravel, Miles Davis, Bill Evans, John Coltrane—I was
studying orchestration and 1 was playing in a jazz band at the time,”
Hewson recalls. “Peter Asher was a friend of Paul McCartney’s because
Paul McCartney was going out with his sister at the time. I was at Peter
Asher’s house and Paul was there with Jane and Peter said, ‘Oh Richard,
Paul is looking for an arranger to do a record with this girl called Mary
Hopkin. You can do arranging, can't you?’ I said, ‘Of course | can, nev-
er having done an arrangement for a record before,” He had, however,
worked on Blow-Up with Herbie Hancock while still in college.

Hewson and McCartney spoke about what the producer had in mind
for the arrangement, which only amounted to an instrument called the
cymbalum. Interestingly, the percussion teacher with whom Hewson
had been studying had a cymbalum.

“It’s a Hungarian instrument that is like a piano without the lid on,
hit with hammers,” Hewson explains. “That’s the ding, ding, ding sound
you hear on the song. He said that’s all he had in mind, and, ‘After that,
do what you like.’ So | wrote the arrangement, and not knowing pop
music, that's why it doesn’t sound like the pop music of the time.”

“limmediately liked the use of the cymbalum, which John Barry used
to use in a lot of his film scores,” Emerick comments.

As Emerick recalls, “I think we took a day out of the Beatles’ schedule
so Paul could do this. We did it in Studio Number 3, Abbey Road.”

Emerick is the first to admit, that since the recording was 50 years
ago, some memaries have faded completely and some are vague, but
he knows the equipment at Abbey Road included a Studer 4-track and
REDD.51 console “with the Telefunken amps in it.”

“We did it on 4-track, 1 inch, because we didn’t have half-inch in En-
gland,” Emerick says.

Most likely they recorded the orchestra first at Abbey Road. Emerick
recalls also present in the control room was McCartney’s English sheep-
dog, Martha.

Besides the cymbalum, Hewson arranged instrumentation for one
clarinet, two trumpets, one trombone, a banjo, guitar, bass, tuba, six vi-
olins, four cellos and drums.

As for the orchestra, Emerick says, “It was screened off to the best
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Music > Teenage Time Killers

JOHN LOUSTEAU & TEENAGE TIME KILLERS
KEEP IT RAW, ANGSTY WITH DEBUT

By Lori Kennedy

John Lousteau

hanneling their inner teens—that’s

what the members of metal supergroup

Teenage Time Killers had in mind for re-
cording their debut album, Teenage Time Killers:
Greatest Hits, Vol. 1.

“We wanted to make an album that sounded,
or at least felt like we did when we were teenag-
ers in our parents’ basements and garages killing
time after school making music,” says engineer/
producer/mixer/drummer John “Lou” Lousteau.
“The original idea was to do a very quick EP with
Reed [Mullin] on drums and vocals, and Mick
Murphy on guitar. We wanted to do five songs
tracked and mixed in a week. So the approach
was to make it very raw and natural-sounding.”

Teenage Time Killers consists of Reed Mul-
lin (Corrosion of Conformity) on drums and
vocals, Mick Murphy (My Ruin, The Birds of
Satan, Chevy Metal, Neanderthal) on guitar and
bass, and Lousteau on production, engineer-
ing, mixing and drums. The list of contributors
is extensive and reads like a roster for heavy
metal royalty (see mixonline.com for full list of
special guests), and includes the likes of Dave
Grohl, Corey Taylor, Nick Oliveri, Jello Biafra,
Matt Skiba and Randy Blythe. Lousteau, who
engineered, produced and mixed the album, is
chief engineer at Grohl's Studio 606, where the
album was made.

Photo: Andrew Stuart

Lousteau was able to capture the high-ene-
gry, frenetic, crushing guitars and fast-paced
beats by recording drums and guitar live; ad-
ditional guitar, bass and all of the vocals were
overdubbed. “There is what we call ‘the live
room’ at Studio 606,” Lousteau says. “It’s a big
room that’s great to record a drum kit in. We
set up Reed’s drum kit in the live room and
had Mick’s guitar cabinet isolated in the small-
er iso booth. Mick and Reed would then play
the original rhythm tracks live together wear-
ing headphones.”

Teenage Time Killers: Greatest Hits, Vol. 1 was
recorded to Pro Tools. At least half of the vocals
were recorded in different studios, with tracks
sent to the vocalists to do on their own, so tape
would have made the process harder logisti-
cally. But Lousteau took a tape-like approach
in that he didn’t do any digital editing, “There
weren’t any click tracks used in recording the
basic tracks, and we left everything very natural
and raw,” he says. “That certainly comes across
on the album.”

All of the automation, EQ and compression
at the mix was done in the box and then summed
out of the studio’s Neve 8028 monitor section.
“The monitor section of the Neve sounds really
big and open,” Lousteau says. “The studio has
a small EMT plate that sounds really good, so
that was used as a hardware insert.”

With nearly 20 vocalists on the album, half
of whom recorded at their own studios, Lous-
teau tried to make each song stand on its own
when it came to mixing. “That’s probably one
of the main reasons the album has a mixtape
quality to it,” he says. “Again, it was one of
those things where we tried to just accept the
fact that vocal sounds were going to be differ-
ent instead of stress about it. We were always
really stoked about everything we got back
from the different singers.”

For the vocals recorded at Studio 606, Lous-
teau kept a consistent vocal chain, using a Shure
SM7 into a Neve channel, along with a Distress-
or inserted for compression. “To me, it’s a very
simple chain that sounds really good for an ag-

gressive vocal,” he says.

A Shure SMs7 combined with a Royer R-121
were Lousteau’s go-to mics to capture heavy
rock guitar sounds, running into Neve mic pre’s
and then straight into Pro Tools. “l usually print
the two mics separately, but on this album 1 did
bus the two mics together, so I only recorded
one guitar signal,” Lousteau says. “We really
wanted a streamlined approach on this album
without a lot of tracks going on.”

In addition to the raw vocals, the album’s gui-
tars also have a familiar edgy sound throughout.
“That consistency in the guitar sound is really
Mick’s hands,” Lousteau says. “l met Mick when
we were 10 years old, in Knoxville, Tennessee,
and he really is one of the best guitarists I've
ever heard. He’s pretty much on every song on
the record, with other cool guitarists pitching
in as well on some overdubs.” For Murphy’s set-
up, Lousteau used a Laney Ironheart amp and a
Laney 4x12 cabinet.

While the album took more than two
years to complete, there weren’t that many
recording and mixing days—it was all about
scheduling for the band members and special
guests. “Reed and Mick laid down all of the
basic rhythm tracks in about 8 to 10 days over
two different sessions,” Lousteau says. “Dave
[Grohl] came down and put bass on 11 songs in
one day. We weren’t in a big hurry to finish be-
cause we were getting such cool performances
from everyone involved. We just accepted that
we were dealing with a lot of different people’s
availabilities and schedules, so we took our
time.” Once they had all of the tracking fin-
ished, Murphy and Lousteau got together and
mixed the entire album in about four days.

“It’s one of those records where we tried not
to overthink anything or spend too much time
trying to fine-tune things,” Lousteau concludes.
“We would try to get a quick vibe when it came
to tracking and mixing and just keep moving,. It
really was a lot of fun, because most sessions ar-
en'’t really like that—which is okay, too, but it’s
fun to go the complete opposite direction once
inawhile.” B
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Emerick says he would have used Coles 4038 mics on the
brass, Neumann U 47s or 67s on the strings, a Neumann
M 49 or 50 on the banjo and guitars, and possibly a Coles
4038 on the drums. He also says that he would have used
a U 47 on Hopkin's vocals. “1 would have gone through a
Fairchild 660 limiter,” he says. “It would have been on the
fourth track of the 4-track.”

“The orchestra was probably recorded mono or just
stereo, which would have given us two 2-tracks for or-
chestra, one for the rhythm track and one for vocals,”
Emerick says.

Though Hewson doesn'’t recall any of the contracted mu-
sicians on the session, one player does stick out.

“I'm pretty sure Paul played guitar on the session,” Hew-
son recalls.

While Mary Hopkin does not give interviews, she did
email a corroboration about the guitar. She also addressed a
question about McCartney, who was known to slap his thigh
for rhythm on her album, Postcard.

“It’s hard to remember all the exact details from so long

of my ability. We didn’t have any gigantic sound baffles. They were just  ago but here are a few answers for you,” she wrote. “l did not play guitar
sort of cheap things. Number 3 Abbey Road is not as big as Number 2,  on ‘Those Were the Days.’” Paul played acoustic guitar. Paul’s thigh slap
and it was a bit of a squeeze. 1 got the best separation | could get be-  was on my second single, ‘Goodbye,' where he and | played the two rhythm

tween the brass, the woodwinds and so forth.”

guitars. | don’t recall who played the drums on ‘Those Were the Days,’ but
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since it was a full, orchestral arrangement [by Richard Hewson], I believe
it was a session player, though Paul sometimes played additional drums
[often enhancing Ringo’s basic pattern) on the Postcard album tracks.”

Both Emerick and Hewsor: recall that Hopkin was very shy and
somewhat nervous.

“In the photograph of me, Paul McCartney and Mary in the studio,
you can sce her arms are folded tight around
her body. Her body language shows she’s very
nervous,” Hewson says.

Hewson says he does not recall that the
recording of the orchestra took more than
six attempts.

“l don't remember it being like “The Long
and Winding Road, which | did later with Phil
Spector,” he says. “That was a madhouse. That
job came through Paul very soon after.”

A personal memory for Hewson was when
McCartney called him over at some point
during the day. “He said, ‘Come over to lunch,
I'm meeting Twiggy, so we all had lunch—Mary, Twiggy, Paul McCart-
ney and me—and that was a big deal,” Hewson says.

Memories are vague on whether the track was cut all in one day or
over the course of two, but the children’s choir, brought over from the
Corona School, was recorded &t Trident Studios.

“Arrangersdon’t get royal-
ties. They just get a fee.I1got
25 pounds, which is about
$30. But people said, ‘You got
a career out of it, didn’t you?’
SoIdid get lots of gigs when
it reached Number1.”
—Richard Hewson

“Whenever you wanted a choir of children on records back then you
contacted an organization called the Corona School [Wikipedia has it as
Corona Theatre School, which closed in 2013]. There would have becn
about 15 of them maybe,” says Emerick, who remembers that Trident
had a mixing console of their own make and an 8-track. Emerick says he
might have used C-12s on the children’s choir.

“It was different from everything around,”
says Hewson, who remembers that the song hit
Number 1in England the day he got married the
first time. “Part of why it was different | think is
because | wasn’t a pop musician. It doesn’t seem
like an American-type record at all.”

Hewson laughs as he reveals he was paid
about 30 American dollars for his work on that
record. “Arrangers don’t get royalties. They just
get a fee. I got 25 pounds, which is about $30.
But people said, ‘You got a career out of it, didn’t
you?' So 1 did get lots of gigs when it reached
Number 1. My fee went up for ‘Long and Wind-
ing Road.’ | got $40 for that.” Seventy-one-year-old Hewson still plays
music in the UK with the RAH Band (Richard A. Hewson), which still
does records.

“So I guess that $30 started off my career that has kept me going all
these years.” B
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...PowerTools for power players *

state-variable parametric

The Radial Q4 is a state-
variable class-A paramet-
ric equalizer with a 100%
discrete  circuit.  This
unique old-school design
enables component level
control over individual gain
stages, eliminating the
need for excessive tone
robbing negative feedback.
This makes the Q4 the
most natural sounding EQ
ever! Features include
high and low shelving
with parametric control
over the low mid and high
mid regions.
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EXTC"

guitar effects mterf

The %XTC is a unigue
that lets you interface
impedance guitar pe
with your recording sys!
It features easy
panel %" co
quick
individual send q
controls to opﬂhnze the
signal path and a wet-dry
‘blend’ control. The effects
loop is transformer isolated
to eliminate buzz and hum

1588 Kebet Way, Port Coquitlam BC V3C 5MS tel:604-942-1001

* Specifications and appearance subject to change without notice.

caused by ground loops.



Music > Teenage Time Killers

JOHN LOUSTEAU & TEENAGE TIME KILLERS
KEEP IT RAW, ANGSTY WITH DEBUT

By Lori Kennedy

John Lousteau

hanneling their inner teens—that’s

what the members of metal supergroup

Teenage Time Killers had in mind for re-
cording their debut album, Teenage Time Killers:
Greatest Hits. Vol. 1.

“We wanted to make an album that sounded,
or at {east felt like we did when we were teenag-
ers in oyr parents’ basements and garages killing
time after school making music,” says engineer/
producer/mixer/drummer John “Lou” Lousteau.
“The original idea was to do a very quick EP with
Reed (Mullin] on drums and vocals, and Mick
Murphy on guitar. We wanted to do five songs
tracked and mixed in a week. So the approach
was to make it very raw and natural-sounding.”

Teenage Time Killers consists of Reed Mul-
lin (Corrosion of Conformity) on drums and
vocals, Mick Murphy (My Ruin, The Birds of
Satan, Chevy Metal, Neanderthal) on guitar and
bass, and Lousteau on production, engineer-
ing, mixing and drums. The list of contributors
is extensive and reads like a roster for heavy
metal royalty (see mixonline.com for full list of
special guests), and includes the likes of Dave
Grohl, Corey Taylor, Nick Oliveri, Jello Biafra,
Matt Skiba and Randy Blythe. Lousteau, who
engineered, produced and mixed the album, is
chief engineer at Grohl's Studio 606, where the
album was made.

w Stuart

Lousteau was able to capture the high-ene-
gry, frenetic, crushing guitars and fast-paced
beats by recording drums and guitar live; ad-
ditional guitar, bass and all of the vocals were
overdubbed. “There is what we call ‘the live
room’ at Studio 606,” Lousteau says. “It’s a big
room that’s great to record a drum kit in. We
set up Reed's drum kit in the live room and
had Mick’s guitar cabinet isolated in the small-
er iso booth. Mick and Reed would then play
the original rhythm tracks live together wear-
ing headphones.”

Teenage Time Killers: Greatest Hits, Vol. 1 was

= recorded to Pro Tools. At least half of the vocals
; were recorded in different studios, with tracks

= sent to the vocalists to do on their own, so tape

would have made the process harder logisti-
cally. But Lousteau took a tape-like approach
in that he didn’t do any digital editing. “There
weren't any click tracks used in recording the
basic tracks, and we left everything very natural
and raw,” he says. “That certainly comes across
on the album.”

All of the automation, EQ and compression
at the mix was done in the box and then summed
out of the studio's Neve 8028 monitor section.
“The monitor section of the Neve sounds really
big and open,” Lousteau says. “The studio has
a small EMT plate that sounds really good, so
that was used as a hardware insert.”

With nearly 20 vocalists on the album, half
of whom recorded at their own studios, Lous-
teau tried to make each song stand on its own
when it came to mixing. “That’s probably one
of the main reasons the album has a mixtape
quality to it,” he says. “Again, it was one of
those things where we tried to just accept the
fact that vocal sounds were going to be differ-
ent instead of stress about it. We were always
really stoked about everything we got back
from the different singers.”

For the vocals recorded at Studio 606, Lous-
teau kept a consistent vocal chain, using a Shure
SM7 into a Neve channel, along with a Distress-
or inserted for compression. “To me, it’s a very
simple chain that sounds really good for an ag-

gressive vocal,” he says.

A Shure SMs7 combined with a Royer R-121
were Lousteau’s go-to mics to capture heavy
rock guitar sounds, running into Neve mic pre’s
and then straight into Pro Tools. “1 usually print
the two mics separately, but on this album 1 did
bus the two mics together, so 1 only recorded
one guitar signal,” Lousteau says. “We really
wanted a streamlined approach on this album
without a lot of tracks going on.”

In addition to the raw vocals, the album’s gui-
tars also have a familiar edgy sound throughout.
“That consistency in the guitar sound is really
Mick’s hands,” Lousteau says. “1 met Mick when
we were 16 years old, in Knoxville, Tennessee,
and he really is one of the best guitarists I've
ever heard. He’s pretty much on every song on
the record, with other cool guitarists pitching
in as well on some overdubs.” For Murphy’s set-
up, Lousteau used a Laney Ironheart amp and a
Laney 4x12 cabinet.

While the album took more than two
years to complete, there weren’t that many
recording and mixing days—it was all about
scheduling for the band members and special
guests. “Reed and Mick laid down all of the
basic rhythm tracks in about 8 to 10 days over
two different sessions,” Lousteau says. “Dave
[Grohl] came down and put bass on 11 songs in
one day. We weren't in a big hurry to finish be-
cause we were getting such cool performances
from everyone involved. We just accepted that
we were dealing with a lot of different people’s
availabilities and schedules, so we took our
time.” Once they had all of the tracking fin-
ished, Murphy and Lousteau got together and
mixed the entire album in about four days.

“It’s one of those records where we tried not
to overthink anything or spend too much time
trying to fine-tune things,” Lousteau concludes.
“We would try to get a quick vibe when it came
to tracking and mixing and just keep moving. It
really was a lot of fun, because most sessions ar-
en't really like that—which is okay, too, but it's
fun to go the complete opposite direction once
in a while.” &

22 viix



————

- -
.-
R s 14 L T
N AT
=g
=3
o
=

We specialize
in the impossible!
ADX Technology

oives you the keys
to unlock a mix!

Visit us at:

www.audionamix.com
Checklout the new features
and Buy, Subscribe or Rent
ADX products!

Audionamix

SEPARATE2CREATE"®

——

TE EREATE

-

’Tnl\\/l')l')f\
TV WVNI I\U

AD)

Isolate melodic content from a master mix with
this powerful new software! TRAX Pro’s unique
audio separation process, combined with spectral
editing features, provide previously unimaginable
results. Create new samples, extract vocals for
remixes or virtual duets, adjust volume, pan
positioning and apply processing to isolated
elements within live or master recordings.

ADX

Automatically separate audio to:

B> Rebalance the vocal in a poorly mixed live
performance
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the mastering process
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GO RECORD AT HOUSE OF BLUES NASHVILLE

now with a 24 input x 32 output
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Get it right the first time.

-Il'l"‘l.l'l...v.

FRPFRERET S

House of Blues’ legendary Studio A,

with its 80 channel SSL 9000J

complimented by a 24x32 B80 Mothership.
www.houseofbluesstudios.com
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By Steve Jennings

Mimcaught Grammy
Award-winning Zac
Brown Band when

£ they played at the
Eu.x Amphitheater
in Wheatland, Calif., in

- mid-October.
/— Vo M—

“I'm mixing on a DiGiCo SD7,” says Sound Image is providing the P.A. “In
FOH engineer Eric Roderick {at left), a typical shed hang, there are a dozen
pictured with Preston Soper, FOH Kis per side on the mains and six K1-SB
Tech (center) and Vic Wagner, Crew cabinets per side,” Roderick says. “KARA
Chief/Systems Tech. “1 made the cabinets, three per side for the main/
switch to this desk three years ago. underhangs, 20 Kz enclosures join in for
“My typical approach to the mix is aux coverage. In addition, there are 12
vocal harmony first followed by the SB28 subs on the ground and six more
rhythm section, Zac’s acoustic, then KARA boxes for front fills.”

the rest of the instruments for a bal-
anced mix. This year we have added a
four-member choir and a three-piece
horn section, so finding space for the
eight band members and this addi-
tion has been challenging. With the
release of the new album Jekyll and
Hyde this year, Zac has been adamant

that the band perform and I mix the
new songs as close to the studio ver-
sion as possible. 1 use Waves plug-ins—the C6 multiband compressor, the CLA-2A and H-EQ are used on the L/R bus; the C6
and CLA-3A are also used on various vocals and acoustic inputs.”

Wagner and Soper are using L-Acoustics Soundvision to render each venue in 3D. Rational Acoustics Smaart 1/O,
Focusrite RedNet 4 mic preamps, a half-dozen ISEMcon EMX-7150 measurement mics, a Venue receiver from Lectrosonics,
and a Ruckus Zone Flex T300 wireless access point and tabler are also used to tune the system.

“We truly have put together an A+ audio team this year,” Roderick says. “Along with Vic and Preston we have P.A. Tech

Chris Demonbruen for quite the package. They make mixing on this Kr system truly a pleasure.”
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Monitor engineer Andy Hill, at right, with Jake Bartol, RF/Monitor Tech, is mixing on a
DiGiCo SD7. “T've been using this console for about three years,” Hill says. “It’s my first
time back on a DiGiCo product since the Ds. | really enjoy the flexibility that it has and
1 think that sonically the desk sounds great. A big thanks to Matt Larson at DiGiCo for
taking care of us with support.

“Being able to have 15 VCAs is huge for me, as the band has 13 people, plus guests,”
Hill continues. “It’s a lot to keep track of with 110 inputs from the stage and the band
members plus guests. We are sharing SD-Racks on one fiber loop, which makes sending
signals between me and Eric (at FOH) very easy, which is great for our extensive talkback
system, as well as cuts down on real estate in monitor world. I use all internal effects; 1
think the compressors onboard also sound very nice.”

Band members are all on in-ears. “We use Sennheiser 2000 Series IEM and JH16
In ears,” Hill explains. “In my opinion there is nothing better sounding than the JH
ears. A shout-out to Jerry Harvey for making the best sounding in-ears on the plan-
et. We uses wedges for the precision player as well as for guest artists; all wedges are
Sound Image MA212.”

Drum tech Sean Pgetto.

Guitar tech Chad
Weaver with miked
guitar amps (inset).

The band is Sennheiser-
endorsed. Pictured: the
rack gear at monitor
position, along with the
wireless mic package.

Front-of-house engineer Eric Roderick mixes on a DiGiCo SD7.
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By Tom Kenny // Photos by Andrea Hallgren/Belmont University

BELMONT UNIVERSITY

Mike Curb College of Entertainment and Music Business

- EDUCATION

The new Dolby Atmos mixing
stage at Belmont University

here’s a magic in strolling around
a college campus in the early fall,
much like the thrill of walking up
the ramp to a baseball game at the
age of six and seeing a major league field for
the first time. The energy, the contained-yet-vi-
brant environment, and, at least on the campus,
the intermingling of so much creative curiosity,
as if separate disciplines are bouncing off of
each other and everybody wants to partake.
Belmont University, sitting atop Music Row
in Nashville and this year celebrating its 125th
anniversary, is a living portrait of university
life, with its meticulously maintained lawns,
student quad, brick buildings and 19-year-olds
in a hurry. With the August opening of the new
ground-up, four-story complex housing the
Mike Curb College of Entertainment and Music

30

Business, it's also a living portrait of the new
music and media industry.

Belmont already had a wealth of recording
studios in its range of facilities, both on-cam-
pus and at Ocean Way Nashville, Columbia
Studio A and Quonset Hut on Music Row,
when a new building to house a dining hall was
proposed on campus. In early 2013, senior lead-
ership at the university challenged faculty and
staff across all departments to come up with
ideas for the other three floors.

In March, after surveying faculty and staff, Dr.
Wesley Bulla, then dean of the CEMB, submitted
a proposal to add Immersive Sound and net-
worked audio facilities to the Audio Engineering
Technology program, while at the same time
bringing Music Business, Motion Pictures,
Media Studies, Songwriting and Entertainment

Industry Studies together under one roof.

“We had outgrown our computer labs, offic-
es, and general workspaces, but not necessar-
ily our studio spaces,” Bulla says. “[Belmont]
President [Bob] Fisher gave us the charge to
‘dream big, ‘think about the future, ‘create
something new, and ‘don’t replicate what we
already have. Our framework for thinking was,
‘What’s next for the Curb College?’ So we used
this as an opportunity to address and meet
modern production and teaching/classroom
needs, specifically, network-1P based produc-
tion spaces, emerging immersive audio formats,
and collaborative teaching spaces. Plus, the
Media Studies and Motion Pictures programs
needed updated facilities and a home base.”

The proposal was accepted, and ground
was broken on the new 134,000-square-foot R.



Dr. Wesley Bulla with Audic
Engineering Technol students
Ethan Vincent and Ale ler, botl.

with Video Production minors.
on the smaller Avid S6 Fusion
mixing stage.

Milton and Denice Johnson Center in Summer 2013. Roughly 24 months
later, the new Curb College debuted, with the first university-based
Dolby Atmos stage in the waorld, pictured on this month’s cover, as its
centerpiece. The building also houses a smaller film/TV mix stage, 26 edit
suites, a shooting stage, green screen room, video and broadcast control
rooms, a Foley stage (coming in the spring), and four computer labs.
Media is shared over a 5x 64TB Avid ISIS 5500 server; interconnection is
through an advanced Focusrite RedNet system.

COLLABORATION

Audio Engineering Technology and Music Business were already the
two largest degree programs in the Curb College, and they had been
adequately covered by facilities, albeit in various locations. The growth,
then, is all about the future of media production, through the addition
of post-production facilities and modern workflows, with collaborative
instruction the overriding goal.

“Students in the audio program will learn about film production and
how to create audio and sound for film—from small format media to
large-screen DCP compliant immersive productions and live events,”
Bulla explains. “Students in the film program will learn about audio and
sound production and how to incorporate quality sound into their vision
for a film. Both students will benefit from working together on film,
video, and media projects. Aside from the story/screenplay, the downfall
of amateur, semi-pro, and student film production is usually the sound
design and quality of the audio production. Our goal is to change that.
Student films coming out of Belmont will have great writing, great vide-
ography, and equally great sound—not to mention great music.”

“The new studios bring students the opportunity to not only learn how to
use the equipment but to learn how it all applies in the real world,” adds Dave
Warburton, the recording and film studios manager recently transplanted
from NBC/Universal in Los Angeles. “For our Motion Pictures majors, the
Johnson Center includes everything you'd find in a modern post facility.
They're able to cut their picture using Media Composer and manage their
media on an Avid ISIS server. They'll cut sound in edit rooms on Pro Tools rigs
with industry-standard plug-ins. They'll take their locked picture to the col-
or-grading suite and use DaVinci Resolve for color correction, compositing,
and VFX . They'll bring it all together to do their final mix in a purpose-built
mix stage using the same ix consoles the pros use. We're talking about

implementing classes or labs with a focus on media management and media
security, as well as a class about the importance of 1T-style networking in
rooms and facilities that have more CAT-5 cable than XLR. The goal is for
students to be as prepared as possible to start their careers.”

Central to both the teaching methods and the facility operation is the
Focusrite RedNet Dante-based network system, with each room serving
essentially as a node. “In each of these room-based networks our goal has
been to keep the signal flow entirely in the digital realm from source to
amp/speaker over the Dante Network,” explains Ron Romano, staff IT spe-
cialist. “Each room consists of a RedNet s as the interface with Pro Tools,
and then we send and receive the audio from other various RedNet devices
such as the RedNet 4 mic pres. The RedNet 4s are great because the pre-
amp controls can be integrated into Pro Tools for remote control, allowing
the engineer to stay in the session and even recall the settings with the Pro
Tools session in the future. From there, each of these Red Net ‘room-based’
networks can be connected together on a larger RedNet network to col-
laborate from room to room, or in the future, even building to building.”

“Our sound reinforcement students already gain experience in using
network audio during our student-produced showcases in the 5,000 seat
Curb Event Center,” adds Michael Janas, instructor, Audio Engineering
Technology and the director of Recording Studio Operations. “RedNet is
a proven platform by which we chose to base our entrance into network
audio for studio and post-production.”

FACILITIES

While the entire building is wired for the new world of production, the
new Dolby Atmos stage, based around an Avid S6 console and custom ]BL
monitoring, represents the scope and scale of the entire project.

“We knew we wanted and needed a screening theater and we already
knew we needed a large format mixing stage,” Bulla says. “Surround
sound was always in the picture. We have been teaching audio for media
for years in a music studio adapted for Foley and 5.1 mixing. We were
given the charge to ‘dream big’ and ‘think about the future’'—immersive
sound is the future of film mixing, and object-oriented 1T-based audio
is the future of sound production. Dolby is the prevalent player in film
sound—whether immersive or standard surround in 9.1, 7.1, etc. Atmos
was the logical choice. It’s nice to know the facility will serve and enhance
multiple programs.”

Both the Atmos stage and a secondary mixing stage are outfitted with
24-fader Avid S6 Fusion consoles. Playback is Pro Tools 12 HD Native and
the record system is Pro Tools 12 HDX. Connection between Pro Tools
12 and the S6 is via RedNet 6 MADI units, along with RedNet 5 Pro Tools
bridge. JBL speakers, BSS processing and Crown DCi amplification are
used in the mixing stages, 7.1 mixing control room, and in the Foley con-
trol room. Five 64TB Chassis of Avid 1SIS 5500 Server for building-wide
media storage are accessible from the Atmos room and every other room,
including the 26 edit suites, four computer labs and the video control
room on the first floor.

“It was important to us that we looked at the film and recording systems
so that rooms were collaborative with each other,” Romano says. “In order
to do that we couldn’t just build a great room then go to the next floor
and build another great room. We wanted to build great rooms and a great
building as part of a great campus. Not only did we standardize on several
technologies like RedNet and audio over the Dante Network to achieve
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The Core Builders

Projects of this scale, by necessity, are a team

effort, incorporating many talents inside and

outside of the university, including the Russ

Berger Design Group on studio design and

acoustics. The principals involved included:

From the University: Bob Fisher, President;

| Thomas Burns, Provost; Steve Lasley, CFO;
| Wesley Bulla, Former Dean, Curb College;
Rick Bengtson, Faculty, Media Studies Dept;
Will Akers, Former Chair, Motion Pictures
Program; Mike Janas, Director Recording
Studio Operations; Ron Romano, IT/
| Technology Coordinator.

From Outside the University: David
Minnigan, Darrell Lambert (Architects,
Earl Swenson Associates); Bill Trivett
(Construction Design/Budget Supervisor, Earl
Swenson Associates); Russ Berger, Richard
Schrag (Acoustic Designers, Russ Berger
Design Group); M3 Technology Group; Media/
Broadcast Integration & Technical Services,
Inc. (M/BITS); Marshall Graphics; Vintage
King Audio; SimplyMac; Manios Digital Film,
Cartoni USA; Tri-State Theater Supply.

this, but also using consoles from the Avid series you
can move through this building and work on an S3,
an Ss Fusion and an S6 as you progress from room to
room. From an educational standpoint, a student can
come to Belmont and truly put their hands on the full
production experience in one building.”

Doug Howard came aboard as the new dean of the
Curb College of Entertainment and Music Business early
in 2015, and while he graduated from Belmont in the
mid-'70s, spent 30 years on Music Row and has been on
the board of advisors for nearly 20 years, he gracefully
acknowledges that he walked into a dream. And he
properly gave credit where it was due throughout the
reporting of this story. We'll give him the final word.

“When I walk through the halls of the new Johnson
Center, | have to think back to my first semes-
ter on campus as a student, when we only had one
analog 8-track studio located in the basement of
the business school. That same semester in 1976, we
were all elated to expand to 16 tracks after the pur-
chase of a used Ampex MM1ooo thanks to a num-
ber of $20 donations made by many of the students. It
is an honor to be back on campus to serve as the dean
of Curb College, especially at this very special time
in the program’s history. Our students, faculty and
staff are all so very grateful to the university trustees,
president and senior leadership for having the vision
and commitment to provide such a world-class facility
for the next generation of industry creators and lead-
ers that will graduate from Belmont University.” W
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San Francisco Conservatory of Music
Technology and Applied Composition Program Debuts This Fall

BY MATT GALLAGIHER

servatory of Music (SFCM) has educated génerations of top-cal-

iber classical musicians from around the world, offering instruc-
tion in orchestral instruments, theory, composition and voice. Long part
of the cultural heart of San Francisco, the institution built a reputation
for excellence early in its history and helped to launch the careers of such
distinguished alumni as violinists Yehudi Menuhin and Isaac Stern, con-
ductor/pianist Jeffrey Kahane, guitarist/composer Julian Lage, composer
Aaron Jay Kernis, pianist/composer George Duke, and guitarists Andrew
Hull and David Tanenbaum, who currently serves on the faculty.

SFCM began a new chapter in 2006, when the school relocated across
the city from 1201 Ortega Street in the Sunset District in the western part
of town, where it had resided since 1956, to its present location at 50 Oak
Street in the Civic Center. In its new location, SFCM became part of a
newly forming, centrally located performing arts district in the immedi-
ate neighborhood that includes Davies Symphony Hall, War Memorial
Opera House, and SFJAZZ Center, which opened in 2013. SFCM renovat-
ed and refurbished the 1914 structure, which at one time housed a YMCA
with a swimming pool, and includes a ballroom that SFCM worked to
preserve and incorporate into its new facilities.

| N ounded in 1917 and incorporated in 1923, the San Francisco Con-

On July 1, 2013, David H. Stull, who
was Dean at the Oberlin Conservato-
ry of Music in Ohio, became president
of the oldest conservatory on the West
Coast and brought with him a strate-
gic vision for the future. As the Dean at
Oberlin, Hull oversaw the development
of a state-of-the-art recording studio
and record label. Part of his mission for
SFCM involved initiating a new curricu-
lum and degree program in music tech-
nology for composers, as well as build-
ing top-notch audio facilities into the
classrooms in the basement of 50 Oak
Street for the program and other con-
servatory students and faculty.

This fall, SFCM welcomed its first
class of 15 students enrolled in a new
undergraduate degree program: Tech-
nology and Applied Composition (TAC).
The curriculum integrates an education
in music composition with an education
in music and audio technology. TAC
students learn recording, sound design,
and film and videogame scoring under the direction of SFCM’s in-house
faculty and visiting faculty from the film and game music industries, in-
cluding Leslie Ann Jones (Skywalker Sound), Jeff Beal (House of Cards),
Dren McDonald (Transformers), Austin Wintory (PlayStation 3's Journey),
among others. TAC is sponsored and supported by sE Electronics, Meyer
Sound, Rupert Neve Designs, Electronic Arts and Skywalker Sound.

When Stull was appointed as SFCM president, he invited his colleague
from the faculty at Oberlin, composer/musician MaryClare Brzytwa, to
join the SFCM faculty and develop the TAC program’s curriculum, design
its studio spaces, select and purchase new audio gear, and teach.

“He said, ‘I've got a job out here for you,” Brzytwa recalls. “How'd you
like to pick out some music technology toys?’ And 1 said, ‘Yeah!’ {Laughs.]
It was a big job. We had to get the program voted on by the faculty. We
had to go through a whole process where it was a committee voting
on building the studios. Then we had to get the curriculum approved,
course-by-course, with the committee. That took about a year. And while
we were doing that | was also planning these studios; that took another
year. And then in the summer [of 2014] we actually began installing and
integrating the equipment.

“It’s really educational for the students to be creative and experiment

MaryClawg Brzytwa, the
founding chair of SFCM's TAC
Program, is in Studio A seat
ed behind the Rupert Neve
Designs 5088 32-channel
analog console
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SFCM students participatefii

a recording project in the JF
Program'’s Liye Room, w! a is net-
worked ta othr control r ‘“ S,

with different recording techniques and scenarios,” says Brzytwa, who is
Associate Dean of New Media and Music Technology, and Chair of TAC.
“They're artists first, and technicians second. But we're treating the tech-
nology very rigorously. We're setting the bar pretty high! (Laughs] They
seem to be enjoying it so far. If they have to work with a programmer as
a composer, they’ll have a shared vocabulary, and not be bogged down by
trying to understand the technology.

“All of us teaching in TAC are musicians,” Brzytwa says. “Jason [O’Con-
nell, Director of Conservatory Recording Services] is a violinist and a vi-
olist; I'm a flutist. So we're coming from a place that has a deep passion

CONSERVATORY OF RECORDING

ARTS & SCIENCES

THE PREMIER AUDIO ENGINEERING SCHOOL

@ s soiices
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for music. Recording is part of the compositional process for our students
in 2015. Learning to record, learning to use sample libraries, learning to
mix—all of those things come together to make a craft and an art.”

Brzytwa points out that electronic music has long been present at
SFCM, dating back to the 1960s, when it was a “hotbed of experimen-
tation,” presenting its Sonic Series of concerts featuring artists such as
composer Terry Riley. Former composition professor Alden Jenks was di-
rector of the SFCM’s Electronic Music Studio for approximately 40 years.
Under the TAC initiative, Brzytwa and O'Connell, who joined SFCM in
2007, revamped and greatly expanded upon the foundation that Jenks
had established. They have also preserved Jenks’ contributions and legacy
at SFCM, including an oral history project and restoring some vintage
gear that Jenks brought in.

“When 1 got here it was mainly a performance school,” O’Connell says.
“My job was to capture concerts, and 1 would train the students on how to
do it. Outside of [Jenks’] class, it was the only [opportunity] that students
had to use microphones or computers, or anything. It’s exciting, the fron-
tier, being a founding member of this program.”

Brzytwa oversaw the construction of integrated audio facilities over
three months in 2014. She notes that, fortuitously, the basement rooms
constructed prior to SFCM’s 2006 move-in were already floating, in antic-
ipation of expanding the school’s music technology offerings.

“Jason and I decided on [installing] the Rupert Neve Designs 5088
[32-channel analog console], and that dictated the rest of the infrastruc-
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ture of the rooms,” she says, “figuring out how much room we had to run
pipe in the ceiling, because it's pretty full already and we had to patch
these rooms. We had to add audio tielines throughout the building and
network it all. We decided to go with a MADI system to save some space
in the ceiling, and that’s worked out really well because we have this por-
table cart now that we can take into any of the halls, and it gives us a
lot more capabilities to send [audio] back and forth and listen without
latency. All of the cables for the wtole [facility] were perfectly measured,
all created right here in-house.”

Taurin Barrera, Director of TAC Studios, joined the program as con-
struction took place. “I started out coordinating all these different parties:
facilities, IT, security, and making sure that everything was going accord-
ing to plan,” Barrera says. “It was 2 bit tricky to integrate these state-of-
the-art modern systems with some of our more aged infrastructure. This
[program] is a new angle for the conservatory to take. Here we are build-
ing what appears to be this mondlith of technology in the basement. 1
think a lot of the other members of the SFCM community were really
intrigued but also wondering, ‘What are they doing down there?”

TAC studio facilities comprise Studio A, which is networked to all three
of the conservatory’s halls and a Live Room, built around the Neve console
and featuring a Meyer Sound HD 5.1 monitoring system and Galileo DSP;
Studio B, a project room with a full complement of hardware and software
synths, and sound libraries; the flexible Live or “improvisation” room; and a
Digital Audio Keyboard Lab with 14 preconfigured Mac-based workstations

(Pro Tools, Logic Pro X, Final Cut Pro, Sibelius, and more).

“A lot of the music technology ends up speaking for itself,” Barrera
says. “We're putting new ideas, tools and concepts out in front of people,
and you instantly see that this person is really going to dive in.”

Brzytwa, Barrera and O'Connell all point out that the TAC program
and its facilities are piquing the interest of SFCM faculty in other depart-
ments. “Some faculty have never done anything in this realm [using tech-
nology], and all of a sudden they're starting to do new and crazy things,”
O'Connell says with a laugh. “And hopefully they're going to encourage
their students to take classes with us. That’s been our approach to win-
ning over the school.”

O'Connell also oversees a work-study program: “We hire the students
from the classes to work as recording engineers for pay,” O'Connell says.
“They get to work with me and Taurin, and we do 500 recordings a year
for concerts, and we have all these recording sessions we do. We also re-
cord the orchestra and the opera. We do the live sound for all the con-
certs, the A/V for all the classrooms, and assist all the faculty.”

“We're trying to create students who are well educated, productive,
contributing members of society who engage in the arts [and have] a
broad set of skills that are taught very well, at the highest level with the
best possible resources and equipment,” Brzytwa concludes. “I think we're
getting there. If our students go out and they do a bunch of different jobs,
and they're all successfully employed in some field related to the arts or to
technology or to science, I think 1 will feel very successful.” B
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Making a Recording Connection
Education Model Based on Apprenticeship Tradition

BY LILY MOAYERI

Mentor Cameell Hanna (left) and apprentice Jake
Kiyokane at Serenity West in Hollywood, Calif,

‘ X 77" alking into Recording, Radio, Film, and Culinary Connection

(RRFC), you first notice the walls, which are covered with pic-

tures of Larry King, Oliver Stone, Dr. Drew, and Judge Mathis,

among many others. These are the partners and endorsers of the RRFC,

a licensed apprenticeship program located in Los Angeles Center Studios’

entertainment-based complex. The program, which serves all of the United

States, Canada, the UK and Australia, receives approximately 40,000 annu-
al applicants year-round across its four divisions.

James Petulla conceived the program in 1983 with the first of the school’s
four divisions: Radio Connection. Originally from a small town in Pennsylva-
nia, Petulla started his career in radio in high school, at 16 years of age. Mov-
ing across the continent with the program director from the one-horse town
radio station, by the time he was 23 Petulla was working in rock 1’ roll radio
in the Bay Area. He was approached by the 20-campus Columbia School of
Broadcasting to teach a course. Here, Petulla advised his students on how to
break into the business, namely, by physically being at a radio station.

“In radio, there’s always fluctuation,” Petulla says. “The morning guy
wants a better job, the guy working the graveyard shift is tired of it, the girl
doing the news doesn't want to commute across town. During that move-
ment there’s an opening. You don’t go to the stack of resumes and colleges;
you hire who you know. The fact that my student was already at the radio
station, they'd hire him to do the board op or push gospel tapes on Sunday

morning. They hire whoever is already in
the door.”

In the early days, Petulla ran small ads in
magazines like Rolling Stone and Mix simply
stating, “get into radio.” Calls would come
in from all over the United States, and from
hearing the person’s voice, Petulla could
gauge whether they were right for radio.
Asking for the caller’s three favorite local
radio stations, Petulla would then leverage
his extensive list of radio contacts at the sta-
tions, reach at least one program director
and ask to give his person an interview, and
if they passed that stage, an apprenticeship
at the station.

Fast forward six years and Recording
Connection was added, following the
same model, with Film Connection com-
ing in 2000, and Culinary Connection in
2013. The model is simple: on-the-job,
one-on-one, apprenticeship-based train-
ing from a mentor in your field of inter-
est who is local to where you are based, while following a set curriculum
at home with the option to take advantage of online tutoring. You work
at your own pace, full time or part time, with as little as two days or as
many as five days a week onsite with your mentor. RRFC charges under
$10,000, which includes the online tutoring and the software programs
used in your course of study. While federal aid is not available, the school
offers payment plans and private loans through Tuition Options.

In order to get to this point, however, the applicant has to pass a three-tier
interview process. Of the 40,000 fee-free applications, RRFC accepts, at most,
1,500 students a year. Ten individuals in the Admissions Department call every
single applicant for the first tier of interviews. These 10 have all completed a
post-secondary education in one of the fields RRFC offers and are, or have
worked, in those fields. They also have gone through a rigorous 30-day inter-
view training process. Their job is to filter through the applicants, speaking
to them frankly about their expectations and determining whether they have
realistic goals. If necessary, these 10 also speak to the families of the appli-
cants, to get a better understanding of the applicant’s mindset. This interview
process could take up to two weeks and multiple conversations that include
questions about how long the applicant has been involved in their particular
industry of interest, what type of experience they have in it, and how passion-
ate they are about it. Previous experience is not a requirement, but it does
determine how much weight is given to each area of questioning.
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james Petulla (left} and

“The only reason we don't accept everyone
is because of the nature of what we do,” says
RRFC’s Chief Academic and Operating Officer,
Brian Kraft. “We're sending people to some of
the most important recording studios, radio sta-
tions and film companies in the world, including
United Recording, The Engine Room, Serenity
West, The Record Plant, Quad Studios, Colora-
do Sound, ESPN, ABC, and literally thousands of
boutique studios and film companies. These are
legitimate businesses, and those mentors only
want people that really want this, want to bleed
for it, sweat for it and cry for it. What we're try-
ing to find is the kid who has made three terrible
short films on his iPhone and is obsessed with it
and knows a lot about horror films and Quentin
Tarantino and is a geek for it. We're looking for
the girl who is in a band and has played guitar
for nine years, can show us songs she’s written
and now wants to get to the place where she can
record them herself. We want to introduce that
type of person to our mentors.”

If the applicant passes the first stage, they
arrive at tier two of the interviewing process,
the Head of Admissions Department, which is,
essentially, more of the same but with 11 indi-
viduals who have more experience in vetting.
At this point the interviewers also determine

Brian Kraft.

which mentor within an hour’s
driving distance of the applicant
would be a good fit. They know
what the mentors are looking
for, they know their availability,
and can ascertain if it would be a
good match.

Once the applicant has passed
this tier, they are set up with and
prepped for an interview with
their mentor at their place of
work. That is the third tier, and
the one that determines wheth-
er or not they are accepted to the
school. During this interview is
also a good time for the appli-
cant to vet RRFC by asking the
mentor—someone clearly estab-
lished in their field—whether or
not RRFC is the right place for
them, and the best way to enter
that field.

Now enrolled in one of
RRFC’s programs, the student
interacts with Student Services.
Every two weeks or so, someone
from RRFC will call the student to make sure
they are getting what they were promised and
addressing their concerns and questions.

Student Services also regulates the men-
tors, making sure they are doing their part,
following the curriculum and giving the
student the required one-on-one time. An-
other aspect of Student Services is the afore-
mentioned online, screen-sharing tutoring,
which is available Monday through Friday
from 9 a.m. to 6 p.m. PST, but the student
can request a different time that works bet-
ter with their schedule. The online tutoring
is a particular perk, as the student can pursue
learning other software on top of what they
are learning as part of their course of study.

For Recording Connection, the lessons in-
clude written portions, which students com-
plete online and bring to their mentor. The
mentor has access to the answers to these
assignments, and will go over the student’s
work with them. Then comes the hands-on
portion to the same assignment, which the
mentor then directs the student through.
The time it takes to complete the online por-
tion is up to the student and their ability and
availability, but is typically four to eight hours
a week. The private lesson with the mentor
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Newat VCU,IYE

Training Tomorrow'’s Jack of All Trades

BY MARK R.SMITH

pened several years ago: It occurred when Carlos Chafin, then

new in his role as adjunct faculty at Virginia Commonwealth Uni-
versity, could see that the gears of evolution were in motion in the audio
post-production industry.

Chafin, longtime president of In Your Ear Music & Video Production
of Richmond, Va., and adjunct faculty at VCU’s School of the Arts, recalls
the days of the specialist, when post professionals simply honed and ap-
plied their finest skill. Those days are gone.

In response, at the behest of Chafin and a host of others, VCU is set
to debut its Advanced Media Production Technology post-baccalaureate
undergraduate certificate program. The program, which will operate out
of 1YE's Broad Street studio in the city’s Shockoe Bottom area, will of-
fer college grads the opportunity to learn a specialty, while providing the
varied background needed to meet the emerging market’s demands. In
essence, it’s the best of four-year-degree-meets-hands-on-training.

r I N he moment of this particular revelation isn’t exact, but it hap-

RETURN ON INVESTMENT
The 24-credit AMPT certificate is targeted toward students with a bach-
elor’s degree who are pursuing the study of advanced digital media

42

production and post-production tech-
niques; the aim is to blend creative skills
with the technical expertise required to
compete for employment. The program
costs $14,500 for two semesters, with
VCU'’s aim being to educate the students
in one year—and prevent them from
having to dig out of debt for years (and
maybe more years).

“VCU has been the number one-
ranked public arts school in the country
for many years {according to U.S. News &
World Report], with 17 arts schools under
roof,” Chafin says, “and we’ve come up
with a unique solution. This new pro-
gram is a great add that will offer our
students the option to learn all of Adobe
CS, Avid, Steinberg and other standard
industry-specific software platforms,
as well. And if they can creatively drive
those programs, they can get a job.”

He believes that aspiring-audio/video
production and post professionals “need
a college degree first,” he said, and that
the AMPT program will prevent them from “pigeonholing themselves af-
ter making a huge investment.”

And, too often, huge investments are just what students are making
today, and the payof is too often absent. For example, Chafin pointed to a
music student who was studying the harp at Oberlin College & Conserva-
tory, in Ohio, which charges $65,000 per year for tuition and fees. Digging
out from a $260,000 (plus other college expenses) hole is a rather daunt-
ing start of what should be a promising career. “How can she make that
money back? She quit after one year,” he said. “Most students and people
of modest means can't even apply, let alone make the equation work.”

Students set up
drums at IYE

REAL-WORLD VIEW
In addition, Chafin feels that what’s being offered on the market today
can leave job candidates somewhat lacking in one discipline or another.
“Students who come out of virtually any art college will know the
creative side of the equation, but will be lean on the business side. And
students who go to a technical school or a community college know the
mechanics of Photoshop, for instance,” he said, “but lack the art back-
ground that they would gain at a [four-year] college, learning about paint-
ing, sculpting or sound design.”



YOUR
KEY TO
EXPRESSION

The live room at IYE

That four-vear degree often equates to “a
much better-rounded person,” Chafin says.
“When you're in school, you need to learn
other things. Some business skills are obvi-
ously very important. And we don’t want the
students to just know them, we want them to
apply them. There’s a big difference.”

While the AMPT program has been in
the works for years and was just recently ap-
proved by the State Council of Higher Edu-
cation in Virginia, VCU “has essentially been
piloting some of the courses during the past
several years,” says Matt Woolman, execu-
tive director of entrepreneurship for VCU’s
School of the Arts. “The classes have been
filled primarily by music students, but when
we open it up to all students this winter, we
think the classes will fill up with students
from a range of majors.”

The university is “expecting more entre-
preneurial types, like one guy who wants to
start a record label” to enroll in the program,
Woolman says. He added that, while there
“are a number of vocationally criented pro-
grams at trade schools and at community
colléges," he hasn't heard of any similar pro-
grarﬁs at other four-year colleges and univer-
sities around the country.

“We want to present well-rounded grad-
uates from the AMPT program to the mar-
ket,” he says, noting that while it grew out of
VCU'’s music program, “we designed it so any-
one from any major could enroll and height-
en their skill set.”

IN THE CREATIVE VILLAGE

Woolman said that VCU is accepting applica-
tions for the programs’ January kickoff, which
will be held at [YE—a multimillion-dollar fa-
cility that “would cost VCU too much mon-
ey to replicate on campus”—while capacity
questions are addressed. “We're hoping for at
least 10 students in our first class and plan to
have a cap of 20.”

While the foundation of the AMPT pro-
gram was laid many years ago, crafting it into
a polished product took a village-type effort,
as Chafin started gathering several stakehold-
ers from around Richmond “about two years
ago,” says Steve Humble, director of produc-
tion and development at The Martin Agency,
also of Richmond.

The first step was to determine what kinds
of skills were needed in the new work place.
“It’s very important that young people coming
out of school understand the various editing
tools in Final Cut Pro, Avid,” etc., says Humble.
“Some of these kids were coming out of school
without having much hands-on experience. So
we'd usually have to take six months to a year
to get them acquainted with them before they
could become a high-value employee.”

And at a large agency, like TMA, Humble is
looking for producers wha know a little more.
“They don't have to turn the knobs, but they
have to understand how Final Cut Pro, for in-
stance, works and occasionally get up on the box
and handle it,” he said, adding, “We don't have
audio mixing now, but we will in the future.”
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“Make decisions and live by them.
You will rarely regret them later.”

Last Album Listened To: Sonny Boy Williamson
-The Real Folk Blues, More Real Folk Blues.

Last Book Read: Are We Still Rolling? by Phill Brown.
Last Movie Seen: Goldfinger
Favorite Beer: Red Stripe

Last Accomplishment: Waking up this morning.
Greatest Accomplishment: Still to be determined.

My favorite piece of Retro gear /s the 176,
because it just kills on everything | use it on.

-Vance Powell Producer/Mixer
(Jack White, Red Fang,
Chris Stapleton, The Sheepdogs)

www.re'lruistruments.cnm

Turn-key DAW's
5 year warranty

SuperQuiet™
Technology

Unmatched Support
Hardware RAID

Hot-Swap Drives
“Rack Chassis Only

Superior knowledge of
pro audio and computers.
The best customer service
in the industryl
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BOTH SIDES NOW

Frank Scheuring, co-owner of Capital Post Production
in Merrifield, Va., and a graduate of Full Sail Universi-
ty, said he’s seeing job listings online “all the time” for
video editors, but “the people who post the jobs also
dictate that they want applicants who are able to not
only video edit, but also know motion graphics, au-
dio and color grading,” he says. “Sometimes they want
someone who can shoot, tco.”

Unfortunately, says Scheuring, the pay is “not
equivalent to those five jobs and is often less than
what one of them should be getting.” Still, he sees
what is transpiring in the industry. “During the last
six-to-eight years, there has been a consistent decline
in the budgets [of] the majority of cable TV shows and
corporate work, and the turnaround is faster.”

On the other side of the coin is the specialist’s
perspective. “It’s also tough for people who have
been concentrating on shooting, color correction or
another single discipline throughout their career,”
Scheuring says. “They’ll do a better job than someone
who does four different things. | prefer the old way,
because | think it leads to better quality. But it's not
that way anymore. Many companies are hiring one or
two people to handle all media—including shooting,
graphics, audio—instead of an advertising company, a
marketing firm or a post house. It’s a smart business
move for the companies, but not always a great one for
the talent,” who can be spread too thin.

But he also offered that he, as co-owner of a
post-production firm, is among those who have worn
multiple hats. Scheuring’s focus has always been
sound—but says that he’s also “been doing some video
editing lately. And enjoying it.” Wl
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CRAS Adds Two New SSL Control Rooms to Tempe Campus

BY LORERKENNEDY

or 35 years, the Conservatory of Record-
Fing Arts and Sciences (CRAS) has been

providing students with the training and
experience needed to thrive in the ever-chang-
ing—and challenging—recording industry. Now,
the school has added two new control rooms, F
and G, both equipped with SSL AWS048 con-
soles and Pro Tools 10/11 HDX.

The most unique design feature is the
central recording studio bookended by the
identical rooms. For daytime classes and
clinics, the control rooms run separately,
splitting the microphone inputs for sessions.
Kirt Hamm, administrator at CRAS, says the
school chose the AWS consoles because of
their hybrid nature. “We currently train the
students on multiple large-format analog
consoles, including two SSLs, two APIs and
two Neoteks,” he says. “We felt the SSL AWS
was the next logical step. The analog signal
path, as well as the DAW control, fits our stu-
dents’ and the industry’s educational needs.”

Training in the new AWS rooms takes
place during the last six weeks of the 36-week
on-campus portion of the curriculum. At
that point, students already have an in-depth
knowledge of signal flow, console operation,
studio interconnect and Pro Tools operation.

“During the first two weeks of AWS train-
ing, we focus on intense console operation in
the control room environment,” Hamm says.
“Over the remaining four weeks, the classes fo-
cus on actual live recording, mixing and editing
sessions. Having partnered with soundBlade,
we expanded the curriculum, exposing our stu-
dents to the world of mastering as well.”

Hamm says the school put together a
knowledgeable, savvy design team, represent-
ing many combined years of studio design
and construction. The team included Alex Otto (studio design contrac-
tor), Jeff Harris (CRAS technical director and studio acoustician), Michael
Jones (director of education and studio owner), Tony Nunes (CRAS in-
structor and manufacturer liaison) and Hamm.

Construction of F and G included a radical teardown of classroom en-
vironments and a complete build out of the two AWS control rooms, as
well as the centralized recording space. Having a space of approximately
70x24 feet to work with, the team built three spaces that measure roughly
20x22 feet each. The team also managed to build a 6x10 isolation booth

in each of the control rooms. “We sought out
design space in our control rooms to allow
our students even more recording space,”
Hamm says. “Industry input from our Ad-
visory Board of Studio Managers, and the
instructors who will actually be teaching in
these rooms, provided a team effort.”

In addition to the SSL AWS console and Pro
Tools, both rooms also include Sonnet Thun-
derbolt expansion chassis, Apogee Big Ben mas-
ter clock and Rosetta 800 interfaces, sound-
Blade HD mastering software, Mytek 8x192
ADDA mastering converters, iZotope RX3 and
RX4 audio restoration software and Ozone 5
and 6 mastering software, McDSP Everything
Pack plug-in bundle, ATC SCM2sA reference
monitors, and Sound Anchor monitor stands.

“The equipment and software choices are
dictated by the industry we serve, and, with that,
we hone the skills necessary for our students to
excel,” Hamm says. “We chose the ATC refer-
ence monitors because of their excellence, and
we found them in many of the studios we visit.
Through the educational collaboration between
CRAS and iZotope, CRAS now provides, and
teaches, an iZotope bundle in our students’ Lap-
Top Recording Package, which includes Ozone,
RX-4 and Insight. In addition, we equipped the
racks with analog gear from Empirical Labs,
Manley and BAE Audio, to name a few.”

Students are allowed to use these new rooms
on their own after-hours. The audio and video
tielines between rooms allow the students to
use the entire space for isolation and recording.
Because both control rooms have large isolation
booths, the second control room can act as addi-
tional studio space. Students can choose to use
one AWS control room, have the main studio,
two large isolation booths, and the other control
room as a recording space. CRAS used this design technique to marry spaces
between its Neotek and AP! control rooms, and its SSL 4000 G+ and digital
control room environments, as well.

“We've found that this practice allows our students to make the best—
and the most—use of the space and technology that CRAS can afford them
during their 24/7 access,” Hamm says. “Nothing prepares a student for the
industry like running their own sessions. The students may book the rooms
for their continuing projects in music, post and broadcast production.
Since we opened the new rooms, they are booked every night!” Bl

Studio F
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COOL TOOLS UNDER §500

(HARDWARE VERSION)

I entered the industry in 1997, fresh out
of college and following three intern-
ships: a record label (Metal Blade in Simi
Valley), then NRG in North Hollywood
and finally, Masterfonics in Nashville. Af-
ter aligning analog multitracks in school
to live a Pro Tools existence upon grad-
uation, I hit the scene at a time when
the future was largely digital and on a
screen. In Nashville we used Studer D827
48-track and Otari DTR-900 32-track dig-
ital tape recorders and exclusively SSL
analog mixers—4000 EGs ta one of the
first J9000s in town, but fully, only for a
time; the youngest producers were in the
hallways, editing in Pro Toals via then-
new Mackie HR824 studio monitors. It
was a fun and innovative time.

Even so, today is the most exciting time I've
witnessed in pro audio. Our main commer-
cial studio haunts aren’t where they used to be,
and the tools needed even five years ago have
changed considerably; innovation gives us so
much functionality that we used to pay for
now as a courtesy. Which means we can buy
more things.

In using $500 as a top figure to purchase es-
sential tools, hardware version, I'm suggesting
a relatively small group of preducts below. In
no way am | excluding gear by suggesting simi-
lar products. Buy the best you can afford with-
in budget, and if you don’t know all the best
brands, you could do worse by following these
suggestions, gleaned by countless conversa-
tions with end users, commissioning reviews
for years with pro end users and friends, and/
or personal experiences.

Under-$500 pro audio products don’t have
to be beneath burgeoning pros—that is, unless
you buy toys. Luckily, the M1/Pro Audio world

BY STROTHER BULLINS

offers enough solutions below this price point
that skilled recordists can make it all happen
with comparably low-cost gear and a nearly
free DAW.

All prices quoted are street prices, or what
you'd expect to pay before taxes and/or shipping.

MITOOLS

Roland Cube 80 GX gui-
tar/instrument amp,
$399. It’s always good to
have a flexible, clean-ca-
pable instrument am-
plifier on hand, and I've
been consistently
pressed with Roland’s
Cube Series. Some of the
best guitar tones I've heard live also shocked me
when llearned they were coming from an afford-
able Roland Cube. Here I've suggested the pow-
erful Cube 80 GX, an amp powerful enough, yet
small and affordable enough, to always have as a
backup or go-to studio-tracking amp.

e Line 6 Firehawk
FX processor/USB
I/O, $449. Line 6
continues to provide
musicians with su-
perior, user-friendly
amp simulation. For those recording léts of rock
bands, a USB-ready processor with comprehen-
sive tones available is ideal to have on hand. In
my experience, you just can't go wrong with Line
6 for affordable, surprisingly great guitar tones.

Ludwig  Questlove
4-piece shell pack drum
kit (drums only), $399.
Why am 1 suggesting
a drum kit? Fact is, we
often find ourselves in
recording situations in-

im-
Roland Cube
80 GX

Line 6 Firehawk FX

Ludwig Questiove
Breakbeats drum set

volving troublesome drum kits. Perhaps a trou-
blesome kit’s wood and build quality is fine, but
it resonates with rattle-prone or squeaky parts,
or perhaps drummers arrive with bad, dead
drum heads (and no extra cash for replace-
ments), etc. Audition this neat little 4-piece kit
on site at a retailer dealer, and even insist on
a display if it’s tuned, sounds and looks good.
You'll appreciate always having a surprisingly
versatile, punchy drum kit that’s easy to play
and position.

ESSENTIAL MICROPHONES
Assuming those audio types with $500 burn-
ing a hole in their pockets already own a hand-
ful of cardioid dynamic handhelds—like the
ubiquitous Shure SM57 at $99—below are
some great bargains l've found in the realm of
studio-grade transducers.

Sennheiser MK 4 car-

dioid large diaphragm

condenser (LDC) micro-

'\Q - phone, $299. This is sim-

3 4 ply a  great-sounding
& microphone, versatile and
T arguably uncolored. Most

sources in front of this mic
are translated transparently. Close-miked vocals
and instruments—even speaker cabinets and
drums—are large and rich via the MK 4's notably
open proximity effect. The drawback? It might
be slightly flavorless, but never too influential,
either. That said, it’s the perfect gig bag LDC, as
generally no one ever minds using a Sennheiser.
Audio-Technica AT2020USB+
condenser microphone, $149.
A-T’s standard AT2020 being
a solid yet affordable cardioid
large diaphragm condenser,
1'd recommend having its USB
version as a go-to gig bag solu-

Audio-Technica
AT2020USB+

mixonline.com
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tion. It sounds great and allows direct-to-CPU over-
'/ dubs and “idea scratch pad” usage nearly anywhere.
_i"_ Avantone CV-12 multipattern tube condenser (AKG
I C12 clone), $499. In my experience, the Avantone brand
% has offered a solid stream of very good mics. These are
- ideal for drum room mics, so buy one and plan ahead
for two.
beyerdynamic MCE 86 Il electret condenser shotgun
microphone, $379. Electret shotgun microphones—such
as beyerdynamic’s MCE 86 ll—are small-diaphragm
condensers, possessing key design features making
them the only choice for some recording and live tasks.
The MCE 86 1l is an affordable and truly superb-sound-
ing hypercardioid shotgun, one 1 would recommend
to anyone. It sounds fabulous and full-range, boasting
a rich 50 Hz-18 kHz frequency response. It's lightweight for its size (0.2
pounds), and ruggedly built with a work-ready, no-scratch finish.
sE Voodoo VR2 active ribbon microphone, $499.
More than a decade ago, | became very well informed
on the manufacturing processes of sE Microphones, a
Chinese manufacturer of unique pro-grade options.
The Voodoo VR2, not new, was introduced in a flurry
of ribbon releases just a few years ago. It still stands as

Avantone CV-12

¢

beyerdynamic
MCES8611

sE Electronics

tronics, perhaps $1k less than comparable products. Again, a pair would
be golden, so plan ahead to eventually own two.

Shure KSM137 cardioid small diaphragm condens-
er microphone, $299. Shure’s small condensers have
always been affordable favorites of mine, handling de-
tailed and delicate sounds just as well as SDCs costing
hundreds of dollars more. The KSM137 is a solid in-
vestment, even after you've bought pricier SDC options
in the future. At $299, the KSM137 pushes our budget

ShureKSM137  for a pair but may be worth buying together anyway.

PLAYBACK TOOLS

Mackie FreePlay Personal P.A., $399. The Free-
Play Personal PA is the result of Mackie’s latest
and greatest brainstorm: a super portable “swiss
army knife” sound reinforcement problem solver,
quite useful in many applications both personal
and professional. The black polymer-encased 9.5
x 17.8 x 9.1-inch FreePlay chassis best resembles a
new century “boom box.” It seems to be built well
and is primarily designed for portable, on-the-fly use, weighing in at
11 pounds. It’s a stereo playback system—left and right high-frequency
drivers with a shared, green-tinted 8-inch LF woofer. A built-in 4-chan-
nel digital mixer plus effects, two mic/line preamps, an %-inch input

Mackie FreePlay
Personal PA.
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and Y4-inch monitor output comprise the FreePlay's
simple 1/O scheme.

Elite Acoustics Designs Sunburst Gear MM Series
M3RS, $230. Elite Acoustics Designs’ Sunburst Gear
M3R8 could be the most useful muitipurpose monitor-
ing tool I've ever used. Is it a studio monitor, instrument
monitor, sound reinforcement speaker, portable DJ/K)
rig, remote-location battery-powered portable P.A., or
a 3-channel mixer with limited EQ? Actually, it's all of
those and more. The magnetically shielded, front-ported M3R8 features a
5.25-inch woofer and Il-inch tweeter; three input channels featuring XLR
and TRS inputs plus eighth-inch auxiliary jack with volume knob; three-
band master EQ; long-lasting 15-plus hour rechargeable battery; AC/DC
operation; separate USB input anc charge ports; and 35 mm bottom pole
mount with a very sturdy overall brild quality and road-ready design.

JBL 3 Series LSR308 studio monitor, $249. | BL's af-
fordable 3 Series of active two-way studio monitors
is one of the sest-sounding, truly affordable studio
monitors I've found. At $249 each, the largest 3 Se-
ries model—the LSR308 featuring an 8-inch woofer,
1-inch tweeter with JBL’s proprietary Image Control
Waveguide and dual-amped (56 W each) power per
driver—provides accurate, non-fatiguing playback.
The secret is in its design, benefitting by trickle-down technology from

Elite Acoustics
Designs Sunburst
Gear M3R8

JBL LSR308

JBL’s premium studio monitor technology, the
M2 Reference Monitor.
Auralex, IsoAcoustics or Primacoustic Studio
Monitor Accessories, from $79. Decoupling even an average pair of stu-
dio monitors from a desk notably improves speaker performance and
reduces vibration transfer; as a result, work improves.

Auralex, 1soAcoustics and Primacoustic each offer effective, and
quite different, speaker isolation products. I've used Auralex’s ProPad
(from $149 per pair), IsoAcoustic’s 1SO-L8R (from $79 per pair), and Pri-
macoustic’s Recoil Stabilizer (from $89 per pair). Each brand is a fine
option worth considering; choose based on monitor dimensions, work-
space/desk type, seating height, etc.

Primacoustic Broadway acoustic treatment pan-
els, from $229. Working in a small residential room—
bedroom, dorm room, cellar, or attic—often presents
challenges not easily fixed with a $500 budget. How-
ever, treating the area right at the monitoring position
can help battle acoustic anomalies in helpful ways.

I've had great luck with Primacoustic’s Broad-
way 6-pound glass wool absorptive panels, start-
ing with a few, adding along extra models and shapes as 1 “tighten” the
acoustics of my small work space. The London 8 room kit is designed for
100-square-foot spaces for $229 street.

For Strother’s complete list of cool tools under $500, please visit mixonline.com.

IsoAcoustics ISO-LBR

Primacoustic
Broadway panels

LEGENDARY

Doesn’t your music deserve ?

Quite simply, Vlado Meller is one of the undisputed masters of mastering.
His discography includes many of the greatest records ever recorded.

Today, the world’s leading producers, engineers & artists trust his ears
as the final authority.

You put your heart, your soul and your career into your new record.
# Doesn't your music deserve Vlado?

VLADO

Vlado Meller Mastering Los Angeles

New York

Peter Cho
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www.vladomastering.com
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ADVERTISING SUPPLEMENT

ACADEMY of ARTUNIVERSITY °

We. Do. Soundtracks.

Earn a Degree or Take Classes
in Sar Francisco or Online

Schoo of Music Production & Sound Design for Visual Media

CONSERVATORY OF RECORDING ARTS & SCIENCES
2300 E Broadway Rd.
Tempe, AZ 85282
844/334-7327 * audiorecordingschool.com
Degree/Certification Offered: Master Recording Program Il (MRP I}

The Conservatory of
Recording Arts &Sciences
(CRAS) is the premier
recording  engineering
and production school.
If youre looking for an
education that can give
you the knowledge and
skills to record and “live
mix" music, design game
sounds, or audio for film,
TV and broadcast, then
CRAS is the place for you. CRAS is the only recording school with a
mandatory industry internship required for graduation. Graduates
are also certified in a broad range of technologies, encompassing all
aspects of recording and sound reinforcement. This means CRAS
students graduate with a significant advantage in the workplace.
CRAS doesn't offer online courses because we know that a hands-on
education is needed to develop a student's self-confidence and overall
mastery of all technologies and systems. Learn the art of recording, in11
months, quickly, without a mountain of dekt. If you love sound and want
to make it your career-BE CRAS!

ITHACA COLLEGE SCHOOL OF MUSIC
953 Danby Road, Whalen Center for Music
Ithaca, NY 14850
607/274-3171 « ithaca.edu/music

Degree/Certification Offered: Sound Recording Technology
{B.M.) and undergraduate programs including Music Education,
Performance Studies, and Music Theory, History, and Composition.

Since its founding in 1892 as a
conservatory, the School of Music
earnsitsreputationasone of thebest
in the nation, offering a superb blend
of full-time faculty, performance
opportunities, required liberal arts
courses, and success in career
placement. As a part of our Bachelor of Music Program—in addition
to taking core courses that focus on legacy recording techniques—
you will be trained in the latest recording and mixing methods in our
newly refurbished, state-of-the-art facilities. To complement your
music studies, you will take courses in Audio Production, Theatre Sound,
and Physics, at the School of Humanities and Sciences. Your skills will
be honed and developed over the four years, while working as a patd
engineer within Ithaca College’s Recording Services work-study program
culminating in an internship in the field. You will also create a seniar
project, acting as producer, recording/mixing engineer, and mastering
engineer. This will act as your portfolio piece that will demonstrate that
you are an audia professional and a schooled musician.

LEBANON VALLEY COLLEGE
101 North College Avenue,
Annville, PA17003
(717)-867-6275 * music@Ivc.edu » www.lvc.edu/music
Contact information: Dr. Barry Hill, Director of Audio & Music
Production Program

If youlove music, audio,
and being creative, our
recording and music
business programs let
you focus on what you
really want to do. We
offer a fully accredited
Bachelor of Music
degree that involves
studies in  music,
performance, studio
recording mastering,
live sound, record production, audio for digital media, and business.
You'll start immediately as a freshman in our hands-on classes - you
can't learn unless you actually get to engineer lots of stuff. Get involved
in Vale Music Group, our student-run College record label, live concert
promotion, and publishing company. Complete an internship in an area
of your choaice. You can go as far in life as you want; our graduates have
worked at Disney, Sony, Dreamworks. Insomniac, etc.. They're doing
game audio, live sound, film and post, design - you name it. We require
amusic audition, so plan ahead and work with your music instructors.
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Native Instruments Maschine Studio Groove
sE Munro Egg 150 Studio Monitors
& Behringer X32 40-Channel, Digital Mixer
Neumann TtM 102 Large-Diaphragm The Professional’s Source™
# Moog Minimoog Voyager Monophonic Synthesizer
Neumann TLM 107 Multi-Pattern Large Diaphragm
Universal Audio Apollo Quad Core i
Apple 15.4" MacBook Pro Notebook
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B&H Delivers in Every Way

FREE Expedited Shipping on orders over $49°

B&H is the world's leading Pro Audio equipment retailer
» The largest inventory * Top industry experts on staff 420ANInth Ave, NYC
o The most helpful customer service anywhere Visit Ous SuperStore

800-947-5508

Visit BandH.com the ultimate resource for all your Pro Audio needs g .
Speak to a Sales Associate

Be informed with B&H.com/Explora’s huge collection of Pro Audio or Consulisaith L ve CANE S
educational content:
« Articles  Tutorials ¢ Trends * Reviews * Tips ¢ Interviews www.BandH.com
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ADVERTISING SUPPLEMENT

MASTER MIX LIVE
702/947-0877 | 877/213-1705
mastermixlive.com

MASTER MIX | ((LIVE ))

Master Mix Live offers students a very unique semi-private
engineering education to acquire skillful use of today's audio gear,
plus confident hands-on console mastery to qualify as an Al or A2
proficient live audio engineer in 20 weeks. Master Mix Live tailors
their instruction and training to focus expressly and specifically on a
live audio engineering and mixing education. Master Mix Live's five-
month, 300-hour, hands-on, extreme Live Audio Engineering Program
was uniquely modeled to teach, train and prepare up-and-coming
audio engineers for live practical knowledge, understanding, and use
of today's cutting-edge audio gear.

Register now for the upcoming Feb. 2016 class!

THE OMEGA STUDIOS' SCHOOL OF APPLIED
RECORDING ARTS & SCIENCES
5609 Fishers Lane
Rockville, MD 20852
800/93-OMEGA « omegastudiosschool.edu omegastudios.com

The Omega Studio’s School operates within the facilities
of Omega Recording Studios, a worldclass five studio
recording complex just outside Washington D.C. Training audio
professionals since 1977, Omega's Audio Engineering for the
Music Industry Program provides a superior education in every
aspect of audio engineering for the music industry, as well as
music business education essential for a successful career. The Audio for Film and
Television Program prepares students for careers as recording engineers in the
television and motion picture industries.

The Comprehensive Recording Industry Program combines these two
programs to prepare the most highly qualified candidates for virtually any audio
production or engineering position. Certificates offered in above programs.

In addition, students can take smaller components of these programs,
individually or in combination, to narrow their educational focus to meet specific
career objectives.

* Audio Production Techniques

* Recording Engineering & Studio Techniques

* Electronic Music Synthesizers & MIDI

* Sound Reinforcement for Live Performance The

» Essentials of Music Business & Artist Management

Financial aid is available for those who qualify. Omega is Approved for
Veterans' Benefits and accredited by ACCSC. Omega is an Avid Certified
Pro School.

PEABODY CONSERVATORY OF THE
JOHNS HOPKINS UNIVERSITY
1E Mount Vernon PL.
Baltimore, MD 21202
667-208-6600 * peabody.jhu.edu/recordingarts
Degree/Certificate(s) Offered: Bachelor of Music in Recording Arts
and Sciences, Master of Arts in Audio Sciences

The Peabody Conservatory of The Johns Hopkins University, in
conjunction with the GW.C. Whiting School of Engineering at Hopkins,
offers a unique double degree program: the Bachelor of Music in
Performance and Recording Arts and Sciences. This rigorous five-
year program combines three major components that are essential to
successin the audio industry: music performance, recording technology,
and the related math, science and engineering courses. Peabody also
offers aMaster of Arts degree in Audio Sciences with concentrations in
recording and production, and acoustical studies, and courses in sound
for film and video games.

School of

Media Artsg:9Studies

4 -

Ml;sic Production & Recording Industry Program
Bachelor of Science, Communication.

cutting-edge industry education *« expert faculty
state-of-the art tracking and mixing studios
high-end analog and digital gear - visiting professionals

www.mediaschool.ohio.edu

SCRIPPS Colicge of Commnicaion & OHIO
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The ultimate immersive cinematic experience

« A premium yet cost-effective sound experience
- Supports an open standard for immersive sound
« Upgradable with existing Auro 11.1 systems

+ Full platform flexibility for studios
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STEPHEN F. AUSTIN STATE UNIVERSITY SCHOOL OF MUSIC
2210 Alumni Dr.
Nacogdoches, TX 75962
936/468-4602 « music.sfasu.edu
Degree/Certification Offered: Bachelor of Music, Emphasis in Sound
Recording Technology; Avid Pro Tools Certifications

The Bachelor of Music in
Sound Recording Technology
(SRT)  provides  students
with the fundamental skills
necessary for a career as an
audio engineer. Portions of
the curriculum are devoted to
classes focusing on recording
s = e —— techniques, songwriting, music
WMSCHOOL of MUSIC production, live sound, the
music industry, and sound for
film & theatre. The final semester of the SRT program s reserved for an
internship where students receive specialized workplace training with
approved professionals. In addition to taking traditional music courses,
SRT majors perform in an ensemble specializing in pop music. Four
semesters of individual lessons on wind instruments, brass, percussion,
strings, piano, or voice are necessary to earn the degree. Other options
to fulfill this requirement include studying acoustic & electric guitar,
drum set & percussion, electric bass, or keyboard & synthesizer.
General studies supplement the curriculum and include courses in
musical acoustics and electronics.

THE BLACKBIRD ACADEMY
2806 Azalea Place
Nashville, TN 37204
615/385-2423 | 855/385.3251 * theblackbirdacademy.com
Degree/Certification Offered: Diploma in either Studio Engineering
or Live Sound Engineering.

The Blackbird Academy provides
l ll (‘ post-secondary mentor-based
Studio Engineering & Live
Sound Engineering Programs
PR P PR /‘ where students will be taught
l ) l « l ( l\l) ) I (1 by a unique cast of professional
instructors and award-winning
guest lecturers. Each of the
programs being six months in
length, with four start dates
per year. Our campus is built
on the foundation of Blackbird
Studio, the Nashville home to a community of engineers, producers,
musicians and technical staff who over the years have taken the art
of audio recording to new highs. The principles and beliefs that guide
the Academy's program are simple: Challenge and educate students by
presenting them with real-life scenarios an engineer would encounter
on a regular basis. We believe training should take place in spaces that
are not empty, cold classrooms but professionally designed studios
and labs where engineers can hone their craft. Realize your potential by
taking part in The Blackbird Academy experience!

academy

UNIVERSITY OF MASSACHUSETTS LOWELL
DEPARTMENT OF MUSIC
35 Wilder St., Suite 3
Lowell, MA 01854
978/934-3850
uml.edu/College/arts%5Fsciences/music/default.html
Degree/Certification Offered: Bachelor of Music in Sound
Recording Technology, Master of Music in Sound Recording
Technology, Minor programs in SRT for Computer Science and
Electrical Engineering majors.

, University of
-

Massachusetts
UMASS Lowell

Sound Recording Technology

www.umi.edu 978/934-3850

Masters degree program prepares graduates with advanced
production skills and thorough understanding of technology; thesis or
recording project concentrations. Bachelor degree prepares students
for production-related careers through studies in recording, music, EE,
physics, math and computer science. World-class facilities and facutty.
Programs are supported by eight studios and control rooms, including
critical listening and surround recording studio, high-end multitrack
room with AP| Vision console, MIDI/synthesis studio, DAW/surround
room, intermediate-level control room, video post-production suite,
maintenance/repair laboratory, entry-level room.

UNIVERSITY OF TORONTO FACULTY OF MUSIC
80 Queen'’s Park Crescent, Toronto, ON, M552C5
1-416-978-3740 * music.utoronto.ca

Degree / Certification Offered: M.Mus. in Music Technology
& Digital Media

2
UNIVERSITY OF TORONTO
FACULTY or MUSIC

The Faculty of Music at the University of Toronto is a comprehensive
music school in a world-class university. UofT Music offers a Master
of Music (MMus.) in Music Technology and Digital Media. This two-
year program combines creative experience and professional training
in sound recording, production, digital creation, and distribution.
Students work within and across areas to develop their individual skills
and ultimately work together in teams to realize professionally viable
projects in ways that parallel industry practices. Focused on music as
entry point, the program extends to incorporate various forms of media,
including film and video, website development and gaming, electronic
and digital creation, as well as interdisciplinary creative arts. Students
come to the program from a variety of undergraduate disciplines,
including music composition, performance, sound recording, and
various academic fields. Courses are taught by UofT Music faculty
and by industry professionals. December 2015 application deadline for
September 2016 admission!
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VINTAGE
KING

The largest 500 Series selection anywhere. %) KING

SSLLMC. MOOG ANALOG DELAY
MAAG PREQ4 Unique & artistic dynamics Pristine sound,
Super-clean mic pre with tool re-envisioned for the hands-free control,
the original AIR BAND® 500 Series stereo-linkable
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Fast and full mic pre with 4-band EQ enabling THE BRAT
Jensen transformers precise, musical control The perfect 4-band
over tone and texture parametric EQ for any

audio surgeon’s toolkit
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SLATE RAVEN MTI2
MULTITOUCH
B ol O TROLLER

S i - - - e 2 o e G M — — — —

27-inch Touch Screen for Your DAW

The new Raven MTi2 from Slate Media
Technology ($999) is the most affordable
Raven yet. It features a 27-inch backlit LED
multitouch display (1920x1080), six-touch
capability for movement of various features
for better hands-on control, a customizable
multifunction toolbar, and plug-and-play
operation with a computer using a standard HDMI or DVI cable and USB 2 connection. Also new is the Raven v3 soft-
ware update that now supports Pro Tools (10, 11, 12), Logic Pro X, Ableton Live g, Cubase 8, Nuendo 7, Studio One 3
and Digital Performer 8 and 9.

JOEY STURGIS
MENACE TONE-
FORGE AND TRAN-
SIFY PLUG-INS

Metalcore Sonic Manglers

Toneforge From Joey Sturgis Tones ($65)
is a series of virtual guitar and bass rigs designed by producer Joey Sturgis (Devil Wears Prada, Kiss The Gunner).
Menace, the first in the series, is an aggressive metal amp built to power through guitar leads and riffs. Transify ($65)
is an affordable tool for manipulating the dynamics in a mix and allows for total creative control over the transients
in a production. Features include: four frequency band ranges, a built-in per-band clip circuit, and 1/0 controls for
matching levels and optimizing gain staging.

ACOUSTIC POWER LAB
LTD. APLI1S

Speaker EQ Control

'he APL1s ($TBA) is a 2-channel 1RU half-rack hard-
ware speaker equalization solution that enables the ap
plication of corrective as well as custom FIR filtering in

production, and post-production studio monitor, live performance and installed sound systems. Up to 16 user-config
ured 4096-tap FIR equalization curves generated in conjunction with Acoustic Power Lab's measurement and analysis
software may be stored, recalled and applied by the APL1s unit’s high-resolution, high dynamic range and ultra-low
latency FIR engine. The unit supports 24-bit, 4& kHz and 46 kHz output sample rates, and accepts 22kHz to 108kHz
sample rate inputs via the onboarg sample-rate converter, and an ultra-low jitter double PLL clock system. The out
puts are protected by a power on/off anti-pop feature.
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ICROPHONES

New Look. Sound
and Operation

From a team of innovators, in-
cluding the co-founders of Blue
Microphones, comes the King

Bee ($349) and Worker Ree ($199)
microphones. The King Bee fea-
tures a 34mm center-terminated
condenser capsule with external
polarization. Features include a
fixed cardioid pattern, 14a dB SPL
(2.5k ohms, 0.5% THDy, internal
noise level of 6.5 dB-A (IEC 651),
and a custom transformer bal-
anced output. The Worker Bee
offers a fixed-charge backplate,
permanently polarized 24mm
diameter condenser caprule, 145
dB SPL (2.5k ohms, 0.5% THD),
identical noise specs as the King
Bee, and a dynamic range of 134
dB (@ 2.5k ohms). Both ntics come
with the Honeycomb pop filter
and custom shockmount, they are
compatible with the optinnal Bee-
line quad conducted XLR cable.



LINEAR ACOUSTIC AERO.10 DTV
AUDIO PROCESSOR

Affordable Controls for Broadcast

The AERQO.10 ($5,500.00 MSRP) provides the same processing found in the entire
AERO range but at a significantly lower price. AERO.10 is a fully featured audio pro-
cessor supporting up to 10 channels of PCM audio via AES, SDI or stereo analog 1/O.

1t comes equipped with a processing engine identical to those in the established AE-
RO.100/1000/2000 products. Featurs=s include AEROMAX loudness and dynamics con-
trol, UPMAX 1l automatic upmixing and downmixing algorithms, along with ITU- and
EBU-compliant loudness metering and logging. Other features include a downloadable
7.5-day rolling and event-based logs, including multiple 1TU-R BS.1770-3 loudness mea-
surements as well as True Peak values.

NYRV AGENT PLUG-IN AGGREGATOR

Unified Control Across Different Processors

Agent from NYRV Systems ($249) allows the mapping of 16 plug-ins simultaneously to
your hardware controller. Users can develop a series of channel strips designed to meet
the needs of particular tracks (drums, vocal, guitar, etc.), save them and recall them

in any project on any DAW, simplifying and speeding up your mix setup. Agent hosts
up to 16 VST or AU effects plug-ins per instance and features dynamic DSP allocation,
internal routing, order, wet/dry, and gain controls, and mapping of up to 96 parame-
ters to the Agent control surface. The software runs on all major DAWS and features
crass-platform presets.

WAVES AUDIO
COBALT SAPHIRA

Advanced Harmonics Shaping Plug-in

Waves Cobalt Saphira ($149) promises to give your mixes analog
musicality, depth and “glue” by adding rich harmonics to your
tracks and separately shaping the various qualities of the harmonics
you are adding. Controls and features include Edge and Warmth—
for separately controlling and balancing even and odd harmonics; a
4-band EQ, seven Harmonics modes, and a tape simulator with five
tape speeds for adding wow-and-flutter modutation in order to give
your tracks extra musicality and depth.

it SONARWORKS
REFERENCE 3
PLUG-IN

Playback Calibration System

Reference 3 ($219 plug-in only; $299
plug-in w/mic bundle) is an acous-

+ tic calibration system using DSP

2 algorithms to correct the frequency
response of speakers. Features in-
clude filter architecture developed
in-hause and optimized for optimum
measured and heard performance,
switching between three different
filter types—minimum, mixed and
linear phase with up to 16,000-point
resolution, and guaranteed measure-
ment accuracy for speaker calibra-
tion—<2.5dB (25 points), <0.9dB (70
points). The plug-in is available for
OSX and Windows in VST, AU, RTAS
and AAX Native formats.
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Ribbon Evolution Continued

R-122 MKII

Joe Barresi
(5)

"With the addition of the pad
and low-frequency rolloff
switches, the new MKII is every
bit at home in front of my high
power half stacks as it is on my
favorite combo amps."

Joe Barresi
Producer/Engineer ~ Chevelle, Black
Stone Cherry, Bad Religion, Tool, Queens
of the Stone Age

Royer Ribbons

818.847.0121
' www.royerlabs.com
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New Sound Reinforcement Products

ROLAND M-5000C
LIVE MIXING
CONSOLE

Affordable, Svelte,
and Feature-Packed

 BEEENERRN

The M-5000C ($§TBA) is the new-

est addition to the growing line of
O.H.R.C.A.-based consoles from Roland. The slender desk comes in under 30 inches (74 cm) in width and
weighs just 70 pounds (32 kg), while offering many features of the popular flagship M-s000. Features in-
clude 96kHz sampling rate, 72-bit summing bus, newly designed discrete analog circuitry, and redundant
power supply. In addition to 16 inputs and 8 outputs on the console, the M-5000C also has two expan-
sion interface slots that can accommodate REAC, Dante, MADI, Waves SoundGrid and other Xi-Series
expansion cards. Control includes a 12-inch color touch screen, 20 channel faders in three groups, anchor
points, DCA spills, multifunction knobs and buttons, and a user-assignable section.

UE PRO LINE DRIVE
AND SOUNDGARD

IEM Optimization and Protection

From Ultimate Ears comes the Line Drive ($149) and Sound-
gard ($199) for professional in-ear monitors. Both products of-
fer a signal buffer that can be connected to line or headphone
outputs. The battery-powered units are connected between the
sound source and an in-ear monitor, offering a high-imped-
ance, low-current load to the audio source and very low-im-
pedance interface to the 1IEM. This guarantees consistent sound fidelity and dynamic range, whether
plugged into a mixing console, wireless pack, personal monitoring system or headphone amp and any
other musical source. Soundgard brings an extra feature: protection from microphone drops, audio feed-
back, setup mistakes and other sonic hazards that may occur while performing or recording.

YAMAHA DXS18 SUBWOOFER

1020W 18-inch Boomer

Joining the DXS12 and DXS15 models, the DXS18 from Yamaha
($1,049) delivers the highest output level of the series, as well
as the lowest frequency range capability. Powered by a 1020W
Class-D amplifier, the DXS18 houses an 18-inch woofer with

a durable 4-inch voice coil in a sturdy bandpass-type plywood
enclosure. Other features include 136 dB maximum SPL, ex-
tended LF response down to 32 Hz, and Yamaha'’s proprietary
DSP technology with original D-XSUB processing for addition-
al control of the low-frequency range. The DXS18 also offers a
Cardioid Mode setting for sound systems with two or more DXS18 speakers, effectively reducing the ener-
gy directed toward the stage while increasing bass levels directed at the audience.




Networked Audio for any DAW

An unbeatable combination of the highest quality converters, transparent
mic preamps, extraordinary connectivity and RAVENNA/AES67 makes the
Merging Networked Audio family the first choice for any application with
any DAW. Now with full Pro Tools HDX™ integration with the new PT64
option card. Pro Tools is RAVENNA/AES67 compatible NOW!

‘AMERGING

AUDIO FOR THE NETWORKING AGE

www.merging.com

) You
'i /MergingTechnologies & @merging_tech @h  /MergingTechnologies m /merging-technologies




The only pro audio store you'l

APOGEE SYMPHONY 1/0
With new lower prices and pre-configured base models, one
of the best converter interfaces just got a whole lot better

BURL B80 MOTHERSHIP
Build your ideal AD/DA for any situation with Burl's revolutionary
modular converter system - now with Dante connectivity

ADR COMPEX F760X-RS BY Q2 AUDIO
The versatile FET compressor heard on countless classics
is brought back to life with a tew modern updates

THE BEST NEW, USED & VINTAGE GEAR SINCE 1993

ever need.

) KING
¥/ AUDIO

A-DESIGNS HM2 NAIL
Two-channel tube/solid state hybrid compressor great for
tracking & perfectly suited as a mainstay on your mix bus

MODERN AUDIO MAD-MAX
Designed from the ground up with modern features, the MAD
Max brings a new level of performance to active nearfields

O022.2%0

Little Labs

LITTLE LABS PEPPER
A central hub of connectivity for engineers/guitarists, interfacing
pro gear and guitar gear, either direction, seamlessly

VINTAGE



UNIVERSAL AUDIO NEXT-GENERATION APOLLO STERLING MODULAR MULTI-STATION FLAT CENTER

All-new Apollos feature rext-gen conversion for stunning sound, New from the master of studio ergonomics, the Multi-Station
plus convenient “mix ancl match” cperation of up to 4 units Flat Center supports Avid S3, SSL Nucleus & Slate MTI consoles
P e o T AT F e SR T N R4S I U

PRISM SOUND ATLAS ANTELOPE AUDIO SATORI - R4S REMOTE
Ultra-high fidelity 8-channel 192kHz interface with 8 kilier The master-class monitoring & summing device from Antelope
pres, award-winning clock, and a host of great features takes a step forward with new JSB-powered R4S Remote Control

BAREFOOT MICROMAIN45 MILLENNIA HV-32P/HV-35P
With the same signal path, amp and driver as the flagship Ultra sleek and portable preamp solutions offering Miliennia’s
MM12, delivering rencwned Barefoot resolution & translation sublime transparency and clarity wherever creativity strikes
BN FREE SHIPPING IN THE USA EASY FINANCING
—(
ﬂ FREE EXTENDED WARRANTY iE EASY RETURNS

LOS ANGELESyd INASHIH:E FOLLOW US 888.653.1184 WWW.VINTAGEKING.COM
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Jy Steve La Cerra

FOCAL ALPHA 80 MONITORS

Two-Way Speaker Offers Great Imaging and Extended Low End

The Focal 80s are powered
by 100 watts (woofer) and
40 watts (tweeter).

aving established itself as a respected manufacturer

of pro studio monitors, Focal recently turned its at-

tention toward creating speakers for musicians and

home studio owners. The result is the Alpha Series,
a line of three active, two-way near-field monitors. Differences
between the models are based primarily on cabinet and woofer
size, amplification and maximum SPL. At the top of the series is
the Alpha 80 reviewed here.

INSIDE AND OUT

The Alpha 80 provides a frequency response reaching down to
35 Hz and a maximum SPL of 109 dB at one meter, which should
be loud enough for anyone with common sense. Power is sup-
plied via Class-A/B amplification: 100 watts for the woofer and
40 watts for tweeter.

The Alpha 80 includes an 8-inch low/midrange-frequency
driver with a Polyglass cone and a l-inch aluminum inverted
dome tweeter. Focal recommends that the tweeter be situated at
ear height, and the cabinet may be oriented upside-down if nec-
essary. The 15mm MDF cabinet is finished with a black laminate

and features curved side panels, precluding
horizontal placement. At the bottom of the
front panel are dual ports and a company logo
that doubles as a power indicator.

Rear panel input is via XLR or RCA jacks at
+4 dBu or -10 dBV levels, respectively. A 0/+6
dB sensitivity switch can help compensate
for sources that don’t have sufficient output
to drive the Alpha 80s to max SPL, but it is
recommended that sensitivity remain at 0.
A power switch turns the unit from Off to
Standby; routing audio to the speaker then
automatically unmutes the monitor. If the
Alpha 80 detects no audio for a period of 30
minutes, it enters Auto Standby mode to con-
serve power. Two rotary pots enable shelf ad-
justment of low (+/- 6 dB at 300 Hz) and high
(+/- 3 dB at 4.5 kHz) frequencies to compen-
sate for rooms that tilt the spectral balance;
the LF control is also useful for trimming
the bottom end when the cabinets are placed
close to a boundary. An 1EC inlet with a fuse
holder completes the rear panel.

INTO THE STUDIO
1 used the Alpha 80s for mixing and tracking, initially placed ap-
proximately three feet from the front wall upon stands that de-
coupled the cabinets from
the support platform, and
brought the tweeters to ear

TRY THIS

height (Focal supplies four
rubber pads that may be at-
tached to the bottom pan-
el to decouple the cabinet
from its stand).

The Alpha 80s are a bit
larger than the average
8-inch near-field, and they
have a solid build quality, so
you’'ll want stands that have
a sufficiently large platform
and provide stable support.

GZMIX NOVEMBER 201

mixonline.com

The Alpha 80’s amplification circuitry in-
corporates high- and low-shelf equalization
. controls to help compensate for placement, or
for listening environments that unfavorably
impact the speaker’s tonal balance. When the
speakers are placed against the front wall
of the listening room, an unwanted boost in
low-frequency content may result due to re-
flections from that wall. To compensate and
correct for this, use the Alpha 80's LF Shelf
{300 Hz) control. Setting it to -3 dB for place-
ment against a wall, or -6 dB for placement
near a corner should restore the speaker’s
natural tonal balance.
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COMPANY: Focal
I fed audio to the Alpha 80s fram either a Dan-

gerous Monitor ST ora MOTU Traveler interface
via the XLR inputs (1 try to avoid RCA connectors
whenever possible), starting with the EQ trims at
0. Both audio inputs are active at all times so you
can leave two sources connected, but it is your
responsibility to make sure that only one input is
feeding audio to the Alpha 80 at any time.

The first thing | noticed was that they throw
an extremely stable center imzge. When 1 lis-
tened to some of my mixes that were in-progress,
the lead vocal presence was startling—almost as
if there were a center speaker, and delays and reverb could clearly be
heard emanating from the left and right sides. The Alpha 80s provided
excellent separation and resolution of instruments and vocal parts, and
clearly revealed subtle changes in a mix, such as a snare reverb that var-
ies when the chorus begins, or a synth doubling up on a bass line.

For most of my sessions the EQ controls remained flat, with the ex-
ception of some mix sessions whzre the speakers were placed against the
front wall. For those sessions I placed two GIK Acoustics 244 Bass Traps
directly behind the speaker cabinets to reduce reflections. The manual
states that the LF shelf should be reduced a few dB for such placement,
and Focal’s advice is well-taken: bottom end was overblown when the
cabinets were against the wall, bat changing the LF control to -2 or -3 dB
clearfed this up, along with improved clarity between kick, bass and toms.
l actually preferred this arrangement more than placing the speakers sev-
eral feet from the front wall. I'd like to have click-stops on the EQ trim
controls, not so much for repeatability but for confidence that both speak-
ers are set the same. Regardless of placement, 1 felt that the Alpha 80’s
robust bass response occasionally caused me to mix vocals a hair louder
than they needed to be once 1 heard them on other systems.

The Alpha 80’s bottom is balanced nicely by the inverted dome tweet-
er, which produced crisp and clear highs, revealing sibilance when it was
present on vocal tracks but never causing ear fatigue. The HF shelf con-

near-field monitor

PRICE: 599 each

PRODUCT SUMMARY

PRODUCT: Alpha 80 active
WEBSITE: www.focal.com

PROS: Extended low-frequency

response. Maintairs tonal balance at
low listening levels. Solid imaging.
CONS: No detents on EQ trim controls.
Auto Standby may not be defeated. It
ain't winning any beauty contests

trol is subtle, operating over a range of only 3
dB—which I consider a good thing because even
if you crank the HF control to maximum you
won't take someone’s head off with excessive high
end, or create problems with the mix translating
to other systems. Having said that, I left it flat.

SONICALLY CONSISTENT

I loved that even though the Alpha 80s have the
ability to play way louder than my taste, their
timbre maintains consistency at low volumes.
When played quietly (80 dB SPL), you don't feel
like you're missing anything. You can still hear thump and get a sense of
size from the kick drum and bass without it sounding sloppy. My mixes
were rich in the bottom when played on other playback systems, with
a “rightness” in the bottom-end balance between kick drum and bass.
Focal's spec for the LF response is accurate and not just an optimistic
estimate. | measured a usable response down to 35 Hz—though output
dropped off very quickly below that (barely audible at 31.5 Hz).

SOMETHING TO LOVE

The Alpha 80 meets Focal’s goal of creating a musician-friendly mon-
itor that excels in low-frequency reproduction and should play loud
enough to rouse the neighbors. The cabinets are a hair on the large side
compared to other near-fields employing 8-inch drivers, but don’t con-
fuse the Alpha 80 with a boom box—there’s way more here, including
a smooth, accurate midrange, stable imaging and the ability to tailor
the monitor’s response to complement its surroundings. The onboard
amplification provides plenty of headroom, even when running loud
(mid-90 SPLs). Other monitors at a similar price point don't offer the
extended low-end reproduction of the Alpha 80. If that’s an important
part of your work, you definitely need an audition. B

Steve La Cerra is a New York-based recording and live sound engineer.

Antelope Audio's legendary Atomic Reference and
Acoustically Focused Clocking Technologies are now
housed in the astonishingly powerful 10MX Rubidium
Atomic Clock.

The new 10MX, occupying just 1U rack space, offers a
plethora of 10MHz outputs, as well as an ultra stable
Word Clock signal.



The PAU 805 features four high-headroom. transformerless preamps

design. Instead, the input structure is designed to accommodate hot input
levels while providing enough gain to treat lower-level signals.

UNDER THE HOOD

Apparently, engineers who have heard the 805 have compared it to an
APl mic preamp. | found this interesting, as a considerable amount of
an APl preamps’ character comes from transformers and the rest from
the discrete op amp. The 805 has no transformers, and this definitely
works to the advantage of a preamp designed for fast transient response
and low distortion. The top panel should be made of glass so that every-
one can see the slick, clean-looking and stylish PCB, loaded with giant
capacitors and an array of other components. The other eye-catching
feature was the large custom toroidal power supply, which is a key com-
ponent in establishing high headroom with minimatl distortion.

I was surprised when 1didn’t see discrete op amp circuits, only uniden-
tifiable ICs shrouded in heat sinks. Apparently the designers auditioned
countless discrete and IC op amps, seeking a circuit that performed as
well in practice as it did on paper. The eventual winner was an unknown
in the preamp game but was chosen for its “pleasant and original” charac-
ter. | can't argue with the results, because the 805's sound is truly unique.

INUSE

I first tried the 805 when miking an electric guitar played through a slightly
dirty tube amp. 1 placed a large-diaphragm condenser about a foot-and-a-half
away from the speaker in a room with wood floors and a warm, slightly rever-
berant sound. The 805 captured the amp nicely, in a way that was similar to
an APl preamp, with a sparkly clarity that didn’t seem to push as much as it
merely exposed detail and articulation in the upper midrange. This charac-

teristic showcased the pick’s attack and the harmonics imparted by the amp’s
tube gain. The top end was ear catching—so open and clear. I've miked gui-
tar amps in that room countless times and don’t ever remember hearing the
room sound come through in the recordings like 1 did with the 805.

The 805 reproduced lower-frequency sounds (i.e., the bottom end of
the amp and the resonance of the room) in a way that sounded very true
to life. The balance leant itself nicely to a bass plugged directly into the DI
input of the 805. Once again, the bottom end was full, and quick thump-
ing notes stayed tight and were never overstated. The buzz and bite of the
strings and pickups cut through, providing a clear definition of each note.
When designing the 805’s DI function, special care was taken to imped-
ance-match the TS and XLR inputs to their respective input sources. The
DI, providing high impedance by using discrete JFET transistors, brings
a great mix of rich-sounding, vintage-inspired tone, met with supreme
clarity and well-defined bottom end of a modern circuit. Whether using it
for bass or electric guitar, the sound was always truly remarkable.

The preamp was impressive when miking any type of drums or per-
cussion instrument. Even in the presence of the loudest hits there was
plenty of headroom. I never wound up turning the gain all the way down.
The sound was always crisp on top and round and full in the bottom end,
without a hint of distortion from the circuit. Drums captured with this
pre lent themselves well to EQ and compression in the mix. Any feature
of the hit, whether it be the attack or the body of the drum, could be re-
focused using dynamics processors and stayed pristinely clear due to the
clean capture. With other preamps, boosting certain frequencies reveals
distortion artifacts that were merely being masked by other frequencies.
This never seemed to be the case with the 805.

When using the unit to record speech, the clarity of the consonants and

g ADA
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“Excellent performance across the entire audio spectrum.”
Sound on Sound on A7X

“An outstanding monitoring solution.”
Audio Technology Magazine on TEC-Award-Winner A77X
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PRODUCT SUMMARY

COMPANY: PAU Audio

the balanced chest resonance provided a really nice
track. The overall sound was clean and quiet enough
that it seemed like the 805 might be a good candi-
date for Foley recording. When recording punch-
es, breaking glass, and other loud, quick sounds, a
small-diaphragm condenser and the 805 got the job
done very well. There was enough headroom that
I could back it off and never need a pad. The 805
proved to be one of the fastest pre’s I've heard.
When recording quiet sounds like cloth, 1 was surprised by how much
gain there was. There were a few instances when 1 felt like 1 was getting close

PRICE: 1,500

to maximum gain and still looking for more. There always seemed to be an
extra push that came without ary noticeable noise from the circuit. The
same proved true when using passive ribbon mics. Recording fingerpicked
bluegrass instruments like acoustic guitar and banjo, a ribbon mic can give a
pleasant old-timey tonality and also keep a banjo from sounding too harsh.
Not only did the 805 have plenty of gain, with headroom to spare, but it was
the hands-down favorite in terms of sound. Other preamps sounded dark
and needed a little EQ to hype the top end, but the 805 made the banjo sound
just like it did in the room. All of the top-end detail was there, without being
quacky, and once again, the room was perfectly intact.

When recording an acoustic guitar with a condenser mic, 1 did some A/B
comparisons between the 805 and some other transformerless, solid-state
preamps. Against a Millennia HV-37, the open, sparkly upper end of the

Ya
ey
My,

PRODUCT: Model 805
WEBSITE: www.pauaudio.com

PROS: High headroom. Sounds great
onawide variety of instruments.
CONS: No highpass filter.

805 seemed to be a primary difference. The low end
from both seemed similar, but overall, the top end of
the HV-37 was definitely darker. Granted, the HV-
37 could probably have been considered the more
accurate sound, but given the nature of the instru-
ment, the coloration of the 805 worked nicely. When
compared to the solid-state transimpedance side of
a Universal Audio 710, the bottom end of the 805
seemed a bit fuller. Both seemed to slightly hype the
top, with the 805 seeming to have a bump around 4 kHz, while the 710 was
pushing closer to 10 kHz. Both were interesting and useable but I preferred
the sound of the 805 with its more substantial bottom end.

THE VERDICT

If you have extra line-level inputs on your interface and are looking for
a set of preamps to feed them, this could be the perfect solution. Their
clean, punchy sound with just the right amount of coloration means
they sound good enough that you can just leave the recordings alone, or
season them to taste after the fact. Aside from that, you would be hard-
pressed to find a faster, better-sounding mic pre for drums and percus-
sion. If your pre’s are flattening out drum sounds or breaking up when
faced with loud hits, you have to give the 805 atry. B

Brandon Hickey is a recording engineer based in Phoenix.
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By Barry Rudolph

TECh /] reviews

ade entirely at an in-house manufacturing plant in Sydney Aus-
RaDE NTR tralia, RODE'’s NTR is the company’s first ribbon microphone.
The NTR is a large microphone; it's 216 mm tall, 65 mm wide,

R'BB ON STUD’O and weighs over a kilogram with the internal transformer, base

assembly and XLR connector contributing to its heft.

M , C R O P H O N E 1t is an active mic with a 1.8-micron ribbon and features an internal shock-mounted
motor assembly, obviating the need for an external shock-mount. When the mic is not
in use or being moved, the shock-mount and ribbon motor are locked down secure-

. . ly using an included “travel” screw. The NTR’s internal aluminum casting contains a

Versatlle’ Great-Soundmg large step-up transformer and FET-based buffer amplifier. The transformer develops

Active Transducel‘ most of the voltage gain, with the amplifier providing the low-impedance (200-ohm)

XLR balanced output. The NTR draws 4.5mA of 48-volt phantom power, has a maxi-
mum output level of 8 dBu, handles up to 130 dB SPL; noise measures 15 dBA.

INSTUDIOS

Setting up the NTR is no different than with any large studio microphone. It
comes with the RM2 swivel-type mount that threads into the base cover. I found
the mount to somewhat limit precise positioning of the mic. The mount’s knob for
tightening down the swivel is a bit large, and although it makes it easier to use, |
couldn’t always plug in an XLR cable once | had the mic in a desired location.

My first use was a pair of NTRs as drum overheads. The drummer’s kit was set
up to project lengthwise down Musicians Institute’s Studio A. Ceiling height was
12 feet, and 1 had the NTRs spaced three feet apart over the drummer’s head and
about three feet above the kit. 1 used standard-size stands and booms for this close
setup, but if you want them higher up in the air, you'll need larger boom stands.
The studio’s SSL Duality mic preamps were set at minimum gain with no attenua-
tion pad or highpass filter required.

Listening to only the two NTRs, the low frequencies of the kick, toms and
snare were in good balance—relative to the cymbals—actually a better balance
than when I stood out in front of the kit in the studio! Out there the drummer’s
cymbals were loud and abrasive but (back in the control room) the NTR had
them sounding smooth, not harsh. I could hear the sound of the room, as well as
leakage from the adjacent guitar and bass amps.

I found that 1 could lessen the pickup of leakage and reflections from the
left and right walls on either side of the drum kit by positioning the NTR’s side
null points (perpendicular to the front and rear pattern lobes) so that they were
aimed at the left and right walls. At the same time, the drum’s sound and room’s
ambience and reflections were evident coming in the front and rear of the NTRs.

I was pleased with the NTRs as overheads; | got a great balanced coverage of
the entire kit that mixed well with the presence provided by the close mics on
the kick, snare and toms. 1 checked and found good mono compatibility when
summing both overhead tracks to mono in the monitor mixer.

Back at my Tones 4 $ Studio, 1 got an excellent and immediate electric guitar
sound using a single NTR placed as close as possible and aimed at the center of the
dust cover of the 12-inch speaker in my Fender Blues Junior amp. By comparison,
my usual dynamic microphone sounded nasally no matter where 1 placed it on the

speaker. The NTR is placement-sensitive—it will let you know immediately when

The RODE NTR is active, featuring an in-house wound you've got it on the sweet spot or not.
transformer and a FET buffering amplifier.

I had no overloading issues using my PreSonus AudioBox iTwo USB inter-

70



face, with any tone changes made on the amp clearly heard. I found no
need to exaggerate the amp’s treble or bass tone controls to compensate.
When centered on the dust cover, it reproduced the sound of the amp
exac$ly as 1 heard in front of it—:ncluding the booming low end 1 had di-
aled in. This mic worked well to reproduce the thick low end of chunky,
drop-tuned guitars; my monitor’s subwoofer got busy.

At LAFX Studios, | recorded a Yamaha C7 grand piano with two NTRs.
I first tried placing the mics as if they were cardioids 24 inches apart—just
in front of and directly aimed at the hammers—rock 1’ roll-style. But the
reflections off the inside of the piano’s lid coming into the back of the
NTRs made for a “boxy” sound. Moving both mics out from under the
lid and at the edge of piano’s curve and aiming back at the hammers pro-
duced a great big fat rich sound with solid lows and smooth highs.

1 used the studio’s APl console with the mic preamps set to mini-
mum, no pad or EQ. With so much audio to work with, it would be easy
to dial in any finished sound with EQ/compression right away or later
durihg a mix. | had complete flexibility.

For fun, | tried the same setup >ut flipped the NTRs around with the rear
of the mics aimed back at the hammers. Some ribbon mics have a brighter
sound on the rear because of the way the ribbon is positioned within the
magnet structure. However, not with the RODE NTR; they sound the same.

For a lead vocal recording, my female singer’s voice and technique
were pleasantly complemented using a single NTR. The singer’s voice
tended toward a hard and harsh sound especially when singing loud.
With a Pete’s Place Blast Filter (metal popscreen), the
R@DE NTR smoothed out her edginess greatly. It was
important to keep her aimed at the NTR to maintain
a bright sound, and in that way when singing loud
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and hard, the NTR was brilliant yet full-sounding for her.

EXTRAS

RODE also offers the SMR shock-mount with Rycote Lyre suspension and
integrated metal pop filter. Apart from a longer Stereo Bar (due for release
soon) for mounting two NTRs side-by-side such as I used for pianos or for
Blumlein pairs, RODE has no plans for any future mount choices for this mic.

The company recommends removing the travel screw completely before
use. 1 had no problems with it rattling by leaving it threaded in the top of the
mic so it wouldn’t go missing. A threaded “blind hole” drilled somewhere on
the mic’s body for interim storage might be a good update at some point.

The RODE NTR active ribbon microphone comes in a black matte
finish and has a one-year ribbon replacement guarantee during the war-
ranty period. With online registration, there is also a 10-year extended
warranty available. A local RODE distributor would replace the entire
ribbon motor assembly, and if outside of warranty, it will cost $120.
Check the Website for a list of local distributors.

1 tried the NTR on many different sources with great success on
most. For any source with a percussive edge like drums, pianos, electric
guitars or vocalists with their own edginess, the NTR is invaluable in
obtaining a flattering and lovely sound instantly. B
Barry Rudolph is an L.A.-based engineer and educator. You can visit his
website at www.barryrudolph.com.
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ATLAS TITAN

Prism Sound quality is more affordable than ever thanks to the explosion in music creation.

Check out our latest pricing and you'll be pleasantly surprised!

All of our audio interface products have been carefully designed to meet customer needs and every one of them
incorporates the same no-compromise design and acclaimed converter performance that users have long come to

expect from Prism Sound's high quality audio products.

Prism Saund's Lyra, Lyra 2, Titan and Atlas USB interfaces incorporate Prism Sound's latest and award-winning
CleverClox clocking technology and the company's popular mic pre's as standard. Each one offers recording

professionals the ultimate in audio quality and ease of use.
Call us NOW to book your demo or arrange a quotation

d.com | USA +1 973 983 9577 | UK +44 (0)1353 648888
Pro Tools and Pro Tools | HDX are trademarks of Avid, a division of Avid Technology Inc.

d.com | www.pri
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AUDIO-TECHNICA AT5045 MICROPHONE

Rectangular Capsule, Stellar Performance

There is no pad, roll-off, or much in the way
of capsule protection, other than the thin met-
al grille at the top of the body and an included
slide-on foam pop filter. The snap-in metal mic
clip is the best design I've ever seen, clipping in
and locking with a small metal toggle. Its posi-
tion is variable up and down, and you can move
the mic side to side within the mount. ] had a
pair of the 5045s (AT5045SP) for the review that
came in a sturdy, custom foam-lined box that
stored the mics, clips and foam filters.

SO WHAT'S DIFFERENT?
A rectangular capsule offers features that, when
done right, can correct inherent problems found
in traditional capsule design. From my Pearl
ELM-C review in the July 2005 issue of Mix:
“The traditional circular capsule design carries
a flaw: Its primary resonance can be sonically
detrimental, especially when it resides in the au-
dible range. Damping can help, but it does not
eliminate the problem. Larger capsules improve
signal-to-noise but add to the problem by low-
ering resonance further into the audible range.”
So, a rectangular capsule reduces resonance
while increasing surface area. It also offers ex-
ceptional rejection at the top and bottom of the
mic, allowing you to keep cymbals, and other
noisy neighbors out of your tight mic placements
around a drum kit.

My first experi-
ence with the 5045 TRY THIS

was on a tambou- When recording acoustic guitar and
vocal at the same time, position a pair
of 5045s as yeu normally would on the

rine overdub. It

was a last-minute guitar but angle them so the tops-of both

hile rectangular capsules on mics aren’t new, decision in the middle of a session. mics point at the singer’s mouth. The
. . o 9 6 natural null point at the top of the rect-
they are relatively new to Audio-Technica. The 1 had the mic in my car, so we put anguler capsule will greatly reduca the
company’s first product featuring this inter- it up and gained it with a Neve vocal leakage in the guitar mics. Using a
esting design was the ATS040, which debuted 1073 preamp/EQ on the way to Pro more directional figure-8 condenser mic

for the vocal and pointing the null point

in 2012 with four tightly spaced rectangular capsules in the Tools. Tambourines have a love/ of the “8" at the instrument will keep
same body. The fixed-cardioid AT5045 reviewed here sports a  hate relationship with some mics. the guitar out of the vocal mic.
single rectangular capsule in an attractive, slender body. Some can’t handle the jangly tran-

72 mixonline.com



sients and make the upper range sound clipped
and unnatural. The 5045 sounded great right
out of the box with no EQ added—exactly like a
tambourine. On another session | put the 5045s
over a drum kit with great results. The cymbals
were well rendered at the high end while the
kick, toms and snare were beefy with plenty of
stick hit and body. Once again minimal to no
EQ was needed.

PRODUCT SUMMARY 1) i R . oIS A TE0

COMPANY: Audio Technica

PRODUCT: ATS5045/ATS0455P on sometime-problematic hand percussion like
WEBSITE: audio-technica.com tambourine, and shakers, which can sometimes
PRICE: $1,399/$2,499 seem strident through a condenser mic. On
PROS: Sorically superior microphone. drum overheads, the overall sound of the kit was
Easily handles high SPL. Great mic clip. excellent, as were the cymbals. On acoustic pia-
CONS: Not a great kick drum mic. no, it captured the full range of the instrument
and was bright without bringing too much un-
natural shine to the top end. Like a great pair
of ribbon mics, a sweet tube vocal mic, and stand-up, go-to dynamic

Because of the mic’s ability to handle hot transients, | wanted to  microphones, the AT5045 is a new instant classic that should be in
try them up close on other drums—for starters, two Craviotto Ma-  everyone's mic locker. Get one (or two). &
ple toms. Side-address mics are always easier to place around drums

because they can be nearly ver:ical, while pointing the top and bot- | Becka is M technical editor

tom toward cymbals and the kick. This is where
the high “rejectivity” (not a word, but I think I'll
coin it) of the 5045 helped to keep cymbals and
other drums out of the tom tracks. While getting
sounds, the output was so strong that | had to use
an inline pad before the preamg to keep from over-
loading the input. After the pad was engaged, the
mics gave no hint of breaking up no matter how
hard the player hit. I added bi: of 100 Hz, cut at
470 Hz, and then some high-midrange to bring out
the stick hits. The EQ, new heads, and 5045s made
the drums sound bigger than life in the mix. On
another kit, | used the mics at the top and bottom
of a classic Slingerland snare. Once again l used in-
line pads and fed the outputs to a pair of 1073 pre-
amp/EQs. The snare sounded natural and sat right
where it should in the mix.

The pair of 5045s sounded great on acous-
tic piano with the pair placed over the hammers
and a third mic, an AKG D19, placed close to the
soundboard inside the third hole from the tail.
The 5045s were panned in stereo while the AKG
was panned center and heavily compressed with
an LA-2A. The 5045s sounded great by themselves,
but adding the compressed D19 in the center
brought up the body and presence of the piano. |
cut the tracks without EQ.

At this point, being that the mic seemed to excel
no matter where | put it, | placed one outside of a
kick drum, with two other mi:s inside the drum
on a pillow, and a Yamaha Subkick outside with
the 5045. The Shure and Yamaha sounded as I ex-
pected, providing the beater definition and boom
needed. The 5045 needed some EQ help, and while
it provided some good tone, it would not be my first
choice. Next | used the 5045 on a bass cabinet with
great results. It handled the high output of the cab-
inet with ease and sounded great without EQ.

The ATS04S is a stellar microphone. Apart from
the average results outside a kick drum, 1 could find
no downside in any application. It sounded great

etherCON®
the new range of

data connectors for
CAT5e and CAT6A

We are more than just connectors

We put 40 years of experience and our passion into our products. The etherCON
Series is a ruggedized and lockable RJ45 connector system, optimized for pro audio,
video and lighting network applications

£ Join us on facebook www.neutrik.com www.experience-neutrik.com SETTING STANDARDS SINCE 1975
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AES 60th International Conference Berlin, Germany
Leuven, Belgium « February 3-5,2016 Spring 2017
AUDIO FOR GAMES - AES Brasil Expo 2016 and
AES 61st International Conference AES 14th Brasil Conference
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For more information visit ourwebsite at: www.aes.org
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N-channel convolution reverb
N-channel panning and mixing
N-channel IR modeler
lnertia. doppler, walls. doors
translation, rotation. collapsing
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One mix / All formats
Ten points multitouch

Full Pro Tools integration
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Cutting-edge technology for your MOTU studio

Run Digital Performer 9 and cutting-edge plug-ins on the 15-inch MacBook Pro
with the all-new UltralLite AVB and the very latest studio gear

The 15-inch MacBook Pro
With Retina Display and
Force Touch trackpad

Unlike traditional trackpads, the new Force Touch trackpad

makes it easy to click anywhere on the surface. Sensors
accurately detect how much pressure you're applying and
respond accordingly, yet it feels the same as the trackpad

you're accustomed to. In addition, a new Taptic Engine

provides haptic feedback — a tactile response from the

trackpad to your fingertip — whenever you perform
certain tasks, such as trimming an audio region

or snapping MIDI notes to the beat grid.

MOTU Digital Performer 9

MOTU UltraLite AVB
Mobile recording with best-in-class analog
The latest in MOTU's best-selling, award-winning UttraLite interface series, the UltraLite AVB delivers 36 simultaneous audio channels
(18 in plus 18 out), DSP mixing and effects, wireless control over Wi-Fi, AVB audio networking, and best-in-class analog audio quality

for on-the-go mabile audio recording. The eight balanced analog outputs deliver a stunning 117 dB dynamic range.
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Nektar Impact LX49
Full featured 49-key MIDI controller
A Sweetwater best-seller, Nektar MIDI controllers deliver tight integration with Digital Performer and other DAWS, including transport
control, track-selection and many other crucial features via pads, faders, encoders, buttons and full-size keys.
Get ultimate hands-on control with the Nektar Impact 1LX49.

Value Added
Reseller
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Dlsrrlbuled By

_<'- Tel:800-338-0531

= —_.EXP”BS 725 Plezsant Valfey Dr

Tmosics coumacTion  SpPringboro, OH 45066
Find our full list of i &t day dio.com

Dayton Audio’s OmniMic V2 acoustic measurement system enables the
design and tuning of loudspeaker components, systems, and arrays

- Compact. portable, accurate, affordable

» Optimized for use with Windows-based netbooks,
laptops. and tablets (Note: not compatible with iOS anc
Android devices.)

For more information visit parts-express.com/mix

The new Alpha Seres makes your
room look and sound professionall

GIK Acousties is changing the face of
acoustic panels and bass traps. The Alpha
Wecod Senes combines absorptian  with
diffusion to erthance any room aestheticaily
and acoustically With the Alpha Wood
Senes what you hear and what you see is
BEAUT!FUL.

CONTACT US FOR FREE ACOUSTIC ADVICE:
advice@gikacoustics.com

NWT/v.&kacoijstlcs.cc;r\
888-986-2789

PROTECT
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ZERO INTERNATIONAL is a warld-wide leader in high-performance
acoustical control for doors, windows and walls. Nobody does sound
control better — we use advanced technology and testing to master the
challenges of creating an effective barrier and preventing gaps in that
barrier for the life of the assemjbly. Our systems are rated up to 55 STC,
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SOUND ISOLATION ENCLOSURES

SILENT

Nonotuck St., Northampton, MA 01062

Senex * $ :.md Cum *More
www.silentsource.com
Info@silentsource.com

Take control of your room™
Acoustic Panzls e Room Kits e Isolators

www.primacoustic.com
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Reducmg Sound
to a Whisper Since 1990!

(865) 558-5364

isperroom.col

training in Multi-track Record-
ng. Join our successful work-
ing graduates or build your
ol own studio. Career guidance.
Diploma. Registered School.

FREE INFO:
;\udio Institute

of America
www.audioinstitute.com

from San Francisco - USA

To advertise here, contact: Zahra Majma
212-378-0400 x517
zmajma@nbmedia.com

Catalog, or visit our website.

1-800-635-5335 / 718-585-3230
www.zerointernational.com

www.allegion.com ALLEGION

for use in sound and recording studios, music halls, theaters, etc. Contact us
for a copy of our 20 page Seund Control broehure, and our 92 page Product

ZERO INTERNATIONAL
) Is an Allegion™ Company
N

Mooktronics

A nice cell phone
interface for your
pro studio. Fits in2
500 seres rack.
Hand built in L.A

You need one!
BalANCECr icioncs com 15267 003

H Radial Engineering Ltd.
: ROd | Ol lsgsi(lege(gWay, Pong(lt:quitlam BC
email: jobs@radialeng.com

CHIEF ENGINEER - Research & Development
Radial Engineering Ltd. Is looking for a seasoned
engineer to head up our R&D department.
Please send a letter detailing your qualifications,
salary expectation and experience. This post is in
Vancouver, BC the world’s most beautiful city!

Small Ads Work, Too!

furniture
that puts
your gear
right

at your
fingertips
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1-800-472-6274 | SamAsh.com
Speak to one of our experts today!
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FREE SHIPPING
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Cutting-edge technology for your MOTU studio

Run Digital Performer 9 and cutting-edge plug-ins on the 15-inch MacBook Pro
with the all-new UltraLite AVB and the very latest studio gear

The 15-inch MacBook Pro
With Retina Display and
Force Touch trackpad

Unlike traditional trackpads, the new Force Touch trackpad

makes it easy to click anywhere on the surface. Sensors
accurately detect how much pressure you're applying and
respond accordingly, yet it feels the same as the trackpad

you're accustomed to. In addition, a new Taptic Engine

provides haptic feedback — a tactile response from the

trackpad to your fingertip — whenever you perform
certain tasks, such as trimming an audio region

or snapping MIDI notes to the beat grid.

MOTU Digital Performer 9

MOTU UltraLite AVB
Mobile recording with best-in-class analog
The latest in MOTU's best-selling, award-winning UltraLite interface series, the UltraLite AVB delivers 36 simultaneous audio channels
(18 in phus 18 out), DSP mixing and effects, wireless control over Wi-Fi, AVB audio networking, and best-in-class analog audio quality

for on-the-go mobile audio recording. The eight balanced analog outputs deliver a stunning 117 dB dynamic range.
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Nektar impact LX49
Full featured 49-key MIDI controller
A Sweetwater best-seller, Nektar MIDI controllers deliver tight integration with Digital Performer and other DAWSs, including transport
control, track-selection and many other crucial features via pads, faders, encoders, buttons and full-size keys.

Get ultimate hands-on control with the Nektar Impact LX49.
Value Added

Reseller




Rob Papen eXplorer-lli Bundle
Cutting-edge music production plug-ins
This value-packed bundle is loaded with Rob Papen's greatest hits. You get the cutting-
edge Blade™ additive synth; Rob's “crossfusion synthesizer” BLUE-II™; the (in)famous
analog-modeled synth Predator™.'PredatorFX™; the Punch™ drum machine; SubBoomBass™,
a bass synth plus step sequencer; RG guitar grooves with sequencer and synth effects;
RP-AMOD™ modulation effects; RP-Delay™, which includes six delay lines, eight filters,
four LFOs, and a reverser; RP-D:stort™ distortion; and the RP-Verb™ advanced-algorithm

reverb. Craft killer tracks with one convenient and cost-effective bundle!

Zynaptiq MORPH 2.0
Real-time structural audio morphing
MORPH 2.0 lets you take one sound and slowly change it into another
sound. Create seamless morphing transitions, completely new hybrid
sounds, physically improbable instruments, out-there robotic voicings,
talkbox-like effects and a universe of unique and outrageous sounds.
There's no limit to what you can do. Whether you are a sound designer

for film or games, or a musician, producer, or remix artist, MORPH 2 lets

you forge completely new content from existing audio in seconds.

Mackie FreePlay
300W all-in-one mobile PA System

Take great sound with you with the Mackie FreePlay portable PA system

with 8" low-frequency driver, 4-charnel mixer, Bluetooth connectivity and
battery/AC operation. Hook up a vocal mic and your acoustic-electric guitar,
stream backing tracks from your laptop or smartphone via Bluetooth, and
you're ready to perform with up to 10 hours of operation from eight D-cell

batteries. Built-in feedback elimination makes sure you always sound great.

Shure Beta 181 Stereo Set
Ultra-compact side-address instrument mics
Designed for discreet placement and control in live or studio environments, the Sweetwater-exclusive Beta
181 Stereo Set includes interchangeable cardioid, supercardioid, omnidirectional, and bidirectional capsules
for superior versatility. The small-diaphragm design provides superior performance in tight spaces. High
SPL handling, ultra-smooth frequency response, and interchangeable polar patterns make this a must-have
mic bundle. includes two mic bodies and eight capsules in a custom case.

Swe er (800)222-4700

www.sweetwater.com
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NO MINIMUM PURCHASE
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MOTU

motu.com

STAGE-B16

16-input stage box, rack mount mixer and audio interface
with DSP, Wi-Fi control and studio-quality analog performance
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From the most critical and demanding studio * Three products in one: stage box, rack mount mixer, audio interface

environments to the world’s biggest stages, * 123 dB dynamic range on analog outputs; 117 dB on inputs

_ : . g Sy 3 q
the Stage-B1 6 delivers the same superb analog * 16 studio-grade mic inputs with individual preamps, 48V and pa
: g ) * Console-style mixing with 48 inputs, 12 busses and vintage FX
audio quality as MOTU’s new line of award-
* Wi-Fi control from your laptop, tablet and smartphone

winning AVB audio interfaces, in a rugged stage * Digital snake connectivity over AVB Ethernet up to 100 meters

box form factor with powerful AVB networking. * Easy expansion and flexible, powerful AVB audio networking

1EEE 8021 HI-SPEED
Learn more at motu.com/stage-b16 A = =
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Rob Papen eXplorer-lll Bundie
Cutting-edge music production plug-ins
This value-packed bundle is loaded with Rob Papen's greatest hits. You get the cutting-
edge Blade™ additive synth; Rob’s “crossfusion synthesizer” BLUE-II™; the (inffamous
analog-modeled synth Predator™/?redatorFX™; the Punch™ drum machine; SubBoomBass™,
a bass synth plus step sequencer; RG guitar grooves with sequencer and synth effects;
RP-AMOD™ modulation effects, RP-Delay™, which includes six delay lines, eight filters,
four LFOs, and a reverser; RP-Distort™ distortion; and the RP-Verb™ advanced-algorithm

reverb. Craft killer tracks with one convenient and cost-effective bundle!

Zynaptiq MORPH 2.0
Real-time structural audio morphing
MORPH 2.0 lets you take one sound and slowly change it into another
sound. Create seamless morphing transitions, completely new hybrid
sounds, physically improbable instruments, out-there robotic voicings,
talkbox-like effects and a universe of unique and outrageous sounds.
There's no limit to what you can do. Whether you are a sound designer

for film or games, or a musician, producer, or remix artist, MORPH 2 lets

you forge completely new content from existing audio in seconds.

Mackie FreePlay
300W all-in-one mobile PA System

Take great sound with you with the Mackie FreePlay portable PA system

with 8" low-frequency driver, 4-channel mixer, Bluetooth connectivity and
battery/AC operation. Hook up a vocal mic and your acoustic-electric guitar,
stream backing tracks from your laptop or smartphone via Bluetooth, and
you're ready to perform with up to 10 hours of operation from eight D-cell

batteries. Built-in feedback elimination makes sure you always sound great.

Shure Beta 181 Stereo Set
Ultra-compact side-address instrument mics
Designed for discreet placement and control in live or studio environments, the Sweetwater-exclusive Beta
181 Stereo Set includes interchangeable cardioid, supercardioid, omnidirectional, and bidirectional capsules
for superior versatility. The small-diaphragm design provides superior performance in tight spaces. High
SPL handling, ultra-smooth frequency response, and interchangeable polar patterns make this a must-have

mic bundle. includes two mic bodies and eight capsules in a custom case.
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www.sweetwater.com
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The Latin Grammys

By Kevin Becka

ertain words bring certain images to
c mind. In music, when you think of

“Grammy” you probably think of the
February awards show at the Staples Center in
L.A., where artists like Taylor Swift, Kendrick
Lamar and Ed Sheeran share the spotlight.

But what about the Latin Grammys? The show is in its 16th
year and takes place in Las Vegas on November 19, 2015. The Latin
Grammys recently hit my radar when 1 was asked to write techni-
cal reviews of the 10 nominees for Record of the Year for the show’s
printed program book.

Where “Latin” music excels is the sheer variety. In Mexico alone
there’s nortefio, ranchero, corrido, mariachi, banda, zacatecano, du-
ranguense, grupera, bolero, cumbia, pop, ska, rock and more. And
that’s not even talking about what Brazil, Spain, the Dominican Re-
public, Puerto Rico, and Central America bring to the list. This year’s
nominees for Record of the Year are engineered and mastered by a var-
ied group of pros, some you may recognize.

“Ese Camino” by Julieta Venegas was mixed by Héctor Castillo
and mastered at Sterling Sound in New York. The artist grew up
in Tijuana, Mexico, speaks English, Portuguese and Spanish, plays
guitar and keys, and has won five Latin Grammys and one Gram-
my Award. “Ese Camino” is straight-ahead pop and has a hook that
you can't get out of your head.

“Un Zombie a la Intemperie” by Alejandro Sanz was mixed by
Sebastian Krys and Rafa Sardina and mastered by Sterling Sound’s
Tom Coyne. Sanz is from Spain and has won 15 Latin Grammy
Awards and three Grammy Awards, including three times for Lat-
in Album of the Year. The driving mid-tempo ballad is a great plat-
form for Sanz’s voice, which has a deep fundamental tone and a
misty top note that makes him instantly recognizable.

“Disparo al Corazén” by Ricky Martin (yup, that Ricky Mar-
tin) was engineered by Enrique Larreal, Lee Levin, Carlos Fernan-
do Lépez, Ricardo Lopez Lalinde, Julio Reyes Copello, Guillermo
Vadald, and Dan Warner and mastered by Antonio Baglio. This
sweet ballad has some great-sounding tracks that conveys all the
slickness you'd expect from a crossover artist of Ricky’s caliber.

“Hasta la Rafz” by Natalia Lafourcade was mixed by Cesar Sog-
be and mastered by José Blanco. Lafourcade comes from a talented
family—her father is French-Chilean musician Gastén Lafourcade
and her uncle is writer Enrique Lafourcade. Her voice has an in-

quality that centers the stmple arrangement right off the

bat and keeps you entranced from intro to fade.

“Tus Besos” by Juan Luis Guerra was mixed by Allan Leschhorn
and Ronnie Torres and mastered by Adam Ayan. Guerra has won
15 Latin Grammy Awards, two Grammy Awards, two Latin Bill-
board Music Awards and has sold more than 30 million records.
“Tus Besos” is styled after American 1950s doo-wop and features
tightly harmonized and expertly arranged wall-to-wall vocals.

“Ella Es” by Leonel Garcia was mixed by Curt Schneider and
mastered by Gavin Lurssen. Born in Mexico City, Garcia was part
of the successful duo Sin Bandera until he broke off to be a solo art-
ist. The sparse and beautifully arranged “Ella Es” is sweetly sung
by Garcia and guest musician/actor Jorge Drexler, the first Uru-
guayan to ever win an Oscar.

“La Vida Entera” by the band Camila features Marco Antonio
Solis, was mixed by Peter Mokran and mastered by Bernie Grund-
man. Camila has won three Latin Grammys, three Billboard
Awards and has sold more than 2 million albums worldwide. This
track features a world-class orchestral recording as the foundation
for their dramatically charged vocals.

“Sera” by Café Quijano was mixed by Luis Villa and mastered
by Miguel Angel Gonzalez. The group consists of three singing
brothers: Manuel, Oscar and Ratil Quijano. The arrangement and
performance on this track is among the best in the group of 10
nominees. The three brothers’ vocals blend as only siblings can,
adding just the right vocal performance over a perfect track.

“Encanto” by Miguel Bosé was mixed by Dan Frampton and mas-
tered by Antonio Baglio. Musician/actor Bosé was born in Panama
and was a teen idol in Europe in the '70s with seven Top 10 disco
hits He was given the Latin Recording Academy’s Person of the Year
in 2013. The slickly produced track is all constructed inside the box
with no live players—a great bed for Bosé’s deep vacal styling.

“Fiesta” by Bomba Estereo was mixed by Manny Marroquin and
mastered by Ft. Lauderdale’s Mike Fuller. The Colombian band fea-
tures Simon Mejia, Liliana Saumet and Julidn Salazar. This song is in-
your-face, high-voltage music that gets my top vote. Saumet’s vocal is
perfectly treated, pushing it right to the top of the driving song, which
is expertly arranged and mixed. The hook is brilliant.

No matter who wins the statue in 2015, the Latin Grammy nomi-
nees will from now on be on my list of things to add to my playlist.
Even if my Spanish skills are wanting and I'm not sure exactly what
they're saying, | don’t want to miss out on the great music, styles, and
artists | have missed 1n the past bv not broadening my focus ®




Primacoustic... better design, better
performance, amazing results!

"The Primacoustic is up and kicking butt at my
new studio in Santa Monica. | love the way the
control and tracking rooms sound now... and
so does everyone that records here!”

~ Butch Walker
Engineer/Producer - Avril Lavigne, Fall Out Boy, Pink.

"Being able to fine-tune a room on site makes all
the difference. The Impaler mounting syster make
the panels easy to install and let you make
adjustments without trashing the surface. It works!"

~ David Rideau
Engineer/producer - Janet Jackson, Sting, TLC, J-Lo.

"The ease of install really allowed us to experi-
ment with placement and with the quality of
the treatments, we achieved the sonic balance
we were looking for!"

~Tommy Lee

Founding member - Métley Crie.

“l love the way the control and tracking rooms sound now...
and so does everyone that records here!" ~ Butch walker
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“I put up Primacoustic Broadway Panels on the
walls and MaxTraps in the corners. The
difference was amazing... the room went from
unruly to tight and controlled!”

~ Daniel Adair

Drummer - Nickelback.

“Not only does my room sound
amazing, it’s also really beautiful!!!"

~ John Rzeznik

For a quick video demo, visit:
primacoustic.com/hearthedifference

“We've got a mixture of bass traps, diffusion and
clouds and the result was phenominal.

It ended up costing less than 25% of the custom
solution and it turned out very cool”

~ Keb’ Mo’

Roots music legend

Primacoustic Broudway
high-density glass wool
acoustic panels perform
well where the others
fail, in the critical
low frequencies.

"Not only does my room sound amazing, it's also
really beautiful! ~ John Rzeznik
Performer/artist/producer - Goo Goo Dolls.
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MOTU

motu.com

Introducimg the

STAGE-B16

16-input stage box, rack mount mixer and audio interface
with DSP, Wi-Fi control and studio-quality analog performance
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From the most critical and demanding studio « Three products in one: stage box, rack mount mixer, audio interface

environments to the world’s biggest stages, » 123 dB dynamic range on analog outputs; 117 dB on inputs

the Stag e-B16 delivers the same superb anal 0g e 16 studio-grade mic inputs with individual preamps, 48V and pad

¢ Console-style mixing with 48 inputs, 12 busses and vintage FX

audio quality as MOTU'’s new line of award-
* Wi-Fi control from your laptop, tablet and smartphone

winning AVB audio interfaces, in a rqued stage * Digital snake connectivity over AVB Ethemet up to 100 meters

box form factor with powerful AVB networking. * Easy expansion and flexible, powerful AVB audio networking
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Learn more at motu.com/stage-b16 bSYEi =)
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Rhett Miller 3 Classic Tra
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cks: ‘She’s Not There’ 3¢ Maddala Music Studios 3¢ Faith No More Live!
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Neumann
U47 FET
Collector’s Edition

ATC
SCM20ASL Pro mk2

Audio-Technica
AT5045

THE MosT
VERSATI
R-122vgr

Royer
R-122 MKI!

Triad-Orbit

Cloud Microphones T3 Tall Tripoc

44-A

Pro Audio Recording Mixers Monitors Microphones Guitars Keyboards Drums Live Sound

On purchases of select manufacturers’ products made with your
Sweetwater Musician’s All Access Platinum Card between now

and July 31, 2015 - 24 equal monthly payments required.






