
Pro Audio 
Galaxy Grows Into Its Own Universe 
Facility Can Link 3 Control, Live Rooms 

BY MARC MAES 

MOL, Belgium- Having invested 
$13 million in construction and equip- 
ment, Galaxy Studios has expanded 
into what it claims is the continent's 
most advanced recording facility. 

The studio, set in this bucolic 
Flemish town, is currently being 
tested by national and international 
artists, producers, and engineers. In 
addition to a Neve Capricorn 96- 
channel digital console -one of the 
largest on the continent -Galaxy 
boasts a hall that has more than 
3,000 square feet of recording space 
and sets new standards in terms of 
isolation. 

Galaxy was founded in 1982 by 
brothers Wilfried and Guido van 
Baelen as a modest 8 -track recording 
studio in a chicken shack in their par- 
ents' backyard. By 1991, the studio 
had become the first 48 -track digital 
outlet in Benelux. 

The new studio was built on the ex- 
isting site around the original studio, 
which remained in operation during 
construction. 

"We put some nine tons of rubber 
on the roof of the building and were 
able to keep the original studio opera- 
tional during the two -year construc- 
tion period," says managing director 
Wilfried van Baelen. "Today, the orig- 
inal Galaxy is incorporated into the 
new complex as Studio 2." 

With the classical market demand- 
ing increasingly spacious recording 
areas, the van Baelens felt a need for 
an extra large hall and were deter- 
mined to achieve the best possible re- 

sults. 
In order to absorb the cost of the 

large hall, the studio needed a second 
control room that would offer more 
flexibility to the other rooms, says 
Wilfried van Baelen. "We started 
studying the idea of having more than 
one live room. That's where the idea 
of an interactive studio was born. To- 
day, we are able to combine three live 
rooms and three control rooms tai- 
lored to our clients' needs," he says. 

As acoustic design and isolation of 
the adjacent areas was one of the 
owners' main concerns, engineer 
Guido van Baelen contacted Eastlake 
Audio to carry out a study for what 
was to become the new Galaxy. East- 
lake managing director David Haw- 
kins designed and supervised the 
building of the new studio. 

"The idea of constructing a build- 
ing in the luxury of a green field site 
was, given the highly technical re- 
quirements, a big challenge," says 
Hawkins. "The isolation level accept- 
able for an ordinary studio where re- 
cording areas are separated by corri- 
dors is 60 dB. In exceptional cases 
where we've made `workshop' studios 
where two control rooms have one re- 
cording area, we've succeeded [in 
achieving] up to 75 dB of isolation. 

"When Wilfried said that he 
wanted total independence between 
each isolated area, I was quick to 
point out that this demanded very se- 
rious industrial requirements." 

Consequently, van Baelen con- 
tacted Gerber Belgium, which spe- 
cializes in industrial sound solutions, 
and, with the Laboratory of Building 

NEW PRODUCTS AND SERVICES 

JBL introduced two monitor products at the National Assn. of Broad- 
casters show in Las Vegas. Its Digital Monitor System One (D MS -1) 
is designed to reproduce musical waveforms at high sound -pressure lev- 
els, particularly in digital studios. The DMS -1 system includes a com- 
prehensive digital controller pre -programmed to optimize overall per- 
formance. The controller acts as a stereo two -way crossover, signal 
alignment delay and multiband equalizer. JB L's other product introduc- 
tion, the 6208 biamplified reference monitor, is a powered nearfield 

monitor system 
that retails for 
$499 per speaker. 
Both are availa- 
ble from North- 
ridge, Calif. - 
based JBL Pro- 
fessional, a Har- 
man Interna- 
tional company. 

JBL DMS -1 

ANOTHER 
Harman com- 
pany, AKG 
Acoustics, is try- 
ing to solidify its 

substantial share of the minicondenser microphone market with the 
C577, a new, dual- diaphragm unit that the company claims is the smal- 
lest of its kind. The mike's side -mounted diaphragm design increases 
overall sensitivity while reducing unwanted noise, according to an AKG 
statement. 

David Angress, VP of North American sales and marketing for sister 
company JBL Professional, says, "Big- screen, high -resolution video 

(Continued on next page) 

AKG C577 

Physics Acoustics from Leuven Uni- 
versity, they figured the calculations 
needed to construct the studio com- 
plex. 

In order to obtain the 95 -dB isola- 
tion they sought, the van Baelens 
used 32 -cm -thick walls, a massive 
concrete floor measuring 45 cm and 
built on mechanical springs to allow 
extreme noise damping, and special 
layered glass panes weighing about 
1,000 kgs apiece. To illustrate the 
breathtaking "silence" during the 
studio's opening, an engineer fired 
gunshots in the main hall, producing 

(Continued on next page) 

68 

-A, 1k 

Producing Success. Top -notch producers Russ Titelman and Tony Visconti 
headlined the Grammy Education Outreach Panel at the Hard Rock Cafe in New 
York April 4. Held in cooperation with the National Academy of Recording Arts 
& Sciences (NARAS), the program affords New York City public school students 
the opportunity to meet top industry figures, including such past speakers as L.L. 
Cool J and Jon Secada. Shown, from left, are Jon Marcus, executive director of 
the New York Chapter of NARAS; Visconti; Jordan Naftal, general manager of the 
Hard Rock; and Titeluran. 

For Producer /Engineer Chris Kimsey, 
Things Got Rolling With The Stones 

BY BEN CROMER 

Veteran British producer /engineer 
Chris Kimsey insists on certain 

ground rules before 
working with an art- 
ist. 

"I won't make an 
album by laying 
down the drums 
first," says the 43- 
year -old Kimsey. "I 
don't see how people 
can make records 
with a drum sound. 
How do they know 
what the drum 
should sound like if 

nothing else is playing ?" 
His production of the forthcoming 

Elektra album by Canadian rocker 
Colin James illustrates his point. 'We 
cut everything live and just went back 
and replaced some of Colin's guitar 
and vocal," he says proudly. `That's 
the way I like to make records." 

Kimsey took the same approach 
with James' 1993 Virgin album, "Colin 
James And The Little Big Band." "I 
think we cut it in about 10 days," Kim- 
sey says. "Motley Crue was in the 
next studio, and by the time we'd fin- 
ished that album they'd done one gui- 
tar solo. I heard later that they never 
used that solo anyway," he adds with 
a laugh. 

Kimsey's other recent accomplish- 
ments include producing the latest 
Polydor project by French pop icon 
Johnny Hallyday, "Roughtown," and 
co- producing two tracks from the 
Chieftains' current RCA Victor al- 
bum, the gold -certified "The Long 
Black Veil." The Chieftains' project 
included contributions from the Roll- 
ing Stones, a band with which Kimsey 
has a close working relationship, hav- 
ing engineered or co- produced such 
albums as "Sticky Fingers," "Some 
Girls," "Tattoo You," and "Steel 
Wheels." 

With the Stones, Kimsey initially 
was responsible for engineering and 
mixing; later, he became an invaluable 
consultant by helping with other fac- 
ets of the creative process, from se- 
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lecting guitar sounds to contributing 
ideas during writing sessions with 
Mick Jagger and Keith Richards. 

One of Kimsey's most significant 
contributions to the Stones canon is 
"Tattoo You," which he was forced to 
compile when Jagger and Richards 
had a temporary falling out. 

"Mick and Keith weren't talldng to 
each other and we had to get an album 
together, so I decided to go into the 
vaults," Kimsey recalls. He says that 
"Start Me Up" was recorded for 
"Some Girls," while 'Waiting On A 
Friend" dated from the "Goats Head 
Soup" period. "I'd just be left alone," 
Kimsey says with obvious glee. 
"They'd come in and say, `Great, fan- 
tastic.' It was a very easy relationship 
to work with those guys." 

Kimsey's initial contact with the 
Stones came about through his intern- 
ship at Olympic Studios in London. 
Kimsey joined Olympic in the late '60s 
as an assistant engineer (or "tea boy," 
as he puts it) when the Stones were 
using the famed studio. 

That apprenticeship gave Kimsey 
the confidence to become an inde- 
pendent engineer and co- producer in 
the early '70s, leading to album proj- 
ects by Ten Years After, Spooky 
Tooth, Mott the Hoople, and Bad 
Company. 

Kimsey also struck up a friendship 
with Peter Frampton, becoming a key 
member of the artist's team by engi- 
neering and co- producing such albums 
as 'Wind Of Change," "Frampton," 
and the live "Frampton Comes Alive." 

The success of that landmark con- 
cert recording led to charges that the 
audience applause was boosted in the 
mix. "I remember a lot of people said, 
`Oh, they've looped it and they've 
doubled it,' but we never did," Kimsey 
insists. "It was just a wonderful thing 
we got on tape." 

Moreover, "Frampton Comes 
Alive" was initially slated to be a sin- 
gle disc. "Frampton's manager, Dee 
Anthony, said, `We're only going to do 
a single album. No one wants a gate- 
fold, no one wants a double album.' 
Then, A &M co- founder Jerry Moss 
came down to the studio and heard the 

album and said, Where's the rest of 
it ?' So we went back and mixed the 
other half," Kimsey says. 

Kimsey's fondness for that era 
clearly shows in his recording prefer- 
ences. In addition to his well -stated 
belief in live -in- the -studio perform- 
ances, Kimsey enthuses over vintage 
microphones and analog technology. 

"A lot of studios invest too much 
money on outboard gear and digital 

machines," Kim- 
sey complains. 
"Really, all you 
need is a good 
room and a func- 
tional desk and 
tape machine." 

Not surpris- 
ingly, Kimsey's 
back-to- the -fu- 
ture attitude in- 
cludes recording 

instruments via amplifiers rather than 
directly through the console. "The 
strong link in the chain is good micro- 
phones. I tend to go for antique micro- 
phones," he says. 

Unlike some producers and artists, 
Kimsey prefers working in commer- 
cial studios rather than at home. "I al- 
ways try to make whatever studio I'm 
in my own," he says. "I move things 
around and bring in bits of furniture 
so it becomes your home. I also like 
going from studio to studio, because 
the rooms have a different sound. I 
find that challenging." 

After more than 25 years in the mu- 
sic business, Kimsey has learned not 
to take everything personally. For in- 
stance, he used to be upset if a remix 
engineer altered his mixes. That 
changed one day when he was driving 
in Los Angeles and heard "Miss You." 

What Kimsey thought was the radio 
edit, which had been remixed by Bob 
Clearmountain, turned out to be the 
album version, which Kimsey himself 
had done. 

"I was thinking, Bob is really good, 
this is fantastic," Kimsey says. "But 
the radio version had the sax solo 
edited out, and all of a sudden the sax 
solo comes on. It was the best thing 
that could have happened to me." 

KIMSEY 
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