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Dolby Media Encoder 
Now You Have a Choice 

Dolby Media Encoder Dolby Media Encoder SE 
Ideal for multiroom facilities Cost savings for individual users 

Dolby Media Producer is the definitive 
professional software suite for mastering 
the audio files for all DVD and HD disc 
formats. Now there are two versions. 
Dolby Media Encoder includes three 
Dolby Media Clients that allow multiple 
operators to set up and submit jobs 
locally or over a network to a centralized 
facility server. Dolby Media Encoder SE 
is the cost-effective choice for use on a 
single computer. Both versions support 
all Dolby technologies for packaged 
media formats. 

Choose the one that's right for you. Dolby 
Media Encoder and Dolby Media Encoder 
SE are now shipping. Contact your Dolby 
dealer for a demo and more details on all 
Dolby Media Producer products. 

DO DOLBY 
www.dolby.corn 

Features 

Supports encoding of Dolby 
Digital, Dolby Digital Plus, 
Dolby TrueHD, and MLP 
LosslessTM technologies 

Compatible with Mac OS° X, 
version 10.4.2 or higher 

Includes integral preview decoder 

Works with Dolby Media Decoder 
and Media Tools products 

Allows cuing of multiple jobs 
for encoding 

Optimized for use in multirocm 
facilities by multiple operators 

Designed for use on a 
single computer 

Additional Media Encoder 
Clients available 

Allows encoding multiple 
codec types simultaneously on 
multiprocessor computers 

Permits browser access from 
any computer for administrative 
control of server jobs 

• 

• 

• 

Dolby and the double-D symbol are registered trademarks of Dolby Laboratories. MLP Lossless is a trademark of Dolby Laboratories. 
Mac OS is a registered trademark of Apple Computer. Inc. © 2006 Dolby Laboratories. Inc. All rights reserved. S06/17618/17782 



Rise above. 

WAVES MERCURY 
A massive collection of 91 stellar processors, 

including the all-new V-Series. 

The distinctive sound of top analog gear in 3 masterful digital plug- ins. 

rm. 

V-E04 

ci 

V-EQ3 

V-Comp 

Mercury also includes: 

• The Entire Diamond Bundle • The L-Series UltramaximizersTM and MultimaxlmizersTM 

• MaxxVolumerm All-in-one Dynamics Processing • GTR The Ultimate in Guitar Sound Technology 

• 360° Surround Tools Complete 5.1 Processing • Waves Tune Pitch Correction and Transformation 

• DeBreath Automatic Breath Eliminator. IR1 & IR360 Parametric Convolution Reverb 

• Z-Noise Advanced Dynamic Noise Reduction 

www.waves.com 
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Symphony-PCI E Card 

THE SYMPHONY SYSTEM 
ri Most Powerful Audio Workstation Available 

The Symphony System combines Apogee's legendary X-Series and Rosetta Series converters with Apple's 

revolutionary Mac Pro and Logic Pro audio workstation using the 32-channel, Symphony PCI card. 

• 

BEST SOUNDING 
The most sonically advanced audio hardware interfaces combined 

with the most advanced music creation and production tool 

HIGHEST PERFORMANCE 
1.6 milliseconds at 96k and up to 192 simultaneous channels of audio 

GREATEST VALUE 
A fraction of the cost of popular card-based, DSP systems 

SOUND AMAZING 

www.apogeedigital.com 



TAKE IT 
PERS I NM. 

When traditional monitors aren't cutting it 
Aviom's Pro16— Monitor Mixing System delivers better monitors than a 

traditional monitor rig. It packs up easily for travel from gig to gig and 

instantly recalls the ideal monitor mix for every musician at every show. 

Set up is faster. Soundcheck goes smoother. Performances are tighter. 

When performers still want "More Me" 

4. 

Whether you're working with powered wedges, headphones or in- ear 

monitors, the Aviom system solves on-stage monitoring issues by 

providing easy, fingertip control of channel volume, grouping, 

pan/stereo spread, and master volume. Performers can mix by 

themselves or work with an engineer to produce perfect mixes 

and get more control over what they hear on stage. 

' 
TheMIO*. 

••• 

Photo by Jay BallInger 

When you want a better solution 
Don't let lousy monitor mixes waste time 

and ruin gigs. To get the perfect monitor 

mix every time, no matter who's playing 

or where, take it personal with the 

Prol6 Monitor Mixing System. 

TAKE IT PERSONAL 
It www.Aviom.com 
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DriveRack 4800 11 

• 4 analog and AES/EBU /9 

inputs 

• 8 analog and AES/EBU 
outputs 

• Full Bandpass Filter, 
Crossover 8 Routing 
Configurations 

• 31-Band Graphic and 
9-band Parametric EQ on 
every input 

• 6-band Parametric EQ on 
every output 

• Selectable DSP inserts 
on all inputs and 
outputs including 
Classic dbx* Com-
pression, Limiting 8 
Advanced Feedback 
Suppression 

• Loudspeaker Cluster 
and Driver Alignment 
Delays 

• ei% i Quiet"' 
‘OG networking 
and control 

• Optional dbx ZC 
wall panel controls 

• Optional Jensene1/0 
Transformers 
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web 
ea= 

101111SPEAKIR lilANACIMEN1 SIS 1111 

"When the audience 
hears Toby Keith, 
that's all they 
hear: ff Dirk Durham, FOH Engineer 

"I knew the DriveRacle 4800 was going 

to be great the first time I tested it. None 

of us — including our 

monitor engineer 

Earl Neal, or Dave 

Shadoan, President 

of Sound Image — 

could spot the 

processed signal: 

it was beautifully 

transparent. 

I can get anywhere 

on the front panel 

with just two button pushes. Everything 

can be visually represented on the 4800's 

color front panel display or via System 

Architect" software on a laptop or wire-

less tablet PC — which is very important 

when you're surrounded by 20,000 

screaming fans. 

I've been with Toby as we've gone from 

small clubs to huge arenas... it's been a 

great ride, and the ride is getting better 

with dbx on board. The new DriveRack 

4800 is just one incredible box.55 
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The Toby Keith Big Throw Down II tour audio crew, L-R: Ryan Reynosa, 
Monitor tech; Russell Fischer, System Engineer; Dirk Durham, F011 
engineer; Earl Neal, Monitor Engineer; John Brawler, System Tech. 

Not shown but also available: DriveRack 4820 with tamper-proof front panel for installed applications. 

Dirk Durham 

dbx 
PROFESSIONAL PRODUCTS 

dbxpro.com 



Theatres, 

Houses of worship, 

Concert halls. 

Only one name makes 

sense for them all. AKG. 

- 
A 

• 

AKG Wireless Systems 

4..‘c 

• 

'he WMS 40 PRO FLEXX and the WMS 400 are true professional wireless 

systems that offer superior audio quality and wide dynamic range with low operating costs and easy 

operation. With the WMS 400, up to 24 systems can be used together; the VMS 40 PRO FLEXX is capable 

of up to 9 simultaneous channels. All WMS 400 and WMS 40 PRO FLEXX transmitters can be plugged into 

the Cu 400 charging station, which will charge two transmitters simultaneously without having to remove 

the batteries. When it comes to class-leading audiD quality, low operating costs and genuinely useful 

features, AKG is the only choice. 

Visit ww.akg.com/us to find your nearest AKG distributor or dealer. 

H A Harman International Company ,z • 

IUD 

Believe In Your Passion 



On the Cover: Hal Win-
er's recently expanded Bi-
Coastal Music (Ossining, 

N.Y.) is everything Zen: 

a warm, natural-sounding 
live room complemented 
by a Pro Tools HD/SSL 

C200—centered control 

room for surround sound. 

Photo: Dave King. Inset: 
Steve Jennings. 
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features 

26 Recording Wild 
We asked for your most extreme studio sessions, and boy, did we get 

them. Tons of your radical recording tales flooded our inbox. Who knew that 

a Japanese bowl sitting on a café table could make a wonderful percussive 

sound? Or that you could use a pair of cell phones onstage to create 

"space-age" echo? Check out the most bizarre, inventive-or just plain 

odd-stories from the frontline. 

30 Mics in the Stereo Realm 
With their ease of use, precision and versatility, dedicated stereo 

microphones are sometimes just the ticket to capture both studio recording 

and live sound applications. If you're in the market for a stereo mic, 

whatever your application or budget, check out our comprehensive guide. 

36 Mix ' n' Match Monitoring 
In the live sound world, musicians can have their cake and eat it, too-that 

is, wear in-ears to keep their hearing intact and still rely on wedges so they 

can continue to "feel" the music. Mix's sound reinforcement editor, Steve 

La Cerra, checks in with top monitor mixers, who provide their road-tested 

tips and techniques to deal with this dual personality. 

Cl$TUDIO) 

44 KC Porter and Ozomatli 
Fusing together jazz, funk and Latin salsa with urban hip hop to create 

celebratory musical inspirations, Ozomatli is once again making magic 

in the studio-this time at Ocean Way Recording (Los Angeles) with 

engineer Robert Carranza and lyricist/co-producer KC Porter. Mr. Bonzai 

gets an inside look at the making of Don't Mess With the Dragon, due 

out next month. 

(Volume 31, Number 2) is 2007 by PRISM 8usiness Media, 9800 Metcalf Ave., Overland 
is $40. All other international is $50. POSTMASTER: Send address changes to Mix, PO Box 1 
offices.This publication may not be reproduced or quoted in whole or in part by printed or 
Canada Post Publications Mail Agreement #40597023. Canada return address: DP Global 

Check Out Mix Online! httpl/www mixonline.enm 

Pork, KS 66212. Mix (155N 0164-99571 is published monthly. One-year ( 12 issues) subscription is $35. Canada 
5605, North Hollywood, CA 91615. Periodicals Postage Paid at Shawnee Mission, KS and at additional mailing 
electronic means without written permission of the publishers. Printed in the USA. Canadian GST #1 29597951; 
Mail, 4960-2 Walker Rd., Windsor, ON N9A 6.15. 
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The DPA 3521 stereo kit. Two DPA 4021 compact cardioid microphones 

matched within 2 dB on frequency response, sensitivity and self noise. 

Supplied in a robust carrying case with an XY/OIRTF holder, two goose-

neck mounts and two magnet bases, the DPA 3521 is designed for low 

profile mounting inside pianos. It% also the perfect stereo pair for drums, 

horn and string sections and choirs, and a spot pair for acoustic ensembles. 

The DPA 3521 stereo kit - the perfect partner for your instruments. 

TEC Award Nominee 

4088 Cardiold Headband 

For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 

info-usa@dpamicrophones.com www.dpamicrophones.com 

D 
MICROPHONES 
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tick with us kid, 
we'll make you a star. 
Real tools for real audio stars. 

YES! Send me 1 year of MIX Magazine for only $35.97— a savings 
of more than 60% off the regular newsstand price. Mail this card back 
today! Subscribe online at vwwv.mixonline.com or call 1-866-860-7087. 

AUDIO RECORDING FACILITY? 
AEI Private Recording Studio OR B Commercial Recording Studio 

Name 

Company name 

Address  

City, State, Zip  
70201 

SEND NO MONEY. WE'LL BILL YOU LATER. 
Money-back guarantee: If MIX Magazine fails to provide you with the most useful 
information on professional audio, you can cancel your subscription at any time and 
receive a full refund. 

Offer good in US only Canada ($48 US) and Internabonal ($60 US) prepaid only Newsstand rate 
for 13 issues Is $90 87 Please allow 4 weeks for dekvery of your first issues 

Master:n(1 
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NATHANIEL KUNKEL 
Emmy - Award, multi - GRAMMY Award- Winning 

Engineer, Producer whose credits include projects with: 

B.B. King 

The Crystal Method 

Fuel 

Good Charlotte 

Graham Nash 

James Taylor 

John Mayer 

Lyle Lovett 

Maroon 5 

Morrissey 

Sting 

Li 
STUD I OW I Tli011TUALIS.C(P1 

Nathaniel Kunkel's Studio Without Walls is as much an approach to making records, as it is the actual physical studio. 
"I move around all the time and I take my studio with me. More often than not I find myself working in smaller, irregular 

rooms, such as a guest house, office, or hotel room. When I am working in a smaller room like that, the first 
thing that gets sacrificed is the monitoring environment — and there is almost always some kind of low frequency 

problem. The LSRs allow me to know exactly what is going on with the bottom end, and create 
mixes that translate impeccably outside of the studio. The RMC system makes a tremendous difference. 

I've been working on the JBLs exclusively and I'm really, really happy with them." 

Hear why award-winning engineer, producer, Nathaniel Kunkel relies on the 

LSR series studio monitors. Visit JBLPRO.com/LSR 

• 

LS R4300 
ER IES 

UBL 
PROFESSION/kg 

H A Harman International Company 
The use of me arp-.1: odow ,-, above is a factual statement and does not 

of J8L Professional or any of its products. 



FROM THE EDITOR 

Breaking the Rules 

istory is filled with cases of inventions that either happened by accident or yield-
ed results that were far from the original intent. In 1928, researcher Alexander 

Fleming noticed that mold spores from an open window were killing the bacteria 
cultures he was raising, leading to the discovery of penicillin. 3M's Post-it® notes 
were borne from a decades-old adhesive formula—originally thought to be a failure 
because it was not permanent. Closer to home and a bit more recently, Yamaha's 
SubKick bass drum transducer came from studio engineers who found that certain 
woofers would function as usable microphones with ultralow-frequency response. 

Historically, the recording studio has been a ripe environment for experimentation. 
Les Paul's early experiments with sound-on-sound recording and multitracking took 
years to become mainstream techniques. Ross Bagdasarian Sr. won a Grammy 
Award for combining normal-speed music tracks with double-speed voices for The 

Chipmunks. 
By the 1960s, producers, artists and engineers were more than anxious to stretch 

the boundaries of traditional studio operations to discover and develop new sounds. 
Can anyone really forget that cash-register-used-as-percussion-device in Pink Floyd's 
"Money"? Sure, sound effects can provide a cool musical motif, but we all have 
limits. How many time does anyone really want to listen to samples of barking dogs 
performing "Jingle Bells," anyway? 

That said, a bit of creativity (whether planned or accidental) can occasionally get you 
out of a rut. Are you so set in your ways that you always mike a drum kit, Leslie or guitar 
amp the same way? Sometimes, something as simple as switching a mic out of that 
cardioid setting can really open up a track. Some months ago, I recorded an acoustic 
bass using a figure-8 pattern, which provided the right blend of articulation with the 
space of the room. Hardly earth-shattering, but a nice twist nonetheless. 

These days, re-amping a recorded guitar track and routing it back through a miked 
amp is almost standard studio practice. One odd, but useful variant on this technique 
involves feeding a send of a recorded snare track to a speaker taped on the top head 
of a snare in the studio, miking the underside and layering that signal onto the original 

snare track for a thicker sound. It's not as simple as triggering a sampled snare for 
doubling/track replacement, but if it works... 

In the studio, a little experimentation and breaking a few rules can add to the 
creativity, but it's best to understand the rules before thrashing them. You might think 
recording high-level, low-frequency square waves could be fun. But when your mix 

starts blowing out your listeners' speakers, somebody's gonna be unhappy! 
In search of truly nontraditional studio techniques, we present our annual look at 

"Radical Recording." Our features editor, Sarah Jones, surveyed a sampling of Mix 
readers and assembled a collection of entertaining insights into outré recording. You 
might try a few of these on your next project, but if you do, please use caution 
(particularly around electricity and water), and remember that not every song is 
begging for an unusual effect. You'll know the ones that do. 

George Petersen 
Executive Editor 

WWW.MIXONLINE.COM 
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cast Forward 

NAR 

Track Perfection 

No other DAW offers more flexible tools or 
perfecting your tracks than SONAR 6 Producer 
Edition on a Windows-based PC. 

Lock recorded audio into perfect timing with 
AudioSnap featuring iZotope Radius time 
stretching. Get spotless vocal tracks with the power 
of Roland' V-Vocal And powerful Comping and 
Take Management tools let you capture the best 
take and edit your tracks faster than ever before. 

At every step of your project—from composing 
with virtual instruments, to recording and mixing with 
superior sound quality—SONAR brings together, 
the best music creation and production tools. 

cakewalk 
www.cakewalk.com 

Windows Vista Ready 

Superior Sound 

P•>›, 
1/4 

t. 

Take full advantage of the new generation of x64-capable PCs 

with SONAR 6 and Windows Vista. You'll experience huge 

performance gains with multi- core and 64- bit processors. 
Get higher track count, more RAM. and amazing performance. 

Visit ,,vww.cdi\ewalk.coilv"Vistd to discover more. 

II& Windows Vista 

A 



REDOING AUDIO, Inca 975 Muir it. 10 

Newtown CT 06470 phone 203 270 1 808 
www reddingaudio corn wows/ schoeps de 

Hear no hum! 
Look for InGenius inputs 
in your pro audio gear 

In -enius 
Balanced Line Receiver ICs 

T HAT Corporatio-n 
Analog /Cs for Pro Audio — 

www.thatcorp.com mix2.html e-mail: mix2q, thatcorp.com 
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www.switchcraft.com 

5555 N. Elston Ave. Chicago. IL 60630 • ph: 773.792.2700 • fx: 773.792.2129 

The StudioPatchTM Series 
StudioPatchTM Series audio patchbays utilize 
Switchcrafts F7 Norm technology, allowing signal 
flow to be changed from the front of the patchbay 
using a standard screwdriver. 

Two versions terminated to DB25 connectors, wired to the 

TASCAM DTRS standard pinout allow for direct connection 

to DigideSign's most popular audio interfaces, creating 

greater flexibility in your DAVV environment. A third version. 

terminated to Cannon DL is also available. 

StudioPatchTM Series audio patchbays feature bussed 

grounds. and are hard-wired using 110 Ohm AES/EBU 

digital audio cable...all in just 1 rack space! All Switchcraft 

Patchbays are built by hand in the USA. 

For more information, 

visit: http://veivw.switchcraft.com/products/studiopatch6425.html 



Letters to Mix 

7 Why Mastering 
Matters 

II 7.,11 
Massive Attack-
Manah - 

She Wants Revenge 

" 

Punk on Film 

OREUIGIRLS 

HOW ABOUT A "CLEAN" LOUD? 

Blair Jackson's " Issi.es in Modern Master-
ing" (December 2006) touched on a very 

important issue: Loudness wars rage on. 
As a broadcast engineer of many years, I 

have experienced the race for loJdness on 
the AM and FM radio dials. For a broadcast 

station's signal to be " loud," it must also be 
clean. A clean audio signal presented to an 
audio processor can be made loud, yet still 

listenable—and by listenable, I mean without 

objectionable distortbn. 

Herein lies the problem. No matter how 

clean an audio chain is, it cannot undo 
deficiencies in the source material. Many 

broadcast stations dub CDs onto a hard 
drive—based audio storage system. This 

introduces digital (data) compression. The 
audio path may introduce yet another layer 

of compression. Then the audio is processed 

for broadcast (volume compression, limiting, 
clipping). Then add to the mix the fact that 

many stations have to download the mu-

sic—many from MP3 sou-ces! The end result 

is a very degraded sound. 

The promise of the compact disc media 
was improved, high-fide`ity audio. How that 

promise is being abused. 
Thomas G. Osenkowsky 

Radio engineering consultant 

DON'T FORGET SOFTWARE! 
I read " Issues in Modem Mastering" with 
interest. A fair amount of ink was devoted 

to high-end analog tools, but I was surprised 
that there was not more information on soft-

ware tools, even though one of the engineers 
interviewed does a ot 01 Pro Tools work. 

High-end analog mastering is in the 
province of engineers with the deep pockets, 

maintenance crews and the expertise to do it 

properly. But the fact is that those of us who 

labor out in the trenches often have to come 

up with mixes that are going to go on the 
air, to post, or straight to MySpace, ¡Tunes or 
indie release. It's not an issue of whether or 
not we will do mastering; it is how well can 

we pull it together in a DAW environment. 

Any tips we can get to improve our work are 

much appreciated. 
Jon Gordon 

Jon Gordon Music Production 

USTEN UP 

I just finished reading Maureen Droney's 

editorial (" Current," October 2006) on our 

industry's growing (more often lack of) atten-
tion to listening volume—thanks for trying to 
enlighten us. The article was informative and 

hopeful, but referred mainly to studio moni-

toring. Yes, we can translate it to any music 
environment, but I have a personal issue with 
live sound. 

I am a musician, recording engineer and 

small sound system designer, and am sad to 
say that the majority of live sound that I ex-

perience is not very good and too loud. The 
technology has enabled us to provide audi-

ences of thousands with incredible high-fidel-
ity sound, but more often than not, it seems 

to provide a platform for owner/operators 
of this technology to beat their chests and 

use every watt their amps can put out just 

because they can. Granted, there are many 
fine engineers striving for sound quality (and 
achieving it), but should there be some kind 

of prerequisite for operating equipment that 

could impose a hazard on innocent concert-

goers? 

Randy Quan 
Zone Music & Recording 

STUDIO ESSENTIALS EXPANDED 
This is in regard to the November 2006 article 

"Outfitting Your Dream Studio." Only one of 

the three outfits (the $ 150k one) mentions 
a UPS, which, in my humble opinion, is core 

gear for any studio. 
The $25k studio recommends spending 

$1,000 a year on 100 GB of online offsite 

backup. This amount of money buys several 
reusable terabytes of drive space that can 
be kept remotely (i.e., the engineer or client 

takes them when the session is over) and 

does not rely on the Internet. 

Also, not one of the studios has more 

than one set of monitors. There's no mention 

of room tuning, the core of translation to the 

real world. These articles spend far too much 
money on name gear and way too little on 

essentials. 
Nick Joyce, Dwayne D. Dawg, Busta Drüle 

NP Recording Studios 

THE SURROUND STATION 

After having been in the recording business 
since shortly after Ampex released its first 

multitrack recorder, I've read a lot of articles 

on and about audio. [Paul Lehrman's] article 

in the October Mix, " Surrounding the Audi-
ence," is unquestionably the best written 

about what happens to 5.1 surround after 

it leaves the remote truck at a sports event. 
Your article clearly explains the pitfalls tele-

vision audio seems to fall into on many of 

the broadcasts I watch. It should be consid-
ered mandatory reading for TV broadcast 

people. 
We live 50 miles from Chicago, and 

because Illinois is very flat, from my roof on 
a clear day, I can see the Sears Tower where 
most of our off-the-air TV comes from. In 

metropolitan Chicago, Comcast is our cable 
company and they do a pretty good job, so 

there is no need for an outside antenna. 
One of the Chicago White Sox's sponsors is 

Comcast, and they don't carry WCIU-DT on 

the cable, so if you want to watch a game in 
hi-def, you need an antenna. Go figure. 

But probably the biggest problem is 

when Comcast carries the games on Corn-
cast Sports Net. Trio Video handles most 

of the games, and they have good audio 
people. Watching the game, they do a nice 
job of surround, stereo ambience left- and 

right-front, the announcers are at the cor-

rect level and center-speaker only, and ste-
reo audio is in the rear. When it comes time 

to insert commercial—bang—the audio is 

mono out of all five speakers and about 5 to 

10 dB louder! Sometimes when they switch 

back to the ballgame, it's mono and just as 

loud as the spots were, and then someone 

hits the button and magically there is nice 

audio again. I find it hard to believe that I'm 

the only person in Chicago who hears that. 
TV audio has always been sort of a step-

child; I sure hope it gets adopted soon. 
Mike King 

ARU Chicago 

Send Feedback to Mix 

mixeditorial@mixonline.com 
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" Once again you 
guys exceeded 
my expectations 

in every way.!! 
— Miles 

AMAZING CUSTOMER SERVICE 
AND THE LOWEST PRICES 

So how does Sweetwater provide this lievel of customer service and 
support while managing to keep our pricas down? The answer: our prime 
Midwest locatlon and massively stocked warehouse. Our choice location 
allows for faster, less expensive shipping costs to most of the country. 

Sweetwater continues to set the low pricelvalue-added standard for all your 
music ter.hnology needs. 

FREE >SHIPPING XTREME 
FREE >TECH SUPPORT 

FREE >EXPERT ADVICE 
FREE >EXCLUSIVE ONLINE RESOURCES 

LPR O AUDIO • MICROPHONES • PROCESSORS • MONITORS • GUITARS • KEYBOARDS • MIXERS 

0 MINIMUM PURCHASE EVER 
, 

• Others can imitate, but we have the original, and 
still the best free slipping. 

• Maximum reliability — we use FedEx to get your 
order there on time. 

• It's not fast if it doesn't ship! Most orders ship the 
same day for the FASTEST delivery. 

Music Instruments & Pro Audio 

[BOO) 222-4700 sweetwatencom 
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CURRENT 'SI"' 

AHMET ERTEGUN, 1923-2006 

AUDIO NEWS AND EVENTS 

I was really intent on making certain kinds of records, which, in 

my mind, would repeat some of the emotions I got from records I'd 

listened to in my collection that gave me thrills. I wanted to make 

records that sounded like the records I loved. I thought that I could 

reproduce that somehow. 
—Ahmet Ertegun 

The founding chairman of Atlantic Records (along with brother Nesuhi, engineer/producer 

Tom Dowd and producer Jerry Wexler), Ahmet Ertegun passed away on December 14 in 

New York City. He had been hospitalized with a head injury since October 29, when he fell 

backstage at a Rolling Stones concert at the Beacon Theatre in Manhattan. 

According to Atlantic chairman/CEO Craig Kallman, "The music community has lost a 

pioneer and an icon, and we have lost our father. Ahmet changed the course of modern 

music and culture, and he will live on through the timeless legacy of work that was created 

under his direction and care. Musicians loved him because he truly loved them and spoke 

their language." 

"Ahmet never stopped working, because for him, it was never work, it was life," 

said Atlantic president Julie Greenwald. "He started Atlantic with a fan's enthusiasm, an 

independent spirit and a deep understanding of the music. Ahmet touched the lives of artists, 

producers, songwriters and countless others who were blessed by his creativity, wisdom and humor. 

He changed the music and he changed the music business, and he is the inspiration to an entire new 

generation of muic people who will strive to follow in his amazing footsteps." 

Artists whom Ertegun helped mold include Ray Charles, Big Joe Turner, Ruth Brown, LaVern Baker, 

The Clovers, The Drifters, John Coltrane, Ben E. King, Bobby Darin, Sonny & Cher, Aretha Franklin, 

Otis Redding, Solomon Burke, Wilson Pickett, Led Zeppelin, Eric Clapton, Crosby, Stills, Nash & Young, 

the Rolling Stones, Bette Midler, Roberta Flack, Phil Collins and many others. 

Ertegun was also founder and chairman of the Rock and Roll Hall of Fame; he was elected to the 

Hall of Fame in i.'987, and the Museum's main exhibition hall in Cleveland bears his name. In 2000, 

the U.S. Library of Congress honored him as a "Living Legend." 

To read a full biography on Ertegun and sign the guestbook, as well as watch a video on his 

career, visit www.atlanticrecords.com/ahmet. 

PHOTO CAROL FRIEPV , '. 

TEC AWARDS TO STORM NYC 
SITE, DATE ANNOUNCED FOR 2007 

The 23rd Annual Technical Excellence & Creativity Awards will 

be held Saturday, October 8, 2007, at the New York Marriott 

Marquis in New York City. For ticket information, contact 

Karen Dunn at 925/939-6149 or Karen@tecawards 

.org. For sponsorship information, contact Eric Geer 

at 925/287-1657 or Eric®mixfoundation.org. 

The TEC Awards nominating panel is now 

accepting product nominations for this year's 

awards show. To be eligible, products must have 

been released and in commercial use during the 

period from April 1, 2006, to March 31, 2007. 

"Call for Entry" forms can be found at www. 

mixfoundation.org. All entries must be returned by 

Wednesday, February 28, 2007, to TEC Awards, 1547 

Palos Verdes Mall #294, Walnut Creek, CA 94597; fax 

925/939-4022; Karen®tecawards.org. 

ALL FOR ONE 
BOCK TAKES SOUNDELUX 

David Bock, designer and co-founder of 

Soundelux Microphones, acquired the rights to 

the Soundelux Microphone company; the deal 

is scheduled to be finalized early this year. 

The agreement includes using the Soundelux 

name, all of the microphone design and 

manufacturing rights, all microphone model 

number/designations and current inventory. 

Sales and customer service contacts remain 

the same. 
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BOOKSHEU 

COMPILED BY SARAH BENZULY 

NOTES FROM THE NET 
MASTERING FOR ALL 
Geared toward the indie music 

community, Sony Music Studios Internet 

Mastering (SIM, www.SonyMasicSIM.com) 

brings tie art of mastering to all artists 

by accomplished engineers for a fraction 

of the normal cost (starting at $99 per 

flack for four songs per project). 

"Having personally trained many af the 

younger engineers on our staff [inzluding 

mastering engineer Mark Santangelo, 

right]," said Sony Music Studios' senior 

mastering engineer, Vlado Mellen, "I know that they can bring tremendous value to the projects 

sabmitted through SIM. It i:lives the team a chance to work with fresh talent and prov.des a wide 

range of fascinating new challenoes and opportunities to our engineers. At the sane time, 

gives unsigned musicians access to the talented 

engineers here." Other engineers on staff include 

Dave Kutch, Mark Wilder, Vic Anesini, James Cruz 

and S:eve Kadison. 

"The songs I put through the SIM system 

came back sounding like a major-label release,' 

said Andrea() "Fanatic" Heard, a Grammy-

winning record producer/recording artist. "The 

studio brought my mixes to life in a way that's 

impossible to achieve through home systems or 

through ordinary Internet mastering services." 

The Golden Moment by Keith Hatscfiek bnngs you inside the minds 

of numerous top engineers and producers, who relay anecdotes and 

tips from their careers through interviews and essays. Providing a 

new forum on mentoring, the book showcases such top producers 

as Bruce Swedien, Al Schmitt, Bob Rock, Jimmy Douglass, Mick 

Gurauski and so many others. Backbeat Books, $ 19.95. 

INDUSTRY 

Gary Summers 

NEWS  

ON THE MOVE 

Who: Spencer Nilsen, Ex'pression 

College of Digital Arts president/ 

creative director 

Main responsibilities: to provide 

a creative environment and 

inform an up-to-date curriculum; 

and communicate and promote 

our culture to the faculty and staff, and the 

outside world. 

Previous Lives 

• 1990s, head of SEGA music division; founded 

Sega Music Group; composed/produced 

soundtracks for many videogames 

• recording artist, American Gramaphone 

My favorite moment at Ex'pression was... 

last week, when Chuck D and Flavor Flay of 

Public Enemy dropped by. They were incredibly 

generous with their time, hanging out in the 

lobby for well over an hour, signing autographs 

and snapping pictures with the students. Then 

they invited the students to be part of their 

latest music video, which was shot in our SSL 

90003 control room and studio. None of this 

was planned, but it went off without a hitch. 

The last great book I read was...Deep Survival: 

Who Lives, Who Dies, and Why by Laurence 

Gonzales. It uses amazing stories of survival— 

from the Holocaust to 73 days adrift alone at 

sea—to demonstrate the incredible power of a 

positive mental attitude. 

If I could have been a fly on the wall for any 

recording session, it would have been..."We 

Are the World" to watch Quincy Jones wrangle 

that session. 

Currently in rotation on my iPod: The Mars 

Volta's Deloused In the Comatorium, The Prayer 

Cycle by Jonathan Elias and Keith Jarrett's 

latest, The Carnegie Hall Concert, 

When I'm not at work, you can find me... 

running like a madman around the entire 

campus! There is so much going on every day, 

I don't want to miss a thing so I'm rarely in my 

office, which can sometimes frustrate my staff. 

New faces at Todd-A0 Studios (Hollywood): sound re-

recording mixers Gary Summers, Ken Teaney and Lisle 

Engle...Jumpng from [-Acoustics to JBL Professional 

(Northridge, CA) is Paul Bauman, director of tour 

sound product and applica:ion e agineering; in other 

company news, Buzz Goodwin was named executive 

VP of sales.. New VP of sales for television services 

at Ascent Media's (Santa Monica, CA) Creative 

Service; Group is Jeff Beaulieu...Paul Roberts was 

promoted to Symetrix's (Mountlake Terrace, WA) oirector of domestic 

and international sales, while Ray Tantzen joins the firm as product and 

training specialist/field engineer. New sales director for Europe/UK, the Middle 

East and Africa for Crown (Elkhart, IN) is David Budge...Sennheiser (Old Lyme, 

CN) news: Brad Stephens, national sales manager for Turbosound and Southeast 

sales rep for Neumann and distributed brands; Bob Tamburri, sales rep; and John 

Page, industry team leader, music industry... Scott Lombardo joins Fishman 

(Wilmington, MA) as national sales manager... Digital Audio Denmark is now on 

Las Vegas Pro Audio's (Las Vegas) list of direct-sell brands.. New distribution 

deals: Linear Acoustic (Lancaster, PA) names Comprehensive Technical Group 

(Atlanta) and Roscor Corporation (Mt. Prospect, IL) as exclusive dealers in the 

Southeast and Midwest, respectively; new Allen & Heath (Agoura Hills, CA) 

Poland distributor is Konsbud-Audio. 
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CURRENT 
Go beyond the printed page and log on to 

www.mixontine.com to get extra photos, text 

and sounds on these select articles: 

-1121k- ) 

Monitor Mixing 
READ: We know there are more monitor engineers 

out there who are mixing bands on IEMs and 

wedges than those profiled in this article. Find 

out what other engineers have told Mix during 

the past few years. Tee us what you're doing at 

mixeditorial@mixonlire.com! 

"Project Studio": Echo Mountain 
WATCH: Take a guided tour through this Asheville, 

NC.-based studio. 

Recording 
Notes 
LISTEN: Hear audio 

clips from Five for 

Fighting, George Jones 

and Merle Haggard, 

and " Pink Houses." 

PLUS, visit the all-

new "Cool Spins Online," where you can find 

additional CD reviews and senior editor Blair 

Jackson's bi-weekly "OVO Watch"—alt from one 

convenient spot! 

"The Inside Track" 
PLAY: We got such a great response fron all you 

radical recorders out there that we're continuing 

to ask for your stories. Next month, we continue 

our series "The Inside 

Track" with technical 

editor Kevin Becka, 

who focuses on mixing 

vocals. Got a cool tip 

or technique? We 

want to know! E-mail 

us at mixeditorial@ 

mixonline.com. 
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TALKBACK 

NOTES FROM THE P&E WING 
THE ART OF LISTENING 

BY MARK RUBEL 

If someone asks you what you do, you're likely to say, "I make records," 

or "I mix concerts." After all, it's a natural tendency for us to focus on 

external actions. But the complementary, and possibly more important, 

companion to that external action is the internal thought processing 

that goes into deciding what to do—in other words, listening. If you 

are engaged in creating recordings or live audio events, then you are, 

essentially, a professional listener. 

If we really want to be good at making records or mixing concerts, 

then it's crucial to understand our work's true nature. The essence of 

recording, and other audio and video production, is communication. We 

realize thoughts, emotions, ambiences, words, melodies, rhythms, etc., for others to experience. As a 

communication form, creating and recording music is a multitayered process: on the one side, conjuring, 

encoding and sending the message, and at the other end, decoding, receiving and internalizing it. For 

this process to be meaningful, compelling and, hopefully, commercially viable, there must be a high 

level of listening at every stage. 

MUSIC AND AND SOUND IN GENERAL 

The most important aspect of becoming a professional sonic artist is developing an educated and 

analytical ear. A recording engineer, for example, should be familiar with the sounds of all eras of 

recording. Today, artists draw from that legacy to create their music. Mastery of the sonic identities 

distinctive to each era facilitates better communication with clients and their music. And if you intend 

to create something new, it's useful to know what has already been done. 

YOUR CLIENTS 

If an engineer takes a project in a particular direction without first communicating with the others 

involved, then he or she is guilty of questionable business and creative practices—as well as risking 

alienating them. Communication is key in a collaborative process. The better you are at listening and 

expressing yourself—at all levels— to your fellow adventurers, the more coherent the direction will be, 

the better the results and the happier your clients. 

THE SOURCE 

As we learn to capture and manipulate sounds, we accumulate knowledge about what methods and 

tools tend to work well in different applications. However, it's important to resist the tendency to 

habitually use that technique. One of the few real rules of recording is to listen to the player and his 

or her instrument before placing microphones. Have them play their part and walk around them while 

Listening. Where does it sound like what you imagine it should? What do you like about it, and what 

would you like to change? 

YOUR INTERNAL EAR AND HEART 

The process of recording, in some ways, is comparing the way your work is coming out to what you 

imagine it should sound like. Perhaps what distinguishes an artist from a technician is how attuned the 

artist is to his or her inner ear and instincts. The place from which songs seem to come to their writers 

might be the same place that tells the sonic artist what something should sound like. 

The art of listening develops over a lifetime. To the same extent that we need to listen with an ear 

toward the way the public will hear the piece, we also need to encourage the practice of deep listening 

in our audiences, our fellow music- makers, our students, protégés and, of course, ourselves. 

Mark Rubel, a member of The Recording Academy's Producers & Engineers Wing, has been making records 

since 1980 at his Pogo Studio (www.pogostudio.net) in Champaign, Ill. With the help of his beloved wife, 

Nancy, he cultivates many songs, musicians, audiences, students'—and cats! 



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

Well, now you know. The amazing monitors 
enjoyed by the world's most respected mixers are 
now available, custom designed specifically for your 

studio by Allen Sides, exclusively through GC Pro. 

Want to put some Ocean Way in your room? 

Contact your local GC Pro Account Manager for 
more information or to schedule a private demo. 

L. 
e 2007 Guitar Center, Inc. All rights reserved. 
All images and trademarks are property their respective holders. 

"The Ocean Way Monitor Systems 
are the best speakers in LIFE 11 !" 

- Bruce Swedien 

"I can't think of any large monitoring 
system I'd rather have in Skywalker Scoring 

Stage than Allen's Ocean Way Monitors." 

- Leslie Ann Jones 

"Ocean Way Recording's accurate and 
expansive monitoring systems are equally 

impressive in every room." 

- Jack Joseph Puig 

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

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

- Dave Grohl 

"Allen and I share a passion for accurate, 
high definition speakers that have the ability to 
sound big and impressive for artists when it's 
required. The OWR monitor system squarely 

hits that mark." 

- George Massenburg 

;» 

GC Pro has expert 
Account Managers 
in nearly every territory 

of the USA... contact 
us today! 

800-935-MYGC 
www.gcpro.com 

PRO 
www.gcpro.com 



ON THE COVER OSSINING, N.Y. 

BiCoastal Music 

By David Weiss 

The reason Hal Winer named his 
gorgeous new Ossining, N.Y., 

recording room BiCoastal Music 

(www.bicoastalmusic.com) may have to 
do with the long road he followed—from 

New York to L.A. and back—to make it 

happen. " In the ' 70s, my father got an 
investment opportunity in a jingle house 
in New York City," Winer recalls. " I had 

been playing music since I was a kid, I 

went to see the studio and I was done—I 
had to own a recording studio." 

Winer developed his skills as an au-

dio engineer and went on to land an 
internship at a New York studio, but 
he quickly grew frustrated with making 

coffee instead of music. His next stop 
was L.A. for more of the same, lead-

ing to a detour as a union set painter 
in Hollywood, and then back to New 

York City for a stint in the family busi-

ness. When an opportunity to cash out 
came, Winer jumped on it, and in 1997 

got the Ossining property, which is 40 
minutes from Midtown by train. 

The first incarnation of BiCoastal paid 

Winer back handsomely, landing him 
two Grammy nominations for his first la-

bel project there, Reunion (2001), by jazz 
guitar great Jack Wilkins. " As a result, it 

became known as a jazz place, but it got 

too small after a couple of years," Winer 
says. " So I decided to make the studio 

bigger. I sent out a mini-bulk e-mail to 

various acousticians and designers, tell-
ing them what I do, that I didn't have 

much cash and that I needed help in 

making this place work. Russ Berger of 

Russ Berger Design Group] called me the 
next day, and we just hit it off. 

"At first, I just wanted a bigger place 
for my own work, but Russ felt my 

idea was right for the current industry 

climate—that I could expand and cater 
to freelance clients," Winer continues. 

"The record industry was a mess, big 
city studios were having a lot of trouble 

at the time and the overhead up here 

was much lower than it was in New York 
City. On the creative side, I was close 
enough to the city to still be a player, but 

far enough away so that artists could feel 
like they were getting away." 

Cocktail time at DiCoastal. L-R: Midc Guzauski, Ben Parris, Rob Thomas, Neil Dorfman, Dory!Bornstein, 
Hal Winer and Joy Rose. 

The newly expanded facility brings a 

seriously elevated dimension to the just-

upstate recording scene of Westchester 

County. It starts with the warm, open 
and natural-sounding 25x30-foot live 
room with 22-foot ceiling. " It's got a 

very smooth and natural decay," he says. 
"Russ calls it a loosely coupled space: 
Everything below the soffit is diffuse 
and absorptive; everything above is live 

and reflective; and the pairing results in 

a room that's very easy to work in. In a 

typical month, I'll host woodwinds from 
the New York Philharmonic, an acoustic 

jazz trio and a rock drums session. The 

natural room ambience works with all 

of them, and clients come here because 
of it. Add that to rooms with natural 

daylight, and you've got a very pleasant 
experience." 

While everything's Zen in the live room, 
BiCoastal's ergonomic control room bris-
tles with up-to-the-minute technology. 

At the center of the Pro Tools HD and 5.1 

surround-equipped room is an SSL C200 
with plenty of I/O and Pro Tools control 

from its surface. "The C200 sounds 

great, it's easy to use and I can turn proj-

ects around in 30 seconds," Winer says. 
"When it comes to the outboard gear, I 
thought it was best to give engineers a 

se!ection of mic pre's, so we have units 

by Daking, Manley, Chandler, Vintech 

and Millennia. We also have a nice selec-
tion of vintage squashers and effects: 

TC Electronic, Lexicon, Daking, Universal 

Audio, Empirical Labs, Pendulum and 
Eventide, among others." 

When it came to selecting the right 
gear for critical listening, Winer found 

himself facing a dilemma. " I called all the 
engineers I knew and I couldn't get two 

of them to agree on a brand of moni-
tors they liked. It was important to have 

mains that people could actually use. So 
Russ suggested that I come to Dallas and 

listen to his Precision Kinetics custom 

monitors. I was totally impressed. The 
speakers are not fatiguing in any way, 

and they're extremely smooth, accurate 

and revealing. For 5.1 work, we also have 

an extra pair of surrounds permanently 

mounted behind the producer's desk to 

ensure that the producer will get an im-
age similar to the engineer's behind the 

console. The room is a wonderful listen-
ing environment, and the monitors make 

for mixes that translate very well." 

With recent clients Rob Thomas, Matt 
Serletic, Neil Dorfsman, Mick Guzauski, 
Jay Newland, Daryl Bornstein, Scott Hull, 

Gary Tole, Bob Mintzer and David San-
cious, word is getting around about this 

oasis. As for Winer, he knows he's defi-

nitely found a home. " It's about listening 

for me," he says. " It still gives me goose 

bumps to sit down in front of the console 
and listen to an amazing mix." 

David Weiss is Mix's New York editor 
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INSIDER AUDIO 
BY PAUL D. LEHRMAN 

Get Your Game On 
The Joys and Woes of Audio for Videogarnes, Part I 

ILLUSIRATION HUGH D'ANDRADE 

1
 f you've been playing (or watching your kids play-
ing) any new videogames recently, you've probably 

noticed that the soundtracks have become incred-

ibly sophisticated—not to mention loud. The loud part 

isn't worth discussing much—except please turn it 

down, for your own sake, especially if you're playing on 

headphones—but the sophisticated part is pretty amaz-

ing. Although most of the folks reading this have had to 

deal with complex mixes for recording, broadcast, live 

sound or film projects, how many have done projects 

that have to mix themselves on the fly, in real time, in 

the audience's living rooms? Well, if you've done any 

game audio in the past couple of years, that's just what 
you've been doing. 

I have to confess that I don't have much to do with 

the videogame world these days. In the late '80s, I did 

the music fOr a game that a friend of mine was design-

ing. I had to write several 30-second tunes and turn 

them into standard MIDI files (which were brand-new 

at the time). I was asked to do three different versions 
of each one to accommodate systems that could play 

two, three or four different musical sounds (that is, in-

dividual notes, not files) at a time. Oh yeah—and they 

had to be able to loop. I don't know if the game ever 

got finished. 

A few years later, I got a gig creating MIDI and audio 

files for a fledgling company called Harmonix, which 

was developing a musical game with some interesting 

interactive aspects. The company ended up not using 

any of my music, and it turned out that the game wasn't 

terribly successful. But Harmonix has done better since: 

Last September, Viacom bought it for $175 million. Un-

fortunately, I have not been paid in stock options. 

The fact that Paramount Pictures and MTV's parent 

company would throw that kind of money around is 

just one indication of how serious the game industry has 

become. So is the fact that within a week of its release, 

the Sony PlayStation 3 was selling on eBay for up to 

four times its list price (assuming the sellers actually had 

them and weren't planning on shipping bricks). Music 

budgets on some "AAA" games from major publishers 
are approaching those of feature films, and more than a 

few orchestral musicians are finding themselves playing 

as much on game-scoring sessions as they are on movie 
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INSIDER AUDIO  

soundtracks. Not to mention that orchestras 

from London to Brazil to New Zealand are 
putting on concert programs comprising 

partially or completely game music to attract 

new audiences. Tommy Tallarico, a prolific 
California game composer who is one of 

the prime movers behind Video Games 

Live, told the BBC recently that these con-
certs will "revitalize" classical music in the 
21st century the way opera did in the 19th. 
(It did?) I don't know if listening to a medley 
of hits from Pong, Mario Brothers and War-

craft is artistically on the same level as The 
Magic Flute and Tosca, but the audiences 
seem to be having a good time. 

i 

Mike Verrette is a producer for midsize 

game-development company Iron Lore En-
tertainment, located in one of the old mills 

in Maynard, Mass., where the once-mighty 
Digital Equipment Corporation (DEC) made 

its home. Verrette is a drummer, a com-
poser and a sound designer, and he was 

a student of mine some 10 years ago. He 
cut his teeth in television and commercial 

production, and then started working in the 
videogame world about five years ago. He 

is the founder of the New England chapter 

of the Game Audio Network Guild. Iron 

Lore, which he joined in 2004, employs 
some 38 people, including one full-time 
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composer/sound designer, the position 
Verrette started in and now oversees. 

Iron Lore is best known for Titan Quest, 
a first-person action game for the PC built 

around ancient Greek and Egyptian myths; 
it was released this past June. The expan-

sion pack with new characters and situa-
tions, Titan Quest: Immortal Throne, ships 

next month. The game is published by 

THQ, a huge outfit that handles titles from 
Scooby-Doo and the Cyber Chase and The 

SpongeBob SquarePants Movie to WWE 
SmackDown/ Here Comes the Pain and 

Full Spectrum Warrior: Ten Hammers. 

According to Verrette, the music and 
sound production for Titan Quest are pretty 

straightforward in some ways. "It's almost 
identical to doing film post," he says. "We 

designed a room around Pro Tools, and 

we have a library of canned effects and 
a location recorder. One of the spaces we 

lease in the building is DEC's old in-house 

television studio, and it's nice and quiet so 
we can do some recording in there. The 

music is mostly orchestral, so we have a 

PC running GigaStudio with the Vienna 

Symphonic Library. The live tracks—per-

cussion, flute and a vocalist—we recorded 
with Futura Productions, which is in the 
Sonic Temple, a classical studio in Boston 

built in an old Masonic temple. 

"We outsourced the dialog to a studio in 

Santa Monica [Calif.] because our publisher 
has a relationship with a casting director 

out there," he continues. "A publisher can 
bring a lot of that sort of thing to the table: 

Besides marketing and distribution, they 
can sometimes provide you with contrac-

tors for things like dialog casting or help 

establish relationships with third parties 
for licensing agreements. Using the casting 

director freed up a lot of my time so I could 
focus on other things." 

Each version of the game has close to 
two hours of music and uses up to 2,000 

sound effects, from footsteps to monster 

growls. "There isn't a single sound in the 
game that we pulled directly out of the li-
brary," Verrette says. "Everything's layered 

up in Pro Tools. And the game itself does 
additional processing." 

One other similarity to traditional sound 
design is the way a designer decides to use 

certain kinds of loops. "In a racing game," 
Verrette explains, "the engine sound is 
looped and it changes pitch as the rpms 
go up. But how do you get it to sound 

realistic when you shift gears? Like sam-

pling a musical instrument, you can only 
pitch-shift so much, and at a certain point, 

you have to change the sample. Same with 

a machine gun sound—you don't want to 
—CONTINUED ON PAGE 118 
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FIDDLERS ON THE ROOF 
Last year was my fourth year working as a research SCUBA 
diver in the U.S. Antarctic program. I was also moonlighting 
as producer, soundtrack composer and underwater cameraman 
for a new Werner Herzog feature for Discovery Channel Inter-
national that was filming at the same time down there on the 
ice. After my science boss, Sam Bowser, made a new scientific 
discovery about single-celled foraminifera eating larger multi-

cellular creatures, what else was there to do but go up on the 
roof of our field camp's tent, next to the frozen Ross Sea where 
our diving takes place, and play loud electric guitars? Werner 
and his cameraman Peter Zeitlinger naturally had to film this 
peculiar activity in the clear and frigid Antarctic air. Werner had 
been using a fancy Cantar recorder to record the sound, but 

its user interface seemed to be only comprehensible to those 
whose native language was French, so at this point in the film-
ing, he discarded it and recorded directly to the Blu-ray disk 
in the fancy new Sony HDV cameras that we were using. The 
real trick down there, both for recording and for playing, is not 

to freeze your fingers. — Henry Kaiser 
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Guitars on ice: The Antarctic team jams atop their research tent. 

THE ANTI-MARTHA STEWART 

In the pursuit of a gong/cymbal replacement, I turned to 

my metal patio furniture. The round, roughly 6-foot table-
top is fortunately not connected to the legs. It has rounded 

edges and a hole in the middle for an umbrella. The first 

challenge was figuring out how to mount it. Lifting it up 

and shaking it produced a wonderful thunder-sheet effect, 
but I also wanted to take mallets to it. I found that the large 

drum tube hardware normally used for tom-toms worked 
nicely. My crescendo roll produced a deliciously unique 

"trash gong cymbal" sound with a quick decay. When my 

young son came in to play, he, of course, opened up my 

percussion toy box and we discovered that the Japanese 

bowl resting on top of the café table made a wonderful 
racket. I just made sure my two small-diaphragm condens-

captured every nuance in stereo. — Tom Zehnder 



CAN YOU HEAR ME NOVV? 

Team Fat was booked to play in the guise of a surf band for the Classic 
Games Convention It doesn't really matter that in the Classic Gam-
ing era we dominated the American PC game audio business for, 
like, five years. Team Fat playing as a suif band is kind of like 
Buckaroo Banzai's Hong Kong Cavaliers band playing a gig: 

Nobody knows who the heck we are, nor do they care. "I don't 
care if you drove thiough solid rock this morning; in my joint, 

goofin' anyway 
there'll be no trouble." This is fine with us; we 

just 

But the band that promised us that we could 
use their equipment spaced and left early with 
pretty much all of the gear. We talked them into 

leaving some drum set parts that they kindly 
trusted us to ship when we were done with 'em. 

Seth Sternberger (8-Bit Weapon) and I had just met—we ran around the conference 

looking for things to use as a bass drum. We ended up using his keyboard case. No 

bass drum means no mount for the toms, so the chairs were used as stands. Also, the 
keyboard case had to be ioped to the chair to keep it from slipping 

The guitars were then plugged into Seth's RA. I had a POD, which is cool, but Joe 
had no effects. And as Mix readers know, there's nothing less surf-like than a guitar gone 
straight into the P.A., but there was pretty much nothing we could do about it. 

Then Kevin and Dave realized that they had free weekend minutes," whatever that 
meant, on their fancy new cell phones. So for a couple of tunes, we had Dave call 

Kevin, and one assistant held one phone to the P.A. Speaker and one held one to the 
announcements mic. The sound came out the speaker, into one phone, beamed to outer 
space, bounced off a satellite, came out the other phone, into the mic, fed back into the 
P.A. and—presto!—space-age echo. It sounded awesome. 

—Geolge Sanger (aka The Fat Alan) ." ( 

MICS ON A TRAIN 

One of my main clients is the model train company 
Lionel Trains. We develop unique sound effect sys-

tems for Lionel's products. The systems are not simple 

playback loops, but rather complex simulations of a 
variety of sound sources (engine sounds, compressors, 

brakes, whistles, etc.) that can be triggered in various 
ways in response to the operator's commands. Lionel 
ships a unique set of sounds with each model, and we 

always strive to use authentic sound sources for these 

products. 
So it was, when Lionel recently inked a deal with 

the New York City Transit Authority to produce a model 

of one of their classic New York City subway trains that 

I was dispatched to the city to record sounds from a 

set of vintage subway cars. I grew up in the city, riding 

the subway to and from school every day, so it was a 
real treat to be given my own set of Red Birds (which is 

what this particular type of car was called), along with a 
conductor and motorman to take out on the BMT West 

End line in Brooklyn. 
We had the center express track on the elevated line 

all to ourselves, though the D and M trains were still run-
ning on the outside local tracks. I ran the train through its 

paces as I hung out the door on the front with my boom 
in hand, recording the cacophony of motor sounds, track 

clatter, brake screeches and other marvelous noises. I even 
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GONE OFF THE DEEP END 
While producing in Australia, we 
were doing a song about driving 
your car into the ocean. It needed 
a big finish: We sunk a shotgun 
mic (covered in plastic, of course) 

into the studio swimming pool 
and loaded a Marshall combo 
(thankfully not vintage) on to the 
diving board. As the guitar player 
hit the last chord, we bounced 
the amp into the pool, recording 
the aquatic barrage and ensuing 
explosion! I don't think you could 

do that in the States. —Jordan 

Tishler 

Ztie"I /et 
had them drop me off at an express 

stop station to do some run-bys and station stops. We had 

some puzzled subway riders wondering who the heck this 

guy was that seemed to have his own subway train to play 
with. I had much fun, got some great sounds in the can 

and my exploits even landed me on the front page of The 

New York Times. —Bruce Koball 
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Recording Wild 
A POLITICAL PICNIC 

When George W. Bush 

came for dinner with Tony 
Blair to celebrate the first 

nine months (to the day) 
of their Iraq war, Nigella 

Lawson, a UK celebrity chef 

(and daughter of Margaret 

Thatcher's economic advi-
sor, Nigel Lawson), cooked 

a meal for the two lead-

ers and their wives. (The 
women ate separately.) 

Food is about life, nur-
ture, health, family, celebration, nourishment. I 

wanted to remind them and us, however, of the death, destruction and violence 

of their phony, duplicitous and despicable war. So I bought the best ingredients 
possible and a bottle of wine (French, of course, like theirs, although with just one 

glass as George doesn't drink). I then re-created their poisonous meal as a picnic 
and drove over it in a 1969 Sherman tank. I then had an advisor to the UK foreign 

office bake an apple pie (their chosen dessert) and flew it to America. There, an 
ex-military intelligence officer who served in Vietnam under Nixon took the pie 

to Manassas, the site of one of the opening battles in the American Civil War, and 

with a 1939 Nazi Luger, shot the pie. The results can be heard on "George, Tony, 
Nigella and Me," the last track on my album Plat du Jour (The CD's artwork is the 
remains of the pie tin.) —Matthew Herbert, www.tnatthewherbertnet 

BRICK WALL...DELAY? 

Back in the summer of '05, I was 
wo-king on a King's X recording 
at Wireworld in Nashirille with 
Michael Wagener. For some rea-

son, we thought it might be in-

teresting to try recording some 
drums outside in the parking lot, 

as :here was a really tool echo 

between the studio building and 
another building on the other 

side of the parking lot. 

I listened to the song, got 

the feel...took a snare drum and 
started walking around the park-
ing lot, looking for where the 

echo would come bade to the 

snare position at about an eighth 

note. I found the spot, we built 
the kit...miked the kit, set up a 

pair of ambience mics at about a 

16th! note but aimed them back 
at the kit so the echo off the far 

builcing would be in time with 

the echo that would end up in 
the overhead mics. 

It was a beautiful summer 

day in July: The sun was shining, 
the birds and planes were flying 

overhead on a regular basis, the 
dogs were barking, the sheep 

bleating, it was about 9,000 
degrees F with a drummer who 

probably hadn't seen the sun 

shine when he was playing in 

years, if ever. After soaking him 

down with like 90 gallons of wa-

ter (internally and, if I remember 
correctly, externally) we got a 

performance fron him. 
I don't think any of us will 

ever try such silliness again, 

but it was a pretty damn cool 
sound...especially for such a hot 
day. ( Note to self: Drummers 

should be kept at about 68 to 

72 degrees F when recording.) 

—Fletcher 

OFFICE EQUIPMENT? STUDIO GEARI 
1 once recorded an electric guitar part by locat-
ing the player's combo amp in the lounge and 
placing a rnic face down in a dry, empty coffee 
pot. We were looking for an unusual sound, 

and we succeeded. 
On another day of the same project, t located 

the guitar player in the studio office with his 

amp and wearing headphones to hear the cue 

mix. We called phone line 2 from phone line 

1, and using the speakerphone function on the 
office phone, as well as a phone at reception, we 
recorded what the office telephone mic picked 

up by miking the speaker on the reception 

phone. Of course, there were some sync issues 
that were "fixed in the mix."—Kent Holmes 

the train as one instrument (wining improvisational 
session 

Dielectric minimalist all-stars session: Two 
musicians are contacted and told that they are 
wanted to come into the studio and record some 
material that vvill be used on a minimalist record. 
They arrive in the studio and set up drums, 

percussion, piano, stringed instruments, tree 
branches, stones, sand and leaves. They are told 
that another musician is in one of the blacked-

out iso booths. They begin playing and the star 

mystery guest begins playing The star guest? An 

a Neumann MI42 old, thrift sale—purchased alarm clock miked with 

--DW Elektrischen 

SECRET MACHINES 

Dielectric drone all-siars session: Five musicians are 
all individually invited into the studio to record an 
itnprov session. They don't know who is coming 

or what he They begin arriving at the 
studio (a state-of-the-art digital room vvith a Studer 

D950 desk and a John Storyk—clesigned live room) 
and find a lovely, mood-lit setting featuring an array 
of microphones and--a toy train /ayout. The 
drones with 
comprises the musicians perf 

RIGHT PLACE, RIGHT TIME...RIGHT KID 
Timeliness is often so much better than fidelity, which is 
why I always carry a stereo digital voice recorder with 

me. It really paid off last summer, when the director of 
an upcoming movie called American Zombie asked me 

to contribute some music. I told my 4-year-old son about 
the assignment over dinner that night, explaining that the 
music needed to be scary yet touching, and he started 

improvising a tender song about zombies on the spot. 
Grabbing the voice recorder from my pocket, I captured 
the moment and then e-mailed the audio file to the film-
makers as a joke. They loved it so much they plan to run 

it over the end credits. —David Battino, Batmospbere.com 
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A "GU ITAR CENTER" OF SORTS 
I was recording a hard rock band, and 
one of the tracks was an instrumental 

piece driven by some really nice, warm, 
overdriven guitar. The bridge of the piece 

settled into the lead guitar and a light pad 
underneath it. It was meant to soften the 

piece until it exploded back into the main 

theme. On our first listening, we all agreed 
that something was missing. Nobody could 
put his or her finger on exactly what it was, 

but I decided to give something a shot. I 

got my hands on every acoustic guitar that was available to me (13 in all, 
including a Martin Backpacker) and set them up on guitar stands 

about 10 feet from the overdriven guitar amp, all with their sound-

holes pointing toward the cone of the amp (forming a semi-circle 

with a radius of 10 feet). I then placed a lavalier mic inside the 
soundhole and within the resonating body of each guitar. 
I asked the guitarist to play the same bridge part again (It was 

very melodic and simple, so it wouldn't be hard to match the pre-

vious take we used), but this time with the amp jacked up to 11. 
While tracking, it wasn't exactly clear what was going on, but after 

he played it, I asked the bandrnembers to give me 10 minutes. I 
called them back in and played the part for them and they loved it. 

The acoustic guitars had acted as drones, and all of their strings had 

been vibrating sympathetically along with the notes being played by 

the guitarist through his amp. I took each of those drones and set the 
automation to have them moving around within the stereo field so as 

to give it a sweeping kind of effect. I also used a lowpass filter on each 

one to cut out the high frequencies and give them a more even sound 

altogether. The levels weren't too loud and so they just sat between 
the pad and the guitar. This sweeping, droning effect provided exactly 

what was needed to fill in what was missing! After that, the guitarist 

went on to claim to people that he had played 14 guitars at one time, 
although he could never tell anyone how he did it or else he'd have to 
kill them. —Daniel Shatzkes 

STEP ASIDE, BLUE MAN GROUP 

On a lark, I once recorded a duum kit through 

a piece of PVC pipe I had laying around the 

studio. I miked up the kit in the traditional 

sense, but took an Earthworks TC4OK ( any 

skinny mic will work) and duct-taped it to 
one end of the pipe, the othar end pointing 

directly at the front of the kit from about 

five feet back. This produced a plastic-yhe-
tallic, swirling pitched effect that was very 

interesting and just so happened to work 

witl the track. It was, however, just a bit un-

der pitch, so I shortened the tube with a saw 

and then re-recorded until I got something 

I could loop and was pitched perfectly with 

the key of the song. I took it into Pro Tools 

and cut a four-bar section with good tempo 
and made it the bed track for the song that 

recurred at various points, especially at the 
intro and outro. — Kevin Becka 

Q: What do you do when an amp is vibrating on the low notes? 
—Mauricio Domene 

A: That's what drummers are for.  

WACKO INTRO-OUTRO 

I had been working on an album destined for a vinyl-only release. The music was 

taken from two 40-minute-plus improvised lams that were recorded with a single 
stereo mic setup placed within the large room so as to obtain a natural balance 

between the instruments. We needed a way to cut the best bits into usable chunks 

for old-school 22-minute album sides. Of course, the issue then is how can one 

make interesting intros and outros (something more engaging than simply fading 

the tracks in and out)? 

Because the original recordings had a nice, cohesive, almost "big-band" quality 
to them, the idea of putting obvious overdubs seemed crass. The music itself, how-

ever, was relatively surreal and avant-garde, so it begged for something weirder. I 
decided to get my intros and outros by copying bits of audio from the beginning 
and ending of each jam, tweaking it heavily and crossfading the copies with the 

original tracks. One example was making the end of a track die out by re-recording 

the ending of a track onto a portable cassette player, then running the tape back 
using a DC-variable transformer to power the cassette deck. The deck, which has 

a 6VDC power input, could then be underpowered very precisely, which slowed 
the tape speed and degraded the response. At about 3 VDC, the deck would 

conk out. I simply mixed that back with the original signal. Another variation on 

this theme was blasting the tracks at too high a level through an old boom box 
to obtain heavy distortion and re-recording by carrying a stereo mic and walking 

around the front and back of the boom box. 
—Rich Wells, thesupremereality.org 

A BIG SETUP 

I had built a studio called Mediasound, 
and we had Mel Brooks come in. This 
was 1970, and he was very up then for 
the Thousand Year Olci Alan. It was before 
The Producers or the new things that he's 
done. So the advertising agency brought 
him into the studio to do a commercial 
and I was the engineer. Mel is a very, very 
unusual person; he's a funny guy. So he 
came into the control room, the advertis-
ing people introduced us and we talked. 

The microphone was open in the studio 
and i could hear them because i was go-
ing to record them. And then he says, "I 
don't know..." "What do you mean, Mel?" 
"I don't know about the engineer." And the 
ad guy says, "What do you mean, you don't 

know about the engineer, Mel?" "I don't get 
good vibes on the engineer" The people 
asked him, "The engineer owns the place, 
Mel. He's here to record you. You just met 
him and you say you don't get a good feel-

ing about him?" "I think he's on the take." 
"What do you mean by that?" And then I go 
down my chart, and I'm ready to go, and I 
say, Take one." And he says, "i told you..." 

—Harry Hirsch 
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A GUIDE 

TO PROFESSIONAL 

2-CHANNEL 

MICROPHONES 

By Matt Gallagher 

flown for their ease of use, precision, versatility and 

fl ability to quickly deliver high-quality results, dedicated 
stereo microphones are sometimes preferable to stereo 

pairs in recording and live sound applications. Stereo mks provide 

a point-and-shoot option that is well-suited for many common 

stereo-miking applications, such as capturing vocals, instruments 

(including entire drum kits) and live ensembles of varying sizes and 

configurations. Another advantage of using a single-body stereo mic 

is consistency, simplifying repeatable setups night after night on the 

road, or during subsequent studio or location recordings. 

Offered by a number of manufacturers in a wide variety of designs 

and price ranges, professional stereo mics range from sophisticated, 

high-end models to versions suited for any budget. What's more, 

manufacturers create products that are optimized to handle one or 

more specific stereo-miking techniques: coincident schemes such as 

Blumlein, X/Y and mid-side (M-S; see sidebar on page 32 for more 

information about M-S miking); near-coincident techniques such as 

the ORTF (Office de Radiodiffusion Télévision Française) array; and 

the binaural approach, modeled on human hearing and involving the 

use of a dummy head with capsules implanted in its "ears." 

This article surveys currently available stereo mic models and 

covers only single-body, dual-capsule designs for the studio. It ex-

cludes stereo shotguns, surround mks, multichannel mic arrays and 

stereo mic "kits" that combine two mics into a stereo package. All of 

the products mentioned offer balanced outputs with XLR connectors 

(5-pin or dual 3-pin); unbalanced models with Vs- or 14-inch jacks 

were excluded. 

The Audio Engineering Associates (AEA) R88 ($1,895, www.wes 

dooley.com) stereo ribbon mic for Blumlein or M-S stereo recording 

measures 14 inches long and 2.5 inches in diameter, and weighs 3 

pounds (less cable). It incorporates the RCA 44's Large Ribbon Ge-

ometry configuration for a 20Hz bass response and a smooth high 

( 
end for capturing complex tones. It houses a matched pair of figure-8 

mics with 2-inch ribbon motors that are oriented at 90 degrees for 

superior off-axis rejection. The R88 offers a frequency response of 20 

to 15k Hz, -52dBV/Pa sensitivity and handles 165dB SPL @ 1 kHz. 

Audio-Technica's AT825 ($549, www.audio-technica.com) accom-

modates X/Y recording. It comprises two matched, fixed-charge, 

back-plate condenser elements that are configured side-by-side in a 

fixed 110-degree angle. The AT825's response is 30 to 20k Hz, with 

a switchable LF roll-off of 150 Hz (at 6dB/octave). Its signal-to-noise 

ratio measures 70 dB (1 kHz 0 1 Pa), and it handles 

126dB SPL at 1k-ohm (at 1-percent THD). The mic 

operates on either battery or phantom power, and 

includes a 16.5-foot shielded cable with a 5-pin XLR 

at the mic end and two standard 3-pin XLR-M output 

connectors. 

Designed for X/Y recording, Beyerdynamic's 

MCE 72 ($489, www.beyerdynamic.com) has two 

cardioid pattern electret condenser capsules mount-

ed ±60 degrees relative to its axis. The MCE 72 uses 

5-pin XLR connections, and is powered by a stan-

dard 1.5-volt battery with an LED power indicator. Its 

response is 60 to 20k Hz, and max SPL at 1 kHz is 

123 dB. Also for X/Y recording, the MCE 82 ($839) 

has two cardioid condenser capsules mounted ±45 

degrees relative to its axis. Response is 50 to 20k Hz, 

and max SPL at 1 kHz is 128 dB. The MCE 82's elastic 

suspension system suppresses handling and cable 

noise, and it offers a switchable bass filter. It can 

be operated with any 12 to 48VDC phantom power 

or 1.5V battery, and includes an LED battery-power 

indicator. The MC 833 ($3,699) supports M-S, X/Y 

AM R88 and mono recording without an additional matrix. 
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ILLUSTRATION RAY MA ALL 

It is equipped with three externally polarized cardioid condenser 

elements. The middle element supplies the mono signal in M-S ap-

plications. The condenser elements to the left and right are used for 

X/Y recording or can be combined to form a figure-8 polar pattern 

to supply the side signal. The three capsules can be mechanically 

adjusted and continuously varied over a wide range. 

The two Pressure Zone Microphones CPZMs) in Crown's SASS-P 

MK II ($ 1,830, www.crownaudio.com) are aligned in a mono-com-

patible, near-coincident array, mounted on boundaries with a foam 

barrier between them to facilitate directional pickup and limit overlap 

of the two sides at higher frequencies. The polar patterns are omni-

directional at low frequencies and unidirectional at high frequencies. 

The SASS-P MK II has a 20 to 18k Hz response; signal-to-noise ratio 

is 73.5 dB @ 94dB SPL. It offers 6mV/Pa sensitivity and handles 150dB 

SPL @ 3-percent THD. It can be powered by two 9V batteries or 12 to 

48VDC phantom. The SASS-P MK II includes a foam-lined carrying 

case, hand grip, mic stand adapter and windscreen. 

The striking design of MBHO's MBNM 

622 E PZ ($545, www.mbho.de) 

combines a Jecklin Disc—a cir-

cular, rubber foam—covered 

barrier mount for absorbing 

sound that measures bx12 

inches (HxD)—with two 

omnidirectional bound-

ary-layer mics mounted on 

each side of the bisected 

disc and spaced about 6.5 

inches apart. The MBNM 622 

offers a hemispherical polar 

pattern and a frequency response 

of 10 to 26k Hz (±1.5 dB); sensi- MHO MONAI 622 E PZ 

tivity is rated at 5 mV/Pa @ 1 kHz, and max SPL is 130 dB. 

Intended for X/Y and M-S applications, the Neumann USM 

69 i ($3,699, www.neumannusa.com) features two separate gold-

sputtered, dual-diaphragm capsules that rotate over a 270-degree 

range. Color markings on the lower-capsule system indicate the angle 

relative to the upper capsule. Five selectable polar patterns—omni, 

cardioid, figure-8, hypercardioid and wide-cardioid—are available 

for each capsule, and the outputs of the two channels can be linked 

(cascaded) to yield other characteristics. Both mic amplifiers feature 

high-output capability and low self-noise, The USM 69 i is available 

in black or nickel finishes, and is sold with IC 6 cable (swivel mount 

to 5-pin XLR) and AC 20 cable that splits the 5-pin XLR to dual 3-pin 

XLR outputs. 

Neumann's KU 100 ($4,999) binaural stereo microphone is a 

replica of the human head with microphone capsules built into the 

ears The KU 100 uses transformerless circuitry for achieving high-

output capability fast transient response and low self-noise. Inside 

the head are switches for -10dB attenuation and the highpass filter 

(for linear, 40Hz or 150Hz settings). The underside of the unit has 

balanced (XLR) and unbalanced (BNC) outputs,. and a switch for 

selecting power supply modes. The KU 100 can be operated with 

48V phantom power from the provided external AC power supply 

unit or from its built-in battery. The KU 100 comes in a robust alu-

minum carrying case that includes a 5-pin XLR cable and the AC-20 

adapter cable. 

Pearl's TL4 ($2,267) and TL44 ($2,513; dist. by Independent Audio, 

www.independentaudio.com) both combine the company's classic 

rectangular, dual-membrane capsules mounted back-to-back in a 

compact black-chrome body. Each offers cardicid, figure-8, omni 

and 180-degree coincident stereo polar patterns Both models have 

5-pin XLR outputs, weigh 9.1 ounces and use quiet. transformerless 

preamplifier circuits. Response of both mics is 20 to 20k Hz, with 
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126dB SPL handling. The TL4's sensitivity is 

rated at 120 mV/Pa; the TL44's is 16 mV/Pa. 

Pearl's DS60 ($6,241) model supports 

X/Y, M-S and Blumlein techniques. Its brass 

body is finished in black chromium and 

gold-plated mesh, and it has two rectangu-

lar dual-membrane capsules mounted one 

above the other at 90 degrees apart. Each 

capsule offers a selection of cardioid, figure-

8 and omnidirectional patterns. The DS60's 

response is 18 to 25k Hz. Its preamplifier has 

four output channels—one for each cardioid 

membrane—that are connected via a 9-pin 

Lemo plug and a four-way splitter terminat-

ing in 3-pin XLRs. Its sensitivity is rated at 

16 mV/Pa with self-noise at 15 dBA. 

The RODE NT4 ($899, www.rodemic 

.com) is housed in a heavy-duty, cast-metal 

body with a satin-nickel finish. Its two half-

inch cardioid capsules with gold-sputtered 

diaphragms offer X/Y miking fixed at a 

90-degree angle. The NT4 has a self-noise 

of 16 dBA and handles 143dB SPLs. Stated 

response is 20 to 20k Hz, and the mic of-

fers selectable 9V battery or phantom power 

operation at 12, 24 or 48V and includes an 

LED power indicator. The NT4 includes a 

custom carry case, windshield, XLR-to-mini-

jack adapter and dual XLR cables. 

Offered in matte-black chrome and satin-

nickel finishes, Royer Labs' SF-12 ($2,150, 

www.royerlabs.com) is housed in an ingot 

iron case that forms part of the magnetic re-

turn circuit. Its two matched 

1.8-micron, aluminum-rib-

bon, figure-8 transducers 

are placed one above the 

other, each aimed 45 degrees 

off-axis from center in the 

Blumlein configuration. Both 

capsules can provide mono 

recording, and two channels 

can be combined for mono 

recording without creating 

phase artifacts. The SF-12's 

response is 30 to 15k Hz (±3 

dB), and it handles SPL levels 

up to 130 dB. The SF-12's 

extension cable comes with 

a "Y" adapter that splits into 

two 3-pin male XLR outputs. 

Royer's SF-24 ($3,800) ste-

reo ribbon mic is optimized 

for Blumlein and M-S con-

figurations, and comes in an 

optical black finish; 18-karat 

gold is optional. It shares the 

SF-12's design characteristics 

while adding Royer's active 

Royer Labs SF- 12 in ingot iron case 

electronics system, allowing the SF-24 to 

be used with any preamplifier with aver-

age gain characteristics. The SF-24 oper-

ates on 48V phantom power and con-

tains two fully balanced, discrete head 

amplifier systems using specially wound 

toroidal transformers. Stated response 

is 40 to 15k Hz (±2 dB), and max SPL 

handling is 130 dB. The SF-24's output of 

-38 dB is 14 dB more sensitive than the 

non-powered SF-12. Custom-designed 

FETs provide quiet operation, with self-

noise less than 18 dB. The SF-24's output 

connector is a 5-pin male XLR. 

Sanken's ($2,295, www.sanken-mic 

.com) CUW-180 handles both stereo and 

surround applications. Its two cardioid 

condenser microphones are oriented at 

180 degrees and are independently ad-

justable with a 15-degree detent for X/Y 

configurations. The precise alignment of 

both capsules is said to maintain optimum 

on-axis response and phase coherence. The 

CUW-180 has a 5-pin XLR output. 

Schoeps' CMXY 4Vg has two CCM 4V capsules. 

In Schoeps' CMXY 4Vg ($4,295, www. 

schoeps.de), the angle between the axes of 

the two built-in cardioid CCM 4V condenser 

-1111•111111 

REFESPEP: Mid-SidE RECONing 
Of all stereo-miking techniques, mid-side recording is the most versatile, allowing the greatest 

degree of control over the stereo image 

during the mix, while providing total mono 

compatibility. Although the process may 

seem complicated at first, it's quite simple. 

M-S recording is a coincident technique in-

volving two microphones: one in a bidirec-

tional pattern and one typically in cardioid, 

although other patterns can be used. Here, 

unlike in straightforward left-right stereo 

recording, the whole of your soundstage is 

represented by one forward-facing ("mid") 

channel and the extreme side information 

in the other ("side"). The outputs of these 

two microphones are added and subtracted 

in a matrix system (M + S+ = Left and M 

+ S- = Right; where S+ is the output of 

the bidirectional mic and S- is the phase-

inverted bidirectional output) to create a 

stereo image. 

To set up an M-S configuration, point your cardioid microphone directly toward the sound 

source and the bidirectional mic perpendicular (with its diaphragms at 90-degree angles to the 

source). Place the capsules as close together as possible to align nulls. (Note: Many of the ste-

reo microphones profiled in this article are configurable for M-S.) Record the mid-signal on one 

channel and side signal to another. Matrixing can be performed via a dedicated decoder unit or 

manually by routing the mid-output to a single fader, panned to the center; and the side output 

to two faders, panned hard-left and -right, respectively (with right channel phase-reversed). Sum 

the mid- and positive side (panned left) to the left bus and the mid- and negative side (panned 

right) to the right bus; experiment with the width of your stereo image by adjusting mid- and 

side fader levels, keeping in mind that you can swap your perspective (drummer left/right, for 

instance) by swapping the phase on the side channels. —Sarah Jones 

side mic 
(figure-8) 
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more power, more headroom and wider frequency response. 

As one of the few manufacturers that build our own drivers, we 
believe in a no compromise approach to designing studio monitors, 
whatever the application. The new BM 6A mk ll and BM 12A are no 
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For details contact your dealer today or visit www.dynaudioacoustics.com 
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Keep It In the Stereo  Realm  

capsules (with lateral pickup patterns) can 

be adjusted continuously between 0 and 180 

degrees without affecting the main stereo 

axis for precise imaging in an X/Y configu-

ration. The capsules rotate equally and in 

opposite directions via gear arrangement in 

the microphone's base. Response is 40 to 

20k Hz, with max SPL of 132 dB. The CMXY 

4Vg is powered by 12- or 48V phantom 

power and terminates with a 5-pin XLR-M 

connector. The package includes Schoeps' 

AK SU/2U adapter cable (5-pin female XLR 

to two 3-pin male XLRs). 

The spherical design and matte-gray 

surface finish of Schoeps' KFM 6 ($6,699) 

resembles a binaural dummy head and 

follows similar principles. The KFM 6 re-

cords at a fixed angle of 90 degrees and 

is designed to yield a natural impression 

of space, depth and image. Two pressure 

transducers are mounted flush on the sur-

face of the 20cm diameter sphere, acting 

as an acoustic baffle. The KFM 6's direc-

tionality is essentially constant throughout 

the audio frequency range, which is 18 to 

16k Hz. The KFM 6's sensitivity is rated at 

100 mV/Pa, its signal-to-noise ratio is 77 

dBA and it handles 123dB SPL. It accepts 

12- or 48V phantom power, ships with a 

suspension mount, a KG ball-and-socket 

joint for stand-mounting, a "Y" adapter 

cable, 5-pin XLR stereo cables and a 

wooden case. 

The Schoeps KFM 360 ($5,550) is an 

18cm spherical microphone with two 

CCM 8L figure-8 capsules that record at an 

angle of 120 degrees for close-miking ap-

plications. It also ships with a "Y" adapter 

cable and mounting accessories, and can 

be adapted for surround applications with 
the company's DSP-4 KFM 360 ($6,305) 

processor, which has built-in AD/DA 

converters. 

Schoeps' MSTC 64g ($2,879) is de-

signed for near-coincident ORTF miking. It 

has a T-shaped body with two built-in mic 

amplifiers and a matched pair of MK 4 car-
dioid capsules from the company's Colette 

Modular System, mounted 17 cm apart at 

an angle of 110 degrees. The MSTC 64g is 

powered by 12- or 48V phantom power, its 

frequency range is 40 to 20k Hz, sensitivity 

is rated at 13 mV/Pa, signal-to-noise ratio 

is 78 dBA and max SPL handling is 132 dB. 

The MSTC 64g terminates in a 5-pin XLR 

male connector. 

The Sennheiser MKE 44P ($795, www. 
sennheiserusa.com) is an electret con-

denser design with two cardioid capsules 

set at 90 degrees for X/Y applications. Its 

spring-mounted capsule is designed to 

suppress handling noise, and it features 

a two-position LF roll-off filter. The MKE 

44P handles max SPL lev-

els of 126 dB (with 

THD @ 1 percent). It 

features a 40 to 20k 

Hz response, and sen-

sitivity is 6.3 mV/Pa 

(±2.5 dB). Operation is 

via 12 to 48V phantom 

power or 1.5V alkaline 

battery. Lastly, it has a 

transformerless output on 

a 5-pin XLR connector and 

ships with an adapter cable 

(comprising one 5-pin fe-

male XLR to two 3-pin XLR-

M connectors), a velour-foam 

wind shield and a foam-lined 

case. 

Shure's VP88 ($1,266 list, 

Sennheiser MKE 44P 

IF GROOVE TUBES MICROPHONES ARE PRO AUDIO'S BEST KEPT SECRET, 

OUR SECRET KEEPERS AREN'T DOING A VERY GOOD JOB. 

CONVERTIBLE GT30 GT40 GT50 

GREG LANDANYI: 

"I turn to GT mics 
every day in the 
stud/O. 

GT60 GT57 GT67 

MICHAEL WAGENER 

"GT mica have become 
an essential part 
of my setup." 

E 

MD1B FET 

NEWMAN SCORING STAGE 
GT tube and FET microphones 
in use every day for orchestral 
scoring sessions 

Don't miss out on the secret mic of the world's best engineers and studios! 
GT microphones are available at the best pro audio dealers around the world. 

www.groovetubes.com Hear the Difference — 
GROOVE 
TUBES 
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www.shure.com) M-S stereo mic com-

bines two condenser capsules: a forward-

facing cardioid and a bidirectional side ele-

ment. An internal M-S matrix offers three 

selectable degrees of stereo image separa-

tion. The internal matrix can be bypassed 

if an external matrix is used or if stereo 

imaging is handled in post-production. A 

switchable LF roll-off (12dB/octave at 80 

Hz) is standard, and the mic powers from 

an internal battery or any 9 to 52VDC 

phantom source. Frequency response is 

40 to 20k Hz, and typical self-noise is 24 

dBA. The VP88 package includes a "Y" 

splitter cable, windscreen, 6V battery and 
zippered storage bag. 

Studio Projects' LSD-2 ($ 1,000, www. 

studioprojectsusa.com) puts two dual-
membrane condenser mics within a single 

housing, allowing for X/Y, M-S and Blum-

lein techniques. Its 1.06-

inch diameter capsules 

are mounted in close 

proximity on a vertical 

axis; the upper-capsule 

assembly rotates 270 de-

grees relative to the low-

er capsule. A single-layer 

brass mesh surrounds the 

capsules. Two three-way 

switches control polar re-

sponse, highpass filtering 

and -10dB pad for each 

capsule. The LSD-2 ships 

with a dedicated 7-pin 

XLR to dual 3-pin XLR 

cable, windscreen, shock-

mount and carrying case. 

BS-3D Binaural Spheres 

from T.H.E. ($2,648, \\ \\ 

theaudio.com) are made 

of wood and come in 

Studio Pre:gods golden-oak and black-wal-

LSD-2 nut finishes. Each one is 

individually handcrafted 

by Bud Poulin. T.H.E. incorporates its 

patented preamps and matches the two 

omni capsules for frequency response and 

output. The BS-3D is designed to produce 

excellent phase cohesion for a stereo sound 

that translates to a stereo or mono mix. 

Each sphere has a 5-pin male XLR con-

nector, and each mic ships with a 6.5-foot 

cable (custom lengths are available) with a 

5-pin XLR on one end and two 3-pin XLRs 

on the other. 

The Telefunken Ela M 270 ($ 15,995, 

www.telefunkenusa.com) stereo tube 

condenser microphone is a limited-edi-

tion re-creation of the original Tele-

funken Ela M 270 designed for X/Y, 

M-S or Blumlein configurations 

The mic features dual 1-inch, 

gold-sputtered, 6-micron CK12 

capsules placed one on top of 

the other, offering three polar 

patterns per capsule: cardioid. 

omni and figure-8. Its frequency 

range is 20 to 20k Hz. The Ela M 

270 is 8.5 inches long and weighs 

2 pounds. 

Matt Gallagher is an assistant edi-

tor at Mix. 

Telefunken 

Ela M 270 

nr 

YOU ASKED FOR AN ALTERNATIVE 

We Delivered... 

The 
21st Century , 

Media Platform 

THE BREAKTHROUGH YOU'VE BEEN WAITING FOR... 

What can be achieved with just ONE PCIe CC- I card ? 

• 230 Super Hi Resolution Audio Channels 

• 8 fully parametric bands of EQ on EVERY channel 

• 3 Stages of Dynamics on EVERY channel 

• Less than 0.5mS latency with full processing 

• 72 User definable mix busses from Mono to 7.1 

• 64 channel audio bridge for 3rd Party plug-ins 

• Up to 220 physical I/0s per CC- 1 card, Analog, Digital or MADI 

• Lightning fast tactile response 

• Integtated 192 track disc recorder 

• Integrated Video track in SD or HD format 

,C4P' 
www.fairlightau.com 
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By Steve La Cerra 

COMBINING STAGE WEDGES WITH PERSONAL MONITORS 

Mixing monitor:, is like directing traffic in 
midtown Manhattan: Everyone wants to 

go first, no one is heading in the same 

direction, and nobody wants to listen 
to the same music. Mixing monitors has 

never been an easy gig, and it becomes 

more complicated when wedges are 

combined with personal monitors. Suc-

cessfully combining these two approaches 

requires an engineer with good ears and 

a solid technical background. To bring 

you helpful insights for such situations, 

Mix spoke with three monitor engineers 

and a manufacturer of in-ear monitors, 

all of whom have effectively merged the 
technologies. 

Most engineers agree that wedges and 

personal monitors share the same stage 

because some musicians are opposed 

to (or are not confident with) using ear-

pieces, while other players prefer to use 

personal monitors, although they miss 

the visceral impact offered by traditional 
wedges or sidefills. 

Marty Garcia is the president of Fu-

ture Sonics and a pioneer in the use of 

personal monitors. Garcia observes that 

many performers "lack knowledge or 

confidence that such a tiny device can 

deliver the big sound and feel of an open 

stage. They have a mindset of getting 

intelligibility, timing and pitch through 

the earpieces while getting the energy 

and feel from the wedges. The number 

of wedges will determine how well the 
personal monitors will perform because 

the personal monitor system competes 

with them. I suggest starting without 

the wedges and creating a mix during 

soundcheck with proper gain structure 

for the earpieces, as if you were in a stu-

dio recording situation. If the first thing 

a performer hears is a clipped kick drum, 
then they are put off to the whole idea 

immediately. If you can create a polished 

mix before your performers come in, 
they'll have a positive reaction. Once 

you accomplish that, the need to add 

a lot of audio in the wedges decreases 

quite a bit." 

When combining personal monitors 

with wedges, Garcia recommends adding 

low-frequency audio to the wedges. "A 

very successful technique is to add low-
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General Purpose Interface 

Combined with the Events 
list, GPI extends control to 
external gear, enabling you 
to perform multiple actions 

at the push of a button. 

Experience the pristine sound quality of VENUE in 

even the smallest rooms. Meet D-Show Profile. 

With its small footprint, studio-grade sound 

quality, flexible options, and easy-to-use D-Show 

software, D-Show Profile goes where larger 

consoles fear to tread. 

Powerful Plug-in 
Processing 

The availability of over 
100 TDM plug-in versions 
of the most coveted 
outboard gear puts 
amazing processing 
power at your fingertips. 

Artist-Driven PO 
Monitoring 

Give performers control 
over their own snapshot-
recallable monitor mixes 
with the optional Personal 
O (PC1) monitoring system. 

Learn more about D-Show Profile and VENUE at 
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The ADAM A.R.T. Tweeter 
Accelerated Ribbon lechnology 
ADAM's unique folded ribbon diaphragm moves air four 

times faster than any driver in any other professional 

monitor, resulting in incredible clarity, breathtaking 

detail and imaging like you've never heard before. You'll 

work faster, better, and more efficiency than ever. 

ADAMs For Everyone 
The A7 combines ADAM's renowned A.R.T (Accelerated Ribbon 

Technology) folded ribbon tweeter with a state of the art 6.5" 

carbon fiber woofer, resulting in an extremely accurate monitor 

with all of the clarity, detail and spectacular imaging tradition-

ally associated with the ADAM name. 

• Two 50 watt amps ( one per driver ) 

• 46Hz - 35kHz +/- 3dB frequency response 

• 105dB SPL @ 1 meter 

• Front panel: stepped level control & power switch 

• Rear: tweeter level, Hi/Lo shelving EQs 

• XLR balanced and RCA unbalanced connectors 

• 2 year warranty 

... and you can own a pair for only $999! 

THRILLING EARS AROUND THE WORLD 
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frequency information to fill out the bass, 
kick, [sometimes] snare and lower range 

of the vocal," he says. "That can give the 

performer the energy and feel they desire. 

If the earpiece has a wide dynamic range, 
especially in the low frequencies, and a 

tight fit, then the performer will actually 

get a lot of energy from the ear mix. That's 
why we use a dynamic driver in our Future 

Sonics Ear Monitors® brand—it helps de-

liver the energy the musician wants with-

out the need to crank up the level, which, 

of course, can result in fatigue. If the 

dynamic range of the earpiece is limited, 
then there's a tendency for the performer 

to want more energy out of the wedges, 

starting that competitive thing again." 

Niall Slevin (center, with U2 engineers foe 
O'Herlihy, left, and Jo Ravitch): "A lot of people 

who have just started using in-ears miss the banter 

between themselves, the band and the rest of the 

crew. They feel slightly isolated, so you'll see them 
take one ear out and use a wedge or two." 

IN-EARS FOR YOU, TOO 

Niall Slevin is one of three monitor engi-
neers working with U2. Slevin's responsibil-

ity is mixing monitors for The Edge, while 
Robbie Adams handles Bono's mixes and 
David Skaff takes care of Larry Mullen Jr. 

and Adam Clayton. Slevin runs a stereo 

ear mix for The Edge in addition to a pair 
of wedges. "One reason we have wedges 
up there," Slevin explains, "is for backup. 

We haven't had any problems, but in case 
there's an RF issue, I have a band mix ready 

to go for the stage monitors. 

"Usually, The Edge just gets a bit of kick 

and snare from the wedges. We have a pair 
of subs underneath the stage to give him 

subharmonic information he can feel. A lot 

of people who have just started using in-

ears miss the banter between themselves, 
the band and the rest of the crew. They feel 
slightly isolated, so you'll see them take one 

ear out and use a wedge or two. It gives 
them the ability to key off one earpiece 

[the vocal] without feeling so isolated. The 
problem is that the level you supply to the 
ears goes up and you can fatigue the ears 

Clem dialogue 
CEDAR 
the Academy Award ® 
winning solution for 
dialogue noise suppression 

CEDAR Audio USA 
43 Deerfield Road 
Portland ME04101-1805 CEDAR ev 
207 828 0024 - cedarusa@cedaraudio.com - www cedaraudio corn 
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because the earpiece is battling against the 

SPL of the wedge." 

However, this is not the case with The 

Edge, according to Slevin. "I use a separate 

aux send on the monitor console to feed a 

bit of bass guitar and kick into the subs. I 

can reduce the level of bass guitar in his 

in-ears and he'll feel the rest of the infor-

mation from the subs. They fill out his ear 

mix. It took quite a bit of EQ'ing to make it 

sound natural because the subs are under-

neath the deck, but once we got there, it 

helped bring down the overall level of kick 

and bass guitar in his ear mix. 

"I also found that I could lower the 

snare drum quite a bit simply by panning 

the top snare mic away from the bottom 

snare mic," Slevin continues. " It gave the 

snare quite a bit more definition, and bring-

ing these levels down helps reduce fatigue 

over a two-hour show." 

The Edge wears two earpieces, so to 

deal with any "over-isolation" issues, Slevin 

places six ambient mics across the front of 

the stage and points a couple of those back 

toward the band to get a bit of guitar and 

drums. "Bleeding that into his mix provides 

a more normal stage sound," notes Slevin. 

"I might move them around a bit during 

Sean Quackenbush: "We've been able to reduce 

the stage volume due to the clarity we get from 

this combination of mixes, especially when we 

have good microphones." 

soundcheck depending on how dry or live 

the room is, but usually they aim toward the 

guitars and are not very loud in the in-ears. I 

EQ them for a bit of presence and [add] a lot 

of highpass as a kind of 'pastel shade' on the 

backdrop. There's no use putting anything 

into an earpiece that you don't need. He 

couldn't play with just those mics, but they 

certainly smooth the guitars a bit. Since he 

changes guitar sounds on quite a few songs, 

it makes the transitions more natural." 

Bad Drum Sound? 
Replace It. 

Is your drum sound driving you nuts? Relax - Drumagog will make those old, 

stale drums sound like a million bucks! It works by 2utomatically replacing 

what's on your audio drum tracks with samples of new drums. The industry 

choice for over 5 years, Drumagog is available for both PC and Mac, in VST. 

RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay, 

Brian Tankersley, and Greg Ladarrgi use Drumagog in their projects every day. 

877-318-WAVE 
www.drumagog.com WAVEMACHINE LABS 
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Sean Quackenbush has been working 

with Robert Randolph & The Family Band for 

approximately four years and is now assisted 

by Brian Lang on monitors. At one point, 

Quackenbush had 18 wedge mixes that he 

would set at soundchedc and then mn out 

to front of house to mix the show. "[Band-

members] started wearing one earpiece but 

weren't willing to give up wedges, so it 

was always a fight,' Quackenbush explains. 

"You'd turn the ear up and then the wedge 

all night. One got louder than the other until 

they were as loud as could be and drowned 
each other out. We learned to not put too 

much of anything into one monitor." 

Randolph uses two wedge mixes and one 

ear mix. The wedges sit next to each other 

on Randolph's right and he uses a Sensa-

phonics earpiece in his left ear. One wedge 

provides lead and backing vocals, while the 

other provides a band mix. "We get a lot 

of clarity because we're not trying to cram 

everything through a 12-inch speaker and a 

2-inch diaphragm," says Quackenbush. "We 
use the ear mix for his vocal, maybe a bit of 

backing vocals and his own guitar. I give him 

some reverb—a short plate—on his voice for 

a bit of space. We've been able to reduce the 

Neil Heal: "... the earpieces supply the detail, and 

the wedges and sidefills provide the feel and more 

of the low-frequency content." 

stage volume due to the clarity we get from 

this combination of mixes, especially when 

we have good microphones. 

"On Robert's guitar," Quackenbush con-
tinues, "we use a Sennheiser e609 and a 

Neumann TLM103. We tend to put the e609 

in the wedges land then apply a highpass 

filter] around 120 Hz—there's not much hap-

pening below that—then EQ them separate-
ly to get the nice high end and warm lows 

from the TLM103, plus the warm mid from 

the e609. We'll use the e609 in the wedges 

and either the condenser or a combination 

in the ears to get the full guitar sound Robert 
hears when he listens to his amplifier." 

Randolph's vocal mic is split to two 

channels, providing separate EQ for the 

wedges and the earpiece. "We can use a 

higher highpass frequency and also EQ 

" the top end down a bit in the wedge to 

get it at a level Robert likes," Quackenbush 

explains. "We use a separate reverb send 
and run the highpass a bit lower for the ear 

mix without affecting the wedge. It also 

allows us to do other things, like putting 

a tube compressor on the vocal and really 

squashing it down in the ears to keep it 

level, even to a whisper. If you try that 

with a wedge, you're asking for trouble. 

"We have played around with ambient 

mics, but they have an extremely loud 

stage volume and get a lot of bleed back 

through the vocal mics," he continues. 

"Since the vocal mics are loud in their 

mixes, they get plenty of ambience. Some-

Your talent is in Portugal, your client in Piccadilly, 

your engineer on a plane! 

This is a job for Digifon. 

13yrs a leader in live-audio networking, bridging and remote ADR. 

www.digifon.com 
203-254-0869 
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times, I'll put up a pair of Sennheiser con-

denser mics that go to the monitor desk 

for recording, but Randolph hasn't yet had 

the chance to play with an open canal that 

lets ambient information into the earpiece. 
Now he is producing earpieces with tiny 

microphones that pick up ambient sound. 
Those mics can be added into the ear mix, 

and each bandmember can control the 

amount of ambient sound they hear. The 

nice part is that when you turn your head, 
the image follows your ear, so it's almost 

like not having your ears sealed. If you 

use audience mics—no matter where you 
walk or in what direction you turn—you 
always hear the audience the same. These 

mics turn with you when you move your 
head. It's a very interesting concept." 

Neil Heal mixes monitors for The Racon-

teurs using a variety of wedge mixes and 

ear mixes. "For [bassist] Jack Lawrence, the 
ears [Ultimate Ears UE-7 Pro] are mainly to 

protect his hearing," says Heal. "The onstage 

SPL is between 125 and 130 dB. With ear-
pieces, he can hear what he needs without 
resorting to excessive wedge volumes. The 

mix for the ears is similar to his wedge mix, 
and any additions are usually cymbals and 

audience mics. In this configuration, the 
earpieces supply the detail, and the wedges 

and sidefills provide the feel and more of 

the low-frequency content. The sidefills also 

help in terms of adding pan-type effects. For 

example, if you have two guitar amps with a 

tremolo pedal that pans between the amps, 

you can send one amp to the wedge mix 

and the other amp to the nearest sidefill. This 

adds a nice sense of stereo to the player's 

mix, and sometimes you can enhance this by 

reversing the phase of one signal. 
"My approach to mixing monitors really 

hasn't changed much although I do have 

to consider RF with ears," Heal continues. 

"My stage is always as clean and free as 
possible from any buzzes or hums, and I 

make sure my ears are, too." 
Ultimately, Heal feels his job is to remain 

fairly invisible so the artist doesn't even 

think about him being there. "I am there 

to provide them with what they need to 

hear to play a great show. They know I am 

watching intently for cues if needed, but 

I know when a particular part should be 
louder in a certain mix. I very rarely get 

asked for anything during a performance. 
It's all about having a good relationship 

with the artist, understanding their likes and 
dislikes, and providing accordingly." • 

Steve La Cerra is Mix's sound reinforcement 

editor. 

Multi- Grammy winners 

can choose any 
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CAD Trion 8000 
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IN STUDIO 

Capturing a Global 

Musical Infusion 

Ozomatli is a celebration waiting 

to happen—a fiery brew of jazz-

funk, Latin salsa and urban hip 

hop. Basic tracks for the band's 

upcoming album,. Don't Mess 

With the Dragon, were recorded 

in Ocean Way Recording's ( Los 

Angeles) Studio B with engineer 

Robert Carranza and KC Porter, who wrote and 

co-produced with the band. Porter explains, "We 

tracked drums in the big room to have more 

space and flexibility, more options and to use 

different drum kits." The album was completed at 

Porter's private studio, Worldbeat Recording, in 

the Santa Monica Mountains, and then mixed by 

Serban Ghenea in Virginia. The Concord Records 

project is slated for release next month. 

From left: percussionist Jirc Yamaguchi, engineer Robert Carranza, 

bassist/vocalist Wil-Dog Abers and assistant producer Sebastian 

Jacome at Worldbeat Reccrding's Euphonix CS-2000 

The band takes a break in Ocean Way Recording Studio B. L- R, rear: Sebastian 

Jacome, assistant producer; Ulises Bella, tenor sax, clarinet, vocals; Robert 

Carranza, engineer; Mario Calire, drums; KC Porter, producer; Justin Parée, 

percussion, MC, vocals; Scott Gutierrez, assistant engineer. Foreground, L-R: 

Scott Moore, assistant engineer; Wil-Dog Abers, bass, vocals; Jiro Yamaguchi, 

percussion; Asdrubal Sierra, frumpet, lead vocals. 

Producer KC Porter was named Latin Grammy Producer of the Year in 2001. His 

credits include projects with Ricky Martin, Selena, Carlos Santana, Bon Jovi and 

Chaka Khan, as well as Ozomatli. 

"The first thing I did with Ozo was for Carlos Santana's Shaman album, the 

follow-up to Supernatural. The song was 'One of These Days," Porter says. "It 

wasn't a full-on Ozo production, but it was an Afro-pop sort of song that Carlos 

really dug, so we brought in Ozo to do the horns and vocals. It was a great intro-

duction to their whole vibe. Since then, I've discovered that working on their al-

bums is a real immersion into their lifestyle. And I believe that the more time you 

get to spend with artists, the better you can really understand what works best." 
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A multitaiented engineer and mixer, Robert Carranza is widely known 

and respected for his work with such artists as Los Lobos, Ozomatli, 

Jack Johnson, Beck, Ee's, Molotov and Supergrass. To tecorcl Aro 

Yamoguchi's drum, Carronza adjusts a Neumann U47, which goes 

through a Chandler Limited TG Channel MkIlpreamp. 
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"If I didn't play guitar with Ozo," says Roui Pacheco, 't would 

probably be in Chiapas, Mexico, wearing a ski mask lighting on 

the Zapatista side." Pacheco's Les Paul hcs a Shure SM7 On the 

guitar amp, straight into a Neve preamp. 
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"When I cm playing at my very best," says Ulises Bella, "f am in 'the zone,' 

which means a complete loss of reality, time, space and a sense of self." 

"For most of the horns, I use a Neumann U47 going Mo a nice Neve preamp 

with no compression," remarks Carranza. "A lot cif recordings made these days 

are compressed to the point where there just isn't any life left in the sound. 

With this band, we like to keep as much of the Fuit dynamic range as possible. 

Because os the digital headroom we have today, I like to go straight from the 

instrument through the simplest signal path and then straight into Pro Tools." 

KC Porter adds, "Where we are with Pro Tools now, it's definitely the way to 

go. We hove a Pro Toots Arce! HD3 with the ProControl surface." 

'The message of Ozornatli," says lead 

singer and trumpeter Asdrubal Sierra, "is 

to show people an alternative to violence, 

cruelty and acts of ignorance., to show our 

listeners awareness to acts of inhumanities 

in this world, and to dance and celebrate 

the good in life at cur shows." 

Sierra sings into a Soundelux ELUX 251 

microphone. "This mic has a nice extended 

top end," says Carranza. "Over time, the 

older vintage mics tend to lose some of that. 

The new EUX gives you nice body, yet you 

also get the detail up on top. Asdrubal's 

soice really narrows down when he sings. 

Hi, voice peaks out in the upper-mids, and 

every mic we tried exaggerated that. We 

tried about 10 mics on him, but this ELUX is 

the one that works for him." 

Justin Parées percussion playing is capturea by one stereo AKG C-24. " Timbale is a 

weird instrument to record," explains Carranza, 'because there is so much tone corn-

ing from both the bottom head and top head. Miking them both never sounds correct. 

For Justin, I just put a stereo mic in front of him and capture what is happening n the 

tone of the room. When I stand in front of him, that is what the timbale sounds like. 

That gives me the right picture." 
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PRODUCER'S DESK  

RY DAVID JOHN FARINELLA 

Butch Walker 

Balancing Between a Solo Career and Getting Behind the Board 

B
utch Walker has a hard time standing still. 
It's not a medical thing; it's a demand issue. 

The singer/songwriter/producer/engineer is 

jumping between gigs with Avril Lavigne (Under My 

Skin, et al), Pink (I'm Not Dead), The Donnas (Gold 

Medan, Sevendust (Seasons), Bowling for Soup 

(several albums), Supernova (Rock Star) and The 

Bronx (Bronx) while writing his own music—his 

latest, The Rise and Fall of Butch Walker and the 

Let's-Go-Out Tonites, was released in the summer of 

2006—and touring. 

When Mix caught up with him, Walker was 

walking down the busy (and loud) streets of Boston 

before heading into soundcheck at the nightclub 

Axis. Walker is not a new kid on the block. Rather, 

his first dive into the spotlight came in the early '90s 

with a handful of bands that included Southgang and 

Marvelous 3. His success continued with a run of 

solo albums. His pop-inflected brand of rock music 

influences the work that he does with each act, but 

never overrides the band's natural sound. 

How is life as a multi-hyphenate? 

There are too many hyphens to be involved with and 

I'm trying to figure it out. It's good, though; I like it. It's a 

good problem to have. 

/s it difficult to balance? 

Not really, because when I was off the road, which was rare 

through the '90s, I was always in the studio. I just didn't have 

any desire to sit around and play videogames, [although] I 

played this videogame called 

"Pro Tools" that could be 

hazardous to your career if 

you lose. I was recording 

and it was just something 

that I did. It was a good 

balance for the ego and for 

[returning to] sanity [after] 

touring. 

How busy are you these 

days? Are you taking gigs 

and working on them 

while on the road? 

I have been turning down 

more work than I have ever 

turned down. That's a good problem to have. One thing 

about being on tour and being able to make my own 

records and do my day job, which is producing records, 

is that I can afford to do whatever I want. 

Have you found yourself in the midst of a production 

gig being inspired to go back and work on one of your 

own songs? 

Rarely do I do a genre of music with someone in the stu-

dio that is what I do for myself. So it's not so much that 

as maybe just picking up on people's little tricks, because 

everybody is different and everybody has a different sense 

of work ethic and routine. Instead of always making every-

body do things the way I do them in the studio, it is nice 

to be an open book a little bit, and just say, "I'm going 

to watch you guys for a couple of days and see how you 

work." That way, I can pick up on some cool stuff. 

At the same time, you're pretty active in shaping songs for 

artists. You did that for The Donnas record, right? 

Yeah, we went in very heavy-handed on the front end of 

pre-production to make sure that everything was cool and 

everything was the best that it could be song-wise, instead 

of always just pressing Record. That is never fun. It is nice 

to be able to get in on the front end with somebody if they 

are willing to deconstruct their songs. 

Is that common? 

It is not always common. It is very much a struggle to work 

with bands a lot of times because bands are especially bad 

about being protective and wanting to keep everything the 

way that they saw it the minute they wrote it, and being 

attached to it and too close to it. That doesn't open you 

up to making things better, and a lot of bands are gener-

ally closed-minded. 

A wide variety of musical genres pop up on your credit 

list, but every band has a hint of melody Do you add 

that or is that inherent in the bands that you pick? 

I am always a sucker for that. It's my specialty and some-
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thing that I've always had my head wrapped 

around better than coming in and saying, 

"I'm going to do a hip hop record!" That's 

probably not a good idea for me. I mean, I 

could and I'm not above the challenge, but 

I don't feel like I can really help somebody 

in that world as much as I can doing a 

record with somebody who is based a lot 
around melody. 

You added melody to Sevendust, a band 

that's better known for having a metal 

edge. Was it hard to push them toward 
that vibe? 

Not really; they wanted it. Laon [Wither-
spoon] is a really great singer and he hasn't 
always had someone in the studio to help 

him reach his full potential. I think he sang 
in a very closed box a lot on previous 

records. I felt like he wasn't really giving 
it what he could always do. That bugs 

me when I hear a singer who is a badass, 

but they are just not wrapping [his voice] 

around the ultimate melody. 
Was he pretty receptive? 

Absolutely. I did the demo that got them 
signed way back in the day. I think they 

just misted me. 

The trust that you build with an artist is 
such a huge thing. Is that something that 

I think half of my 

learning the craft was in 

spite of people that I worked 

with that were just terrible 

with people. Then working 

with some guys that were 

so great taught me how to 

make an artist feel 

comfortable and how to 

make me feel comfortable. 

you do when you walk through the door 

or is that something that you build over 
time? 

I think you build it over time. Obviously, 

when people call and want to work with 

me it is because they know what they are 

getting themselves into with me. I'm an art-

ist, first and foremost, so I'm not like this 

producer guy that is not going to be able 
to relate to them whatsoever because they 

have been so out of touch with the scene 

for so long. I'm right in the middle of it. I 

put records out every year that are my own 

thing, and I have my own cult following 

and fan base for it. So I think a lot of the 

[work I get] is because we are usually mu-
tual fans of each other's work. 

You told me for a Mix story about The 

Donna's Gold Medal record [in the January 

2005 issue/ that they picked you because 

you know how to shop. 

I'm out shopping with my bass player right 

now. [Laughs] I guess more than anything 
it's about being able to relate to people. I've 

known a lot of producers that just have no 

social skills because they spend too much 

time looking at a computer screen and not 

getting out into the real world. They come 

off as very cold and introverted, and socially 
inept with a lot of artists. I'm not dogging 

anybody else; I have learned from plenty of 

producers how to be and how not to be. 

There are some amazing people out 

there that are basically psychiatrists; they 
get in there and manipulate you to do the 

best you can do and make you feel as 

Woe/you like to mi c concert sound like Conservatory graduate Eddie Mapp fir Evanescence, Staind, POD and Zakk Wye? 

What about winning a Grammy for Radiohead's H̀ail to the Thief like Darrell Thorpe? Thousands of audio recording 
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passion and our training you too could be working as a recording engineer, mixing sound for motion ',lawres. duel even Inuring 
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comfortable as possible. Some of them are 

just terrible at it because they have no social 

skills and they make the band feel so infe-

rior and insecure that it's a nightmare. A lot 

of [those producers] are frustrated musicians 

and, I hate to say that because it sounds 

very catty, but I think a lot of it comes from 

that. They are bitter that they are not mak-

ing records for themselves anymore and not 

being artists anymore. [They] lose the ability 

to make a kid, who is coming in for his first 

record, feel special and feel good about do-

ing it, instead of feeling belittled and bad 

because they take 15 takes to get the guitar 

solo right. It could be the last record that an 

artist is going to make when they are mak-

ing their debut record, before it is back to 

the coffee shop for them, so you might as 

well make it a fun experience for them. 

Have you had that experience? 

Absolutely. I think half of my learning the 

craft was in spite of people that I worked 

with that were just terrible with people. 

Then working with some guys that were 

so great taught me how to make an artist 

feel comfortable and how to make me feel 
comfortable. 

So you Jumped in the producer's chair for 
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the first time back when you were leading 

the Marvelous 3 charge? 

That's because I couldn't afford a producer. 

!Laughs] I learned everything in the studio 

over the years, starting with a 4-track cassette 

recorder when I was 15. I was always doing 

my bands' demos and then I did other bands' 

demos. I had a reel-to-reel, and then I got my 

first Pro Tools rig when I scraped together all 

the money I had and did it when I was with 

Marvelous 3. We didn't have any money or 

a record deal, so I had to do it myself. That 

record got me more production opportuni-

ties than any record I've ever done. 

Funny how that is, huh? 

It is very serendipitous how it came back 

around to be this guidebook on how to 
make rock records for other artists. 

Were you automatically comfortable as-

suming those responsibilities? 

Definitely. The other thing is that I had al-

ready had experience making records on the 

other side of the fence being the artist with 

other producers, so it was easy for me to get 

in with people. It wasn't like I had to learn 

how to do it; it just came naturally. I had al-

ways been the button-pusher, so to be speak, 

for my group. It just made it a lot easier to get 

in there and take control, and be a leader and 

organize and make shit happen. 

On your latest record, the band gets a co-pro-

duction credit. Were you looking for more of 

a collaborative thing this time around? 

Pretty much on my last few records, I did 
most of it myself. I had my friend Jim Ebert 

work with me on the first two solo records 

just because he is like an extension of my-

self, and it was easier than me having to run 

back and forth hitting the Record button. 

On the new record, I co-produced with my 

band because they were an integral part of 

the sound of the songs and shaping the ar-

rangements. I'm used to playing almost 80 

percent of everything on the record, but this 

time I let go and am just singing, playing 

some bass and some piano. 

How important is it to have a trusted engi-

neer when you are going to produce your 

own music? 

I have a couple of guys I work with all the 

time. On the East Coast, Russ T. Cobb does 

a lot of stuff for me, and on the West Coast, 

I've been working with my friend Karl 

Egsieker. He is also from Atlanta and we 

have worked together before. Working with 

both of those guys on records has made 

the process a lot easier. I'm pretty much a 

backseat driver and a control freak, and I'm 

really good and really fast on Pro Tools, so 

it's frustrating working with someone who 

is too slow and can't keep up with my pace. 

I work very fast in the studio. These guys 
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PRODUCER'S DESK  

are always trying to predict my next move, 
which is good; it makes it easier. 

What is your take on using Pro Tools and 

the assorted plug-ins that make things 
easier in the studio? 

I think that if you have to make a record on 
a limited budget and on limited time, which 

seems to be unfortunately the way the in-

dustry has cycled [now], then those things 

can be your friend. A lot of times it is your 
enemy—it sterilizes and makes records bor-
ing, dull and plain-sounding. Unfortunately, 

radio is weaned now on a certain sound, 
and that sound is perfectly tuned vocals, 

perfectly quantized drums. It is not as rough 

and rugged as it once was, and if it is, it's 
a rarity. I've used [Antares'] Auto-Tune to 

take a vocal and correct a pitch that was 

so bad that it just made everybody's head 
turn, but the performance was so flawless 
that we didn't want to re-sing it, and that's 

okay. [But] turning it on and leaving it on, 
like some of these bad pop/punk records I 

hear on the radio—and I can hear the glitch, 
I can smell it—it kind of makes me mad. 

Another problem is that bands these days 
don't have drummers that can come in and 

play in the studio and knock out drums in a 
matter of a couple of days, when sometimes 
that's all the budget and time will allow you. 
That is why on like 80 percent of the rock re-

cords out there, the [bands'] drummers aren't 
playing on the records. I hate saying that 
because it makes me sad. It sucks that labels 

aren't signing bands with quality musicians 
anymore; they are signing them because they 
are 12 and good-looking. Then [the bands] 

want to make [Radiohead's] Kid A and they 

are nowhere near the [talent level] that a 35-

year-old Thom Yorke was at to make that 

record. Their ambitions and dreams are way 
bigger than their abilities and the label only 

wants hits, so it's a struggle. 
I love the fact that most of the indie rock 

kids wanted all their records to sound like 
The Strokes because they thought they did 

that on tape and it was all warm-sound-

ing and old-school-sounding. Then [The 
Strokes] were like, "No, we recorded the 
whole album in a computer." I think that's 

funny because it is all perception. I've had 

A&R guys say, "Oh yeah, man, did you 

record this on 2-inch tape?" I'll flat-out lie 
to them and say, "Oh, yeah!" They'll go, "I 

can tell—it's really warm." 

There is an awkward dumbing down of the 
industry these days. 

Oh, yes. Also, the title "A&R" has dimin-
ished—it doesn't really make any sense 

anymore. They need to change the title to 
stand for Alcohol and Restaurants, because 

usually what they are good for is taking 

care of the tab. When they call me up lafter] 
they get a rough mix of something and it is 
obviously a rough mix, but they complain 

about the level of the snare drum, they re-

ally don't have much to say about the band. 

It is amazing that they will actually do that. 

I don't need any more A&R guys calling me 

up and telling me to "IQ" the snare drum. 
Amazing. 

But I want everybody to know that I think 
there is a light at the end of the tunnel. I'm 

not being negative; I think this is a great revo-
lution for music right now. This is the perfect 

time and the perfect opportunity for artists to 

take back control of how they make records 

and what they do to make them, because 

labels aren't really doing shit anymore. 
You've kind of bounced between gigs lately 
The Bronx is a hard, fast and sloppy rock 
band. 

Yeah, I love them. 

So is it sort of like an aperitif to go work 

with them before you hop into the studio 
with a Pink or an Avril Lavigne? 

It is great. That's just it—I don't ever want 
to be pigeonholed into one place because 

I grew up on all kinds of music. Michael 
Beinhorn—who actually produced the new 

Bronx record, which is amazing—wanted 

me to come in and do co-production on 
one of the songs and get my vibe on it. I 
thought that was really cool because Mi-
chael Beinhom is one of the biggest, most 

well-respected producers out there, and I 
thought that was really cool that he wasn't 
intimidated by some dude coming in. It was 

cool and the band was great, too. 

I hope this doesn't sound too much like an 

obnoxious rock-critic question, but I am 

curious about your work with Pink and 
Avril—not so much the pop aspect of it, 

but I'm curious about how you bring some-
thing different to those two artists? The per-

ception may be that they are similar 
I don't think they could be any more differ-

ent. They come from the same genre, but the 
way they work in the studio, the way they 

sing and the way they write is completely 

different. That's stuff you really don't know 
about when you get a shiny disc in front of 
your face at the end of the day and that is 
all you have. 

That being said, I enjoy doing that be-

cause it's just as hard to make the big pop 
hit on the disc as it is to make something 

that is really artistic and esoteric. I embrace 

both cultures and both styles. I need that 
balance in my life, too, so I don't get too 
narrow-minded about things. 

David John Farinella is a San Francisco-
based writer. 

52 MIX, February 2007 • www.mbconline.com 



www.yamahaca.corn 

Taking it back. 

41111111111110111fr 

I iiiln ¡I II - 

mm, 

o the classks, that is. WitFlhe MIOVCM (Virtual Mry Modeling) timeless 

effects are brought back for even more production power. Amazing recreations of 

compression and EQ units from the 70s, simulat ons of legendary analog open-reel 

tape decks, REV-X reverb effects, and a wide variety of vintage stomp boxes provide 

a sonic blast from the past. Combined with the already well-established sound and 

reliability of the DM2000, VCM allows you to experience the warm sounds of analog 

in a digital console. 

Yamaha's DM2000V'CM. Retro Remixed. 

D 

D 

When you need help, time zones shouldn't matter. Yamaha provides coast to () YAMAHA 
coast 24/7 technical support. With dedicated staff and regional service centers, 

assistance is around the corner. If we can't fix it over the phone, we'll put a part 

or a person on the next plane out. It's that simple. ,— ryrrnr.rr,R1 erbn 

Yamaha Commercial Audio Systems, Inc. P O. Box 6600, Buena Park, CA 90620-6600 ©2007 Yamaha Commercial Audio Systems, Inc. 



PROJECT STUDIO  BY RICK CLARK 

Echo Mountain Recording 

Steve Wilmans Sets Up Shop in Artsy North Carolina Burg 

I
t only takes a few hours hanging out in downtown 
Asheville, NC., to realize this small mountain city of 

70,000 has become a magnet for thousands of alter-

native-lifestyle pilgrims, artists, musicians and outdoor 

enthusiasts. Downtown, Pack Square and Pritchard Park 

are regular scenes for musicians, performance artists, 

large drum circles and dancing. The area also boasts a 

fine symphony, good jazz and world beat. It's no wonder 

the city 'S unhurried vibe, beautiful setting and manage-

able size has lured in so many creative types. 

Steve Wilmans, an engineer/mixer with 20 years' 
experience and a former partner in a Seattle-based 

studio called Stepping Stone, was one such person. 

While Stepping Stone was a destination for acts such as 

Pearl Jam, Soundgarden, Built to Spill, Modest Mouse 

and Super Deluxe to record—and where tracks by Heart, 

Peter Frampton and the fictitious band Stillwater were 

recorded for the movie Almost Famous—Wilmans and 

his partner were made a purchase offer they couldn't 

refuse by a Microsoft man with deep pockets. 

"When I sold the studio, I moved back to Southern 

California because the constant drizzle of the Pacific 

Northwest finally wore me down and I needed the 

sunshine." reflects Wilmans. "I moved to L.A. and took 

some leisure time traveling to Australia, Bali and Mexico, 

and surfing and doing the occasional project for a couple 

of years. Finally, I couldn't take L.A. anymore. A friend of 

mine was moving here from L.A. because he was tired of 

it, and on an impulse I helped him drive his Ryder truck 

and move his stuff here in April of 2003." 

Wilmans was turned on to a 6,300-square-foot 

Methodist church in downtown Asheville that was about 

to hit the real estate market and immediately connected 

with the space, with its 20-foot vaulted ceilings, stained-

glass window in the sanctuary and the all-important 

downstairs kitchen. He then enlisted the help of George 

Augspurger to design Echo Mountain Recording's (www. 

echomountain.net) control room and main monitor 

system. After getting all of the necessary permits, 

they began remodeling in April 2005 with the help of 

Asheville-based contractor Casey Carmichael of Heritage 

Restoration. Reid Carlson and Scott Green of Zahner Inc. 

provided beautiful replication of the original paneling 

that is featured throughout the church building, as well 

as the rest of the carpentry. 

"As far as gear goes, I wanted to meld old-school and 

vintage analog with the latest in digital technology," says 

Wilmans. "Um an analog guy, but I also realized that Pro 

Tools is the industry standard." With the help of Steffan 

and Marc Fantini, as well as Bryan McCurry in Los Angeles, 

Wilmans began tracking down the vintage gear—from the 

32-channel Neve 8068 MO console to the Studer A800, 

Standing, from left: studio owner Steve Wilmans, Shannon 

Fitzgerald, Danny Radar, Jeb Puryear (Donna the Buffalo). 

Seated: Joe Blaney (producer), Bill Reynolds (Donna the Buffalo). 

to the mic collection that includes a Telefunken Ela M 

251, to the guitar amp collection that includes a priceless 

offset Marshall prototype JTM45 head with matching 

offset cabinet. "I wanted the place to scream warm analog 

vibe that matched the feel of the building," Wilmans says. 

He also brought in John Klett, Jack Kennedy and Dan 

Zellman to fine-tune the facility's technical aspects. 

To appeal to the digital crowd, Wilmans hired Bruce 

Sales as all-around Pro Tools guru. Though Asheville is Sales' 
hometown, this Berldee College of Music grad worked for 

the past 14 years in New York as a multi-instrumentalist, 

composer, arranger, sound designer, engineer/mixer, 

graphics designer and Website designer for the powerhouse 

New York firm David Horowitz Music Associates (DFLMA). 

"I recorded a wide range of instrumentation and mixed for 

many top-drawer advertising accounts like GE, Mercedes, 

Pepsi, Visa and USAir," Sales says. He also recorded and 

mixed a number of short films and albums. 

Wilmans also attracted independent producer and 

now staff engineer Danny Kadar, whose credits include 

My Morning Jacket, Iggy Pop, Trey Anastasio, Chris 

Whitley, New Birth Brass Band, James Carter and, most 

recently, Arizona. Jessica Tomasin is studio manager. 

Echo Mountain kicked things off with Donna the 

Buffalo cutting tracks with Joe Blaney producing and 

engineering. "We had a great time here," enthuses 

Blaney. "Donna the Buffalo is a band that is most 

comfortable playing live, and they have had a hard time 

feeling comfortable playing in some other studios. Here 

at Echo Mountain, it felt right at home. 

"It makes a lot of sense building a studio here," Blaney 

adds. "Asheville is a beautiful small city with a lot of artists 

and creative people, and great shops and restaurants and 

bars, and everything is in walking distance, like a little 

village, but you are really close to the mountains. For a 

studio that has just opened, this is really flying well." • 

Rick Clark is Mix 's Nashville editor. 
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Here is what the PRO'S are saying MXI. • 

about the latest microphone from • 

The MXL V69M Mogami Edition large diaphragm, Tube microphone, 
has a classic sound that will enhance vocal and instrument performances in 
any recording environment. The extremely low noise FET output circuitry, 
wide dynamic range and warm, airy, tube sound makes the V69M a perfect 
complement to all analog and digital recording devices. The MXL V69M 
comes housed in a deluxe flight case with a pop filter, shock mount, and 

dedicated power supply.The V69M is internally wired with Mogami cable 
and is supplied with Mogami Tube and low- noise studio microphone cables. 

All at a price that's unbelievable! Audition one today at your local music or 

pro-audio retailer. You will not believe your ears. 

"It was detailed throughout the frequency spectrum, and from a near-whisper 
to a wail, the V69 caught every nuance. The Marshall MXL 1169 Mogami 
edition is an excellent microphone, and when you factor in the low, low price, 
the price performance becomes downright amazing." 

"So, we tested the V69 against - count em - 11 other popular condensers. 
ranging in price from $169 to $5,000 list.., both the engineer/producer and 
the singer picked the V69 over the other 11 mics. None of them had the 
same combination of classic tube warmth and top-end air of the V69." 

Fett, Songwriter Magazin 

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

Mitch Gallagher, Editor Eq Magazi 

"Soundwise, I was very impressed that the V69 could hold its own against 
an industry standard like the U47. It struck me as very versatile and of 
higher quality than other budget tube condensers." 

Pete Weiss, Tape Op Magazine 

4g-y-(t Tel.: (310) 333-0606 

Toll Free: (800) 800-6608 

vvvvvv.MXLMics.com 
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BY ALEXANDER BRANDON 

Setting the Bar 

16/44 Seems Fine, But Can We Have a Few More Channels? 

F
or those of us who tend to seek the cutting edge, I 
am about to pull a Bill Gates. Yes, the richest man 

in the world once looked into the future and said 

that "640K should be enough for everyone." Now, my 

statement won't be quite as simple as one sentence. Nor 

will I pretend to know where this is all headed. But we 

are audio junkies, so I'll try. 

In this case, the bar I speak of in the title concerns 

audio capability in a game engine on PC and current-gen 

consoles. With regret, I'm leaving out handhelds and mo-

bile devices, but they'll soon follow. Keep in mind this bar 

is net, not gross, when it comes to allocation of system 

resources in both hardware and software. 

To break it all down, we're going to take a look at 

music playback, DSP resources and, finally, the tools that 

will take us up to the bar. 

Let's start with taking a hit for the team in the interests 

of getting more valuable audio capability later. Dynamic 

range and bit rate will be that hit, though not much of 

one. If you have 16-bit/44k sound across the board, with 

or without compression, and the ability to play up to 64 

sounds of any size, that's all you need to start. Why create 

an entire crowd? An entire flock of birds with individual 

SM Madness! That isn't what games are about, or films 

for that matter. Rod Abernethy and Jason Graves, partners 

at Rednoœ Audio, recently scored Star Trek Legacy. What 

do they say to 16/44 across the board with up to 10 stereo 

music streams at once? 

Rod and Jason: Next-gen could mean the death of the 

dreaded 60-second loop. Imagine music that never repeats 

itself and changes dynamically with the game, seamlessly 

moving from one mood to another. We're not talking about 

the typical "fade-in, fade-out" transitions, either. This would 

be one continuous piece of music that immerses the player 

even further into the game experience. 

Ten music streams would provide the means to create 

true adaptive music—if the developer wants to take the 

time, energy and budget to implement it. 

Most music for entertainment is still composed in a lin-

ear, beginning-to-end fashion. With the next-gen consoles, 

composers can write in true vertical fashion, instead of the 

traditional linear loop. Interrelated stems and variants of 

themes would be continuously triggered to a specific ac-

tion in the game, all independent of each other. This means 

more planning and thought into the architecture of the mu-

sic, but that's why composing music for games is so much 

fun. It's true multichannel, adaptive, interactive music. 

Now, on to manipulation. You must be able to route the 

64 channels to any channel at any time, from stereo to 11.1 

surround. If an individual sound needs to be routed to a 

particular channel in real time in the engine, this should be 

done using the game's editor. You should be able to assign 

reverb and other plug-ins (yes, TDM, VST, DirectX, you 

name it) to any channel without slowdown and without 

sacrificing resources to another process. 

It doesn't seem like a lot to ask. So I talked to Brian 

Schmidt, who runs the Xbox audio group. 

Brian Schmidt: First, I have to take some issue with 

your "bar" of "64 16-bit/44kHz sounds." Sixty-four?! That's 

so five years ago. A typical next-gen console has more 

processing power in its multiple CPUs available for audio 

If you have 16-bit/44k sound 

across the board, with or without 

compression, and the ability to play 

iiet up to 64 sounds of any size, 
" that's all you need to start. 

than a high-end Pro Tools system did just a couple of 

years ago. Windows PCs are increasingly multicore sys-

tems. These extra CPU cores essentially double—or even 

quadruple—the amount of CPU power available. 

To be fair, on the PC, 64 can still be a nice number 

to shoot for. However, for consoles, 64 just barely gets 
you started. Many of the current-gen console games use 

literally hundreds of concurrent sounds. Looking for a 

helicopter sound? It's not nearly enough to simply get a 

halfway-decent loop of a helicopter sound. You need to 

use separate waves for the rotors, engine, air, pistons and 

so on. Similarly, a good crowd sound will have multiple 

layers; even though something might be considered a 

single "sound," under the hood, a good videogame sound 

may have several (or in some rases, dozens) of concurrent 

waves playing at any one time. 

But you asked me about "manipulation." We specifi-

cally designed the Xbox 360 audio system to facilitate the 

use of DSP algorithms as an integral part of game audio. 

DSP usage in games falls into a few basic categories: 

environmental DSP, effect DSP, inherent DSP and mix-

ing/mastering DSP. 

Environmental DSP is used to take an existing sound 

and manipulate it in some sort of context-dependent way. 

The purpose is to place the sound within the specific envi-

ronment where the action is taking place. The prototypical 

example of this is adding some reverb to a sound when the 

action is taking place in a large, presumably reverberant en-
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AUD1ONEXT  

vironment or a more enclosed space. Another 

example of environmental DSP would be a 

lowpass filter to mimic the effect of a sound 

coming from behind a closed door or wall. 

Effect DSP is used when an existing 

sound needs to be processed to achieve 

some specific, desired effect. For example, 

a character's dialog may end up as radio 

communication in the game, so the dialog 

may need to be processed with DSP to 

emulate the effect of radio transmission. 

Performing DSP in real time during the 

game allows the same dialog to be used 

for both the "radioized" case and normal, 

non-radio dialog. 

Inherent DSP starts to get interesting, as 

it uses DSP as part of the sound itself. Now 

some folks no doubt would ask, "If I know 

I want to put some DSP on a sound, why 

wouldn't I just do that ahead of time and 

save the resultant sound as its own WAV 

file?" For certain effects, that may be fine. 

However, for the majority of sounds in a 

videogame, that kind of DSP is going to 

depend on the playback. The easy example 

is a gunshot. If the character can shoot 

his/her gun in any of a number of different 

rooms, the gunshot needs to have a number 

of different reverbs. It's impossible to store 

multiple versions of every sound (dry, and 

with each a number of different reverbs). 

It's far more efficient and flexible to just 

store the sound "dry" and run the reverb in 

real time during game-play. 

Finally, we're just now starting to see 

mixing/mastering DSP. These are the DSP to 

which most linear media people are accus-

tomed—per-sound EQ, dynamic range con-

trol, final-stage compression/limiting. Mixing/ 

mastering DSP is probably more important 

for games than for traditional media due to 

the unpredictable nature of game audio—at 

any given moment, it's virtually impossible 

to predict exactly what the sonic landscape 

will be. Having control over the mix therefore 

becomes more important than ever. 

Finally, we need tools, a tool set that allows 

us to set mix groups; adjust volume and 

plug-in settings; set markers within files; 

hook files to animations, zones and events; 

and organize the files as objects that can exist 

as single or multiple files with all the settings 

(including good randomization). Want a 

planar or mesh emitter that can have sounds 

emanating from an object rather than a point' 

Go for it. Using beat detection and variable/ 

selectable crossfades combined with event 

mapping will create just about any kind of 

adaptive soundtrack you'd want. 

Dan Forden and Marty O'Donnell handle 

some awfully big franchises—one doesn't 

sniff at Halo3 or the upcoming Stranglehold. 

What tool sets do they use and how do they 

match up against "the bar"? 

Dan Forden: We use the Unreal 3 Engine 

at Midway and are therefore able to work 

directly in the game, just as the artists do. 

This enables us to tightly integrate the audio 

with the other game-play elements. We can 

attach sound notifications to any frame of 

an animation. We use the art in the game 

to tell us what type of material it is so we 

know what to play when someone walks 

on it or blows it up. We can also create sub-

mixes to ease the task of mixing. However, 

one of the best things about this environ-

ment is the ease of iteration. Working in the 

editor is essentially working in the game. 

Any parameter change to any loaded sound 

asset is heard immediately. Any game de-

signer will tell you that short iteration time 

is one of the most critical factors when 

trying to create a successful game, and the 

ability to preview changes quickly is equally 

important to making great game audio. We 
have also created some home-brew func-

tionality to allow us to organize and iterate 

on large quantities of character dialog and 

"non-verbal" voice-over—i.e., pain, effort, 

death, attacks, etc. 

Moving ahead, as we approach the sec-

ond round of games for this generation of 

hardware, we need to develop high-level 

scripting tools to more effectively manage the 

emotional context of game-play. That is, the 

ability to take stock of the game's state at a 

given time and modify the audio accordingly, 

whether it's changing the music, changing 

the mix or applying effects. Having control 

over these elements and being able to modify 

them in response to game-play mechanisms 

is what will create truly interactive, immersive 

and next-generation game audio. 

•04.1.1.1.•• 

Well, there you have it: 16/44, 128 simultane-

ous sounds and a tool set that allows audio 

editors into the objects and animations. Not 

a lot to ask, right? And don't even get me 

started about online, which has become a 

major component of game-play with next-

gen. A great deal changes when your de-

sign is dependent on actions of multiplayer 

games, but at this point, your bandwidth is 

a factor based on streaming capability and 

that affects audio. 

There. Boom. The bar has been set. Now, 

has anybody bellied up? 

Alexander Brandon is the audio director 

for Midway Home Entertainment in San 

Diego, Calif. 
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Freak Out 
The Perils and Pitfalls 

By Glen Yard 

Freak Out is a comedy/horror film best 

described as the bastard offspring of Weird 

Science and any of the Friday the 13th 

films. It's the story of two losers and their 

pet project: training an escaped mental 

patient to be a serial killer using everything 

they've learned from watching an endless 

stream of crappy horror films. Naturally, 

things don't go quite as planned, to say 

the least. The film may not be one of the 

larger independent breakthrough hits that 

are annually spawned by Sundance, et. al., 

but it is a true low-budget triumph that is 

slowly carving out a cult audience, which is 

sure to increase now that the film has been 

released on DVD in the U.S. following a 

successful UK release. 

Freak Out was made with small 

change—around $50,000—by a tiny 

group of committed, first-time filmmakers 

on the sleepy south coast of England: 

Christian James (director/camera/editor), 

Dan Palmer (writer/producer/actor), Ian 

Chaplain (line producer), James Heathcote 

(lead actor) and myself, Glen Yard (sound 
designer). It was shot on 16mm and took 

three years to complete (2000 to 2003) and 

of Low-Budget Audio for an lndie Film 

another couple of years to find distribution. 

Everything about Freak Out's production 

was small-time, but it developed into 

something big-time, having wowed 

audiences at global festivals. It was also 

snapped up by one of the world's leading 

horror film distributors, Anchor Bay. 

When I call myself a sound designer, 

it's because I was the project's entire sound 

department from beginning to end—from 

location recordist to re-recording mixer. 

Previously, I hadn't worked on any 
finished film that was longer than 15 

minutes, and this was to be more than 

90 minutes. 

Freak Out was filmed sporadically 

whenever cash was available to fund 

it. There was no set-in-stone schedule 

because it was pointless putting that 

pressure on ourselves if we didn't have 

the moolah. We'd raise some money, then 

film, raise a bit more money, then film 
a bit more. All involved were juggling 

various jobs and courses throughout— 

personally, I was stacking shelves at 

night, and during the day I studied for 

a degree in film and animation at a local 

Sound designer Glen Yard: "When I call myself a sound designer, it's because I was the project's entire 
sound department from beginning to end— from location recordist to re-recording mixer." 

art college. At times it seemed unlikely 

that we'd ever finish the film, let alone 

that it would be of any worth. However, 

as time went on and we started to piece 

scenes together, we knew that the results 

were good and getting better, and thus 

silencing all the doubters we would bump 

into who couldn't believe we were still 

working on that film. 

As film was so expensive, we quickly 

learned how to shoot on the fly, forgoing 

any form of slate markings. Because I was 

the entire sound department and James 

handled camera, direction and editing, we 

could easily reference anything between 

us as we knew the film inside out. Later, 

as the edit began, the audio was synched 

up by clap alone as we were also working 

without timecode: No edit decision lists 

for us! That bit us on the backside a little 

for the visual side when at the end of all 

this, the film was given a high-definition 

transfer and had to be re-edited cut for 

cut. (The film was originally edited off of 

miniDV copies of the original Beta tapes. 

There has never been an actual print of 

Freak Out, even though we went to all the 

trouble and expense to shoot on film.) 

To be fair, I wasn't strictly the original 

sound man—a couple of college slackers 

shared duties before I came onboard 

(entirely at my insistence of there being 

some quality control). The first one had 

a habit of disappearing when needed, 

meaning sound would be recorded by a 

chair or random passer-by. The second 

one added a lovely "warmth" to all his 

audio in the form of a loud, bass-heavy, 

hissy hum. The same person was also 

responsible for a good six months of 

audio, and most of the location recording 

kit was stolen from his unlocked car in 

a bad part of town. It all got a bit messy 

for a while, but lesson learned—you may 

lose friends while making an independent 

horror comedy! 

The location sound rig I used 

was a Sennheiser MKH416T shotgun 

microphone, Samson Mixpad 4 portable 

compact mixer and a Sony MZ-R37 

MiniDisc recorder. We recorded on that 

format because that's all we could get our 
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sound for pictufigial" 

hands on for any length of 

time and because it was nice 
and user-friendly. I knew the 

scary stuff about MiniDisc's 
limiting and compression, 

but it served me well with 
good results. I continued 
to use the same recorder 

into post-production for 

continuity. 

The Sennheiser was 
acquired from my college at 
the time in a state of disrepair, 

and I was told that if we 

could get it reconditioned, 
we could use it for as long 

as we wanted. I ended up 

ellICIAl SELECTION 
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O 
getting so attached to it, I kept it! The 

416 was the only microphone we had 
and we recorded everything with it. 
With a lack of a proper fish pole, I went 
through a series of substitutes, including 

a telescopic golf-ball grabber, a giant 

Behind the scenes of Freak Out during a rare non-bloody moment 

screw (because it fit the 
microphone mount we 

had left after the theft) 

that would cut into your 

hands if you held it for 

longer than a second and 
the one that I settled for: 
a broom handle. During 

shooting, I decorated it 

with actors' signatures 

and motivational buzz 

words such as "success," 

"destiny," "Hollywood" 
and "Give it up and 

become an accountant!" 

The rig was rag-tag 
but was comparable to 

our lighting and 
equipment. The 

we used, an 
Arriflex BL, was noisy at 

limes but the old trick of 
covering the cameraman in duffel coats 

cd the trick. All the money we had— 
and I mean all of it—went to buying 
and processing film stock. Everything 

else and everyone's. niches were self-
funded. I still have a shoe box bulging 

camera 

camera 

ancient 

with receipts. 
Over the course of shooting the 

film, I was presented with a number 

of recording environments, including 

a shopping mall, an abandoned art 

college, a bowling alley, an elementary 
school, a theater, a supermarket and 

a busy street in central London. And 

although most locations were suburban 
and uncrowded, it still proved to be 

tricky to work unobtrusively and to 
limit interruptions from the general 
public or business employees. I was 

always sure to cover myself with wild 

line recordings directly after shooting to 
keep any spontaneity intact just in case 

the dialog had problems or the actors 

were difficult to get hold of again. I 
also tried to record most rehearsals, 
even if just for scraps of Foley. And 

if there was any down time between 

setups or waiting for sunshine, I'd take 
the participating actors to a quiet spot 

and run through what had just been 

shot, including separate runs of dialog 
and movement. Generally, I was my 
own boom operator, which allowed me 

to grab bits of Foley and sound effects 
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sound for for picture 

From left: Dan Palmer Writer/actor/producer), Yazz Fetto (actor, co-producer) and James Heathcote (actor) 

quickly and efficiently ‘,‘, ithout having to 

confer with anyone and wade through 

cables. A few times, I managed to record, 

operate the boom and appear in a shot 

as an extra—very handy for getting into a 

better miking position. 

For the first time as a sound designer, 

I got to deal with standard action-movie 

intrusions, such as smoke and wind 

machines, live firearms, squibs and a 

rather large explosion—things I had never 

experienced through years of tedious, 

pompous college productions. We were 

making a fun film that was fun to film—add 

to this the various gore gags, decapitations, 

chainsawing of guts and myself in a 

grandstanding cameo being sliced in half 

by a giant supernatural spatula. 

Time wore on and eventually all our 

situations changed. After a couple of 

years, I was no longer a college student 

supplementing my education with another 

project; I was a college graduate working 

dead-end jobs for very little and working 

on Freak Out for nothing. Looking back, 

everyone's commitment to such a long-

term project was impressive, but at the 

t i me it wasn't even questioned. 

Editing began slowly during mid-2002 
as final components were shot for some 

scenes. I wasn't 100-percent sure if I would 

be needed to help finish the film. I had 

an opportunity to move away to London 

to do what everyone else did when they 

graduated—be a go-fer in television—and 

at the time I didn't have any form of sound 

editing equipment readily available. Still, I 

decided that doing the stuff that I would 

be doing with Freak Out's post-production 

was what I eventually wanted to do 

anyway, so why not do it now instead of 

later and learn as I go. 

I had previously worked with Pro Tools 

at college and knew my way around it, so 

it seemed the logical step to work with it 

again so I could hit the ground running. I 

managed to get myself Pro Tools LE 5.3.1 

and the Digi 001 hardware to run on a 

PC that I bought off of eBay for around 

$500, and by Christmas 2002 I had edited 

my first scene. Working with Pro Tools, 

I used only the basic Audio Suite tools, 

and I was limited to working on a single 

computer screen, so the edit window and 

the QuickTime movie had to share space. 
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sound for peture 

Soon after I started, I tested my mixes 

through a couple of different speakers via 

DVD. I know the general consensus is that 

films these days are way too loud and would 
have greater impact if they were more 

dynamic, but even so, I tried to match the 

roaring Hollywood spectaculars buckling 

under the weight of their own noisiness. I 

• didn't want to let the film down in the ears 
of a general public that wants big, in-your-

face movie sound. I found that upping the 
ante sonically all around helped the film's 

raucous nature, and helps set it apart from 

other independent films that have perfectly 

serviceable sound, but seem unwilling 
to blow peoples' heads off due to their 

own constraints. To be honest, at times I 

completely ignored level meters as long 

as it sounded good, only backing down if 
any clipping or distortion was present. At 

a number of punchy moments I even used 

distortion to my advantage. This method 

satisfied me in the short term, as everything 

sounded lovely and meaty, but in the long 

term, I worried about a professional's eye 
seeing what I had done. 

The music for the film, by up-and-coming 

composer Stuart Fox, was completed late 
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in the editing process, so prior to this 

and working without any idea of how the 

music would play, I tried to give as full 

an audio picture as possible throughout. 
My workload was also affected by the fact 

that around 30 percent of the film had 

no original sound at all, thanks to sound 

man number 2. With these scenes, total 

reconstruction was needed and my Foley 

work was intensive. Looping these "mute" 

scenes required eye-fatiguing, lip-reading 

and some arduous re-recording sessions, 
as any potential diversions from the script 

and vocal ticks had been lost forever. 
During these sessions, once-regular dialog 

became snatches of sentences endlessly 

repeated to almost hallucinogenic heights, 
as we sat rewinding and fast-forwarding 

raw footage on a 14-inch combination 
television and video unit that nattily 

sported a foam helmet that I had made for 

it to stop any unwanted noise. 

As I self-produced almost all of the 
Foley, sound effects and atmospheric 

effects, I was wary of using any library 
stuff, thinking it just didn't sound that 

good; plus, the selection I had on hand 

was limited. But thanks to Freak Out, I 

now have the beginnings of an extensive 

personal effects library. Doing this myself 

meant many late nights stomping around 
my parents' house while they were asleep 

and rolling about in the driveway for 
fight scenes. Living near an airport meant 

doing this during the day was impractical. 

I made great effort for any sound effects, 
Foley and especially dialog to be recorded 

in a similar environment to where it was 
originally shot. This helped the film sound 

more "live" and have more depth than 

many low-budget productions, where the 

dialog can sound very upfront and bland if 
hastily pumped out in a recording booth. 

The action, horror and fantasy aspects 
of Freak Out provided some great 

opportunities to throw crap at walls and 
hit things with machetes and frying pans. A 

few sound effects tips: Try crunching mints 
in your mouth for cracking bones and 
really starchy pasta for great squelch and 

slime. For gore and crunches, I manually 
scrolled through selected pieces of audio— 

e.g., a coconut smash—at varying speeds 

and then recording them back in, slowly 
warping the beginning and then speeding 
up, and at the last moment adding some 

dramatic attack into what started out as a 

pretty standard piece of sound effects. 
The original mix of the film was done 

only in stereo. I was very aware of many 
scenes' potential for surround, but I was 

too occupied with working through 
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Glen Yard gets bloodied up for his cameo performance —being sliced in half by a giant supernatural spatula 

everything else before I attempted any true 

surround sound, as this was something I 

had never done before and my basic Pro 

Tools package had no surround tools. I was 

working on producing a home surround 

mix just before Freak Out was snapped up 

by Anchor Bay. 

The work continued after the first 

screening and alongside 

subsequent showings. The film 

was re-cut and tweaked, requiring 

audio to be smoothed out. I 

attended as many screenings 

as possible, through numerous 

London industry showings 

and on a tour of universities 

all around England. These 

screenings provided me with as 

many questions as answers as 

to what I was doing right and 

wrong. Any adjustments I made 

were generally punching up the 

big moments, hits and screams, 

sucking bass out of some vehicle 

atmos and making moments of 

dialog clearer. 

The ranging quality of 

exhibition environments was 

always interesting. The screenings 

in London left me feeling totally 

satisfied: At one point, we 

shook the room with a door 

slam—mission accomplished; 

blew peoples' heads offt But the 

variable conditions of the university tour 

occasionally made me feel ill, exposing the 

fact that maybe I'd gone too far for less-
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powerful sound systems. We had a couple 
of screenings in science laboratories, one 

where the speakers where hidden in the 
ceiling covered by roof tiles and another 

where when we first arrived, the sound was 
set to come out of a projector's onboard 
speaker. Not ideal, to say the least. 

As the university tour ended, we 

launched ourselves onto the festival circuit 

by way of a lot of heat we were getting 
from various print and Web reviews. 
Festival success came from the Rhode 

Island Horror Film Festival, where we 

won Best Genre Crossover; the Montreal 

Ubisoft Fantasia Festival; the German 

Weekend of Fear; the Festival of Fantastic 

Films in Manchester, England; and the 
Fearless Tales festival in San Francisco. 
From there we began our courtship with 
Anchor Bay. 

During this period, I began to archive 

my work, because in the initial edit I didn't 
split my mixes into specific stems because 

I was working as quickly as possible. I had 
plenty of backup and kept the numerous 

single audio tracks in original edit form; 
i.e., in a big mess. Previously, I generally 
passed a single final mix track to James 

to be synched back up to the visual edit. 

But for my own peace of mind and to 

make any haute re-editing much easier, I 
began to work my way—scene by scene— 

back through the film, splitting up the 

original edits under the appropriate labels 

and adding or fiddling with anything that 
had continued to irk me through repeated 
viewings. 

Once Anchor Bay got hold of 

the film, they employed a freelance 

sound mixer, Mark Whiley, to do a 5.1 

surround mix. Alas, I wasn't invited to 
participate in that, but I made damn 
sure that everything would be fine 
by writing a thorough description of 

each scene and its surround potential, 
alongside time increments for reference. 

At the outset, Mark only asked for the 

minimum number of stems to work 
with—dialog, music and sound effects— 

but later added atmos, Foley and some 

extra surround-ready tracks to give him 

more flexibility. Mark did the surround 
mix using Apple's Logic program, and 
because the film was already mixed, his 

work for the surround mix was mainly 
keeping things as natural as possible 
regarding channel placement. The final 
mix was in Dolby Digital (AC-3). 

Freak Out was a huge learning 
experience for me, and whereas I still 

felt unsure of myself when I left college, 

I now feel able to jump straight into new 
projects. Working on the film has given 
me confidence, craft, friends, an excellent 

business card (I can slap a swanky double-

disc, surround-sound, special-edition 
loaded with extras on any potential 

employer's desk) and even some local 
celebrity status! 

Through working on this project, too, 

I think I have happened upon the long-

standing secret of doing high-quality sound 
on a low budget: There isn't one! Sadly, it 
seems it all comes down to hard work and 

creativity, even more so at this lowly level. I 
found that there was quality and consistency 

to my work because of what I had already 
personally invested in the project, so maybe 

the "secret" should be a passion to do the 
job and to do it well, regardless of time, 

energy and circumstance. 

For more info on the film, go to www. 
freakoutmovie.com. Glen Yard has recently 

completed work on the British horror film 
The Witches Hammer. He can be contacted 
via kreepyglenehotrnailcom. 
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Stand-alone 

Also available: 
SOLO STRINGS • CHAMBER STRINGS 

CRCHESTRAL STRINGS I • ORCHESTRAL STRINGS II 
HARPS • WOODWINDS I • WOODWINDS ll 

BRASS I • BRASS ll • PERCUSSION 

VIENNA SYMPHONIC LIBRARY 

www.vsl.co.at 
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Tenaciaus_11 
Photos and Text 

by Steve Jennings 

Part rock 'n' roll show, part comedy act, 

the tag team of Jack Black and Kyle Gass 

(aka Tenacious D) whooped it up at 

San Francisco's Bill Graham Civic Audi-

torium in late November, plugging their 

new movie, Tenacious D in: The Pick of 

Destiny. Front-of-house engineer Craig 

Overbay is not only mixing the duo, but 

for the second half of the "rock opera," 

he's also contending with a full band (all 

in character): the Antichrist on guitar, 

Charlie Chaplin on bass, Colonel Sanders 

on drums and, of course, a guest appearance by the Antichrist's father, the Devil. 

Overbay is using a Digidesign VENUE board with 48 remote mic preamps and AES 

feeds from the stage into Dolby Lake processors. "This is my first time working on the 

Digidesign console," he says. "I have to say I enjoy mixing on it a little more every day. 

I'm using Focusrite Liquid Channels on vocals as an AES insert for both Jack and Kyle. 

Outboard effects are Lexicon PCM42, Roland SRV-2000 and two Yamaha SPX-990s." 

Eighth Day Sound provided the L-Acoustics rig (14 V-DOSC and three dV-DOSC per 

side, nine dV-DOSC on the side hang, six d&b Q7s 

for in-fills and 18 d&b B2 subs). All cabs are pow-

ered by Lab.gruppen Q7 and B2s with d&b D12 

amps. Black and Gass' wedges are d&b M2s and 

C7s; the band is on Sennheiser G2s with Shure E5s. 

The duo sing through Audix RAD-360 wireless mic 

systems with OMY capsules. 

As for the rest of the crew, "Our monitor engineer 

Gs] Derek Van Ord. I've worked with him before on 

Weezer's tour, and we get along very well," Overbay 

says. "He has a great work ethic and is not afraid to 

get right in the middle of things." 

Craig Overbay (left) and assistant 

Jordan Zur from Eighth Day Sound 
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Fixit 
For the 2006 European MTV Awards (November 2 at 

the Copenhagen, Denmark-based Bella Centre), sound 

designer Derrick Zieba worked alongside an audio team 

from Britannia Row, with local company DPA Sound 

handling the live sound from the town square. 

One of our goals was to create an SR system with a huge 

wow factor for the audience, while providing outstanding audio excitement for our 

TV viewers. There were 3,000 in the Bella Centre with an additional 7,500 in the town 

square, and knowing that there's a potential TV audience of a staggering 1.4 billion, 

we had to keep our wits about us. With virtually all artists during the evening choosing 

Sennheiser mics and wireless personal monitors, it meant that I could go into a live show 

with confidence. The fSennheised SICM 5200 is really the only choice where broadcast 

or recording is concerned. You can get a lot of dynamics from them, and they're a very 
rich-sounding mic. They won't overload the front end on you and have such a great 

pattern with a realty smooth sound. 

inside 

Live Mix News: 

Tours, Events, Installations 

All Access: Ray LaMontagne 

Tour Profile: Gnarls Barkley 

Local Crew: Clearwing Productions 

New Sound Reinforcement Products 

Front-of-house 

engineer Bruce 

Jackson chose a 

Sennheiser 5200 

wireless hand-

held mic with 

a Neumann KK 

105 S capsule 

for the recent 

20-date Barbra 

Streisand North 

American tour. 
BRIGLIA/FILMMAGIC CO 

Denmark's second-largest outdoor concert 

event, Danmarks Smukkeste Festival, relied 

on Nordic Rentals AIS' Dolby Lake processor 

for the main- stage Adamson PA... Touring 

the UK with Razorlight are front- of- house 

engineer Ian Laughton and systems engi-

neer Colin Burrell, who are hanging Britan-

nia Row's Electro-Voice X-Line...For such 

recent gigs as the MTV Video Music Awards, 

Firehouse Productions selected an integrated 

solution of Riedel's Artist digital intercom 

matrix and new Performer Digital Party Line to 

provide intercom communications during the 

event...Check out www.synaudcon.com for 

an updated 2007 Syn-Aud-Con schedule; two 

new workshops include " ED 07" and " Hums, 

Buzzes and Things That Go Zap!"...The Sta-

dium Theater's Grand Hall in Woonsocket, RI, 

recently welcomed a new sound reinforce-

ment system featuring EAW AX Series full-

range loudspeakers, CAZ Series power ampli-

fiers and an MX8750 digital signal processor. 

The system also includes a Mackie Onyx 

4880 house mixing console... Kingston Sound 

supplied stage production, lighting and sound 

for the Women's Day Event held at Kingsmead 

Cricket Stadium in Durban, South Africa. The 

company called on JBL VerTec VT4888 line 

array enclosures to provide high-fidelity audio 

to thousands of women who showed their sup-

port for women's rights. 
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On the Road 

International Jazz Festival 
Celebrating its 40th year in bringing top 

jazz musicians to the University of Idaho, 

the Lionel Hampton International Jazz 

Festival (wwwjazz.uidaho.edu, February 

21-24, 2007) sees longtime engineer Terry 

Evans manning front of house, where he 

will be mixing from a recently upgraded 

sound system with the help of numerous 

engineers. 

How did you get started with this event? 

I have been involved for more than 25 

years. I started competing at it when I 

was in junior high. I have been the jazz 

festival's production manager for 15 years 

and the FOH engineer for the past 10 years. 

A few years ago, I added an assistant FOH 

engineer, Anji LaBacv. My 10-year monitor 

engineer is Pete Hume, and his assistant 

monitor engineer is Mike Locke. My re-

cording engineer is Hal Logan and his 

assistant engineer is Aaron Mayhugh. 

What gear will you be using? 

We are using a JBL three-way system with 

Architecture Series cabinets: AS-2222 and 

AS-4642 18-inch sub cabinets. We use a 

BSS Omnidrive controller and QSC amps 

to drive the system. Our FOH board is a 

Soundcraft Seiies Five, as is our monitor 

board. We also use a sponsored Allen & 

Heath ML5000 for the recording console. 

In addition to mixing to two tracks for 

video production, we multitrack-record 

onto five Tascam DA-88s and a Tascam 

DA-98. We use sponsored AKG micro-

phones onstage. 

In addition to the concert venue, we 

also produce the audio recording and re-

inforcement for 21 competition and clinic 

sites at which more than 15,000 students 

attend during each day. 

Tell me a bit about the system upgrade. 

We installed the system for our football 

stadium with the festival in mind and 

purchased a modular system that could be 

used for football and reconfigured for con-

certs. Before this, we contracted regional 

sound companies to support the festival. 

Now Playing 

Corinne Bailey Rae 
Sound Company: SSE Hire ( UK) 

FOH Engineer/Console: Dan Lewis! 

DiGiCo D5 

Monitor Engineer/Console: Duncan 

Wild/DiGiCo D5 

P.A./Amps: Nexo GEO T/Camco 

Monitors: Sennheiser Evolution G2s, SSE 

12PM, Nexo Alpha E 

Outboard Gear: IC Electronic M5000, 

XTA D2 

Microphones: Sennheiser e935, e945 

Army of Anyone 
Sound Company: Showco/Clair Bros. 

FOH Engineer/Console: James 

"Hootsie" Huth/Digidesign VENUE 

Monitor Engineer/Console: Doug Nigh-

twine (also tour manager)/Digidesign 

VENUE 

P.A./Amps: local racks and stacks 

Monitors: local wedges, Shure PSM 700 

IEMs 

Outboard Gear: Effectron 1024, Clair Bros. 

i0 system control, Klark Teknik DN6000 

RTA, Eventide H3500, IC Electronic 2290, 

[LB Distressor 

Microphones: Shure SM98, 91, Beta 56, 

SM58, SM57, Beta 52, UR4D wireless 

systems with Beta 58C capsules; AKG 

414; Beyer M88 

NSCA Brings In Fits & Starts 

The National System Contractors 

Association (NSCA) has chosen Fits 

& Starts Productions to conduct its 

first House of Worship workshops 

at its annual expo. The HOW-TO 

Church Sound Workshops" (www.howtosound.com) will be held at the Orlando 

Convention Center March 16 and 17, 2007, as part of the NSCA Expo (March 15 to 
17, 2007). 

The HOW-TO Church Sound Workshops provide church sound volunteers, media 
teams and musicians information on operating the sound systems in their churches, 

while learning about microphone techniques, stage levels, acoustics, mixing, equal-

ization, signal processing and more. The workshops are produced in association with 

NSCA by Fits & Starts managing partner Hector La Torre and are led by instructor 
Mike Sokol. 

Workshops include a three-hour "Microphone Techniques for Worship" (held 

March 16, 3 p.m. to 6 p.m.) and a seven-hour "HOW-TO Church Sound Workshop" 

(March 17, 8 a.m. to 5 p.m.). Attendees will be provided with lunch and a tour of 

the expo floor. Attendees will receive hands-on training featuring equipment from 

manufacturers including Allen & Heath, Aviom, AKG, ATS, Crown, Fostex, FSR, 

Mackie, Pro Co Sound, Rane, Tannoy and Whirlwind. 

For more information, see www.howtosound.com. 

I-LOW•TO fourtd WorFvflops 
deliver your message 
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Roadies. 

With 30 years of experience under our belt, we're ready to hit the road again. Introducing the 

Tn Series of amplifiers from Yamaha. Stable 2 ohm drive capabilities make this series perfect for 

pairing and touring with NEXO and other line array systems. Built with a sturdy exterior, removable 

handles and easy air-filter maintenance, rigorous road conditions don't stand in the way. 

50% reduction in power consumption is realized with Yamaha's own EEEngine amp drive technology. 

These guys are built strong to run all night long. A five year warranty proves it. 

The Tn Series of Amplifiers. Working hard so you don't have to. 

When you need help, time zones shouldn't matter. Yamaha provides coast to coast 24/7 
technical support. With dedicated staff and regional service centers, assistance is around 

the corner. If we can't fix it over the phone, we'll put a part or a person on the next plane out. 

It's that simple. 

O YAMAHA 

C•CD 

Yamaha Commercial Audio Systems, Inc. PO. Box 6600, Buena Park, CA 90620-6600 02006 Yamaha Commercial Audio Systems, Inc. 
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Photos & Text by Steve Jennings 

Since coming out with his second release. Till the Sun Turns Black, singer songwriter 

Ray LaMontagne has been enjoying critical acclaim, which fueled a five-week tour 

of the U.S. before he headed off to the UK early this year. However, this success has 

not cost LaMontagne fans any of the simple intimacy they enjoy at his shows: the 

packed crowd at Oakland. Calif.'s Paramount Theater (where Mix caught up with 

the tour) felt like they were sitting in the artist's living room. 

In fact, this simplicity is mirrored in the audio system, where, accord-

ing to monitor engineer Rob Zuchowski, he is advancing specs for a 

line array instead of carrying racks and stacks. 

"I've been talking with the local sound companies and coming up with the 

best ways to cover the rooms," he explains. "Generally, the local guys have been 

in the room 1,000 times and can suggest the best solution for coverage. It's a very 

quiet show, so coverage is key." 

Monitor engineer Helping Zuchowski on this tour is front-of-house engineer Doug Dawson, who 

Rob Zuchowski is manning a Yamaha DM 7000. On the other hand, Zuchowski is relying on house 

boards, where he's mostly seen 

Digidesign VENUE consoles. At the 

Oakland show, he mixed on a Yama-

- ha PM4000. "I've got 21 inputs from 

4 mi the stage," he says, "and I'll attach 

«e` Jubermit, the input and stage plot. I have an 

inside and outside pair of wedges for 

Ray, as well as the sidefills. Usually, 

-ore only the center pair gets used. 

"The best tool I've discovered 

for mixing Ray is the flux capacitor" 

the monitor engineer says jokingly, 

I II'..4è making reference to the time-travel 
apparatus from Back to the Future. 

"I travel into the future and see if it's 

going to sound bad. That way, I al-

ready know what I'm getting into!" 

Jay Bellerose, drums 

ale 
rite' 

• 
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Vocalist/guitarist Ray LaMontagne 

sings through a Shure SM58. 

• 
_ 

Jay Bellerose's drum kit is a World War Il 

era Slingerland Rolling Bomber. ' It's a great-

sounding kit and Jay's a great drummer" 

Zuchowski says. "I've been getting away 

with just kick and overhead mics. We basi-

cally have a Shure package for the drum 

kit, as well. We use a Beta 52 and a Beta 

91 mounted in the kick drum; Beta 98s on 

the toms; Beta 57 for top snare and SM57 

for bottom; an SM81 on the hi-hat; and K.SM 

32s on the overheads. " 

Eric Heywood, 

guitars/pedal steel 

e 

00. 

The tour is carrying Audio Analysts VFX 15 

wedges and VFX 360 side fills with power. "They 

sound amazing," Zuchowski says. "I just tie them 

into the house console. The rest of the wedges 

just look good." 

According to guitar tech Josh "L-Cap-e- Tan 

Nobles, Eric Heywood's guitars include a Cres-

ton Electric and a Gibson 1951 Southern Gen-

tleman; the pedal sieel is a Williams 11-string 

single neck, and the pedal board is loaded 

with a Fulltone Full-Drive 2, a Dunlop tremolo, 

MXR Phase 90, Keely compressor, Hughes & 

Ketner Rotosphere, a SIB! Electronics Echodrive 

and an EBow. LoMontagne plays acoustic Mar-

tin 028 and D35s. "I also condone liberal use 

of the flux capacitor to make sure my guitars 

will be in tune," Heywood adds. "Rock 'n' roll 

soldiers never say die!" 

Jen Condos, bass 
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Gnarls 
Barkle 
Tag-Team Duo Gets 'Crazy' 0 

By David John Farinella 

T
im Engwall and Stephen Curtin are 
tucked safely behind their respective. 

Digidesign VENUE desks at monitor 

world and the front-of-house position, 

watching the Gnarls Barkley opening 

spectacle unfold. On this night, at the 

Bill Graham Civic Auditorium in San 

Francisco, main-brains Danger Mouse and 

Cee-Lo (right) have opted for astronaut 

costumes. 

So far, Engwall and Curtin have seen 

the duo dress in costumes inspired by 

glam rock, Austin Powers, Star Wars and, 

to celebrate the holiday season, Santa 

and his elves, but they have yet to don 

an outfit themselves. "They threatened us 

with the glam rock one," Engwall admits 

with a laugh. 

"I'm too far away," Curtin points out, 

"and I can run away." 

This stop in San Francisco had the 

.11 
IB 

Gnarls Barkley's string 

section plays electric 

instruments. 

Front-of-house engineer Stephen 

Curtin relies on house-provided 

PA. systems while manning a ; 

Digidesign VENUE console. 
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Danger Mouse plays four keyboards: a Wurlitzer, 

Korg Microsynth, Moog Voyager and Yamaha 

SHS-10 as well as other percussion parts as needed. 

Gnarls Barkley troupe in support of the 

Flaming Lips. The show, which also fea-

tured Cat Power, moved to Los Angeles 

the next night for a New Year's Eve per-

formance. 

While the crew is carrying Eighth Day 

Sound—provided consoles, monitor rigs 

and a mic package, they are relying on 

quality house P.A.s. "We were doing a 

lot of dubs and smaller venues, so a lot 

of people already had P.A. and it didn't 

make sense budget-wise to carry," Curtin 

explains. That means, though, that Curtin 

is finding himself fixing the house P.A.s 

more often than not. "It's maintenance 

stuff that people don't do anymore: things 

being out of phase, subs being blown up, 

mids and horns being blown up, discrep-

ancies between left and right, stuff not 

being time-aligned." Local vendor Sound 

on Stage supplied an L-Acoustics V-DOSC 

system (14 boxes per side, with four of 

those aimed toward the wings and bal-

cony) for this show. • 

ROCKIN' SHOW WITH 

MINIMAL STAGE VOLUME 

Fans who have come out to hear Gnarls 

Barkley's chart-topping hit "Crazy" and 

other groovin' tracks from their release 

St. Elsewhere will find Curtin at the FOH 

board for the first time (he previously did 

monitors), a position he took over when 

the domestic leg of this tour kicked off in 

July 2006. 

The plethora of instruments can lead to 

a loud stage. Add in the fact that both Dan-

ger Mouse and Cee-Lo use d&b wedges 

(M2 double-12s powered by d&b Al amps) 

and sidefills (a pair of by d&b C7 subs 

and a C7 per side powered by d&b D12 

amp), while the rest of the band is using 

Sennheiser personal monitors. The string 

section is on hardwired ears, and the two 

background singers, the guitar player and 

bass player are on wireless systems. Dan-

ger Mouse and Cee-Lo have had to turn 

to personal monitors from time to time if 

the costumes interfere with hearing the 

monitors. 

Engwall manages all of the monitor 

mixes by staying organized and keeping 

things simple. For instance, all of the in-ear 

mixes are mono. "In my estimation, most 

of the sounds in the music aren't in true 

stereo effect, anyway," Engwall explains. "I 

try to make sure the mix is solid and that 

everything is there, then it doesn't make too 

much of a difference." 

Curtin close-mikes the onstage elements 

to minimize bleed. "There are just way too 

many instruments and people onstage," he 

explains. "The one huge benefit we do have 

is that the strings are all electric, so I don't 

have to worry about that battle. Granted, we 

do suffer a little bit with the quality of sound 

between an electric and acoustic, but just 

not having that extra ambient microphone 

or pickup is huge." 

As far as specific microphones, Heil PR 

20s are used by the background vocalists 

and for drummer Chris Vrenna's snare top. 

A PR 30 is placed on the guitar cabinets and 

on the top of the Leslie cabinet. The PR 40 

is used on the kick drum and the bottom 

of the Leslie cabinet. The only condenser 

mics onstage are placed on the drum kit: 

Sennheiser 914s for overheads, bottom 

snare, ride cymbal and hi-hats; 904s across 

the toms; 905 on secondary snare drum; 

and a Yamaha SubKick on kick. 

Vrenna also produces a variety of sounds 

from triggers placed on both his kick and 

snare drum. "Chris is very Pro Tools—savvy, 

so he got together with Danger Mouse and 

got some of the drum sounds that were 

used on the record loaded into his trig-

gers," Engwall explains. "For each song, he 

switches the triggers to make it sound like 

the record, which was really electronically 

produced and has a cool sound to it." 

Cee-Lo sings into a wireless Sennheiser 

SKM 5200 with a Neumann KSM 105 cap-

sule. The microphone was gold-plated, a 

gift from Curtin to the singer. "It started as 

a joke when he said he wanted a gold mic, 

so we got one gold-plated and gave it to him 

for Christmas this year," Curtin says. "He 

can sing, hands-down." Consequently, Cur-

tin uses minimal processing on the vocals, 

turning to an Avalon 737 and either a TC 

Electronic D2 or 2290 delay when needed. 

While Cee-Lo is singing to his heart's 

content, bandmate Danger Mouse is 

groovin' on four keyboards—a Wurlitzer, 

Korg Microsynth, Moog Voyager and a 

Yamaha SHS-10—that are all DI. "There's 

nothing fancy, but he's got a little distor-

tion pedal that he sometimes throws on 

the Wurlitzer," Curtin says. " It was one 

of those, 'I'm kind of bored, so I'm going 

to add something cool' things. That was 

a surprise during the middle of a show. 

I didn't know it was on there." 

Secondary keyboardist Josh Klinhoffer 

plays a Hammond B3 with a Leslie cabinet, 

a Rhodes, Moog Voyager, a Yamaha YC30 

and an E-mu E6400 Ultra. Curtin gets a 

pre-effect and post-effect DI from bassist 

Cedric Williams' tracks, and Clint Walsh's 

electric guitar tracks come to him through 

the PR 30 that is miking a Mesa Boogie 

cabinet. An acoustic guitar, as well as the 

string quartet's tracks, goes through Radial 

Passive Dls. "I'm a big fan of those," Curtin 

says. "It has a nice-sounding transformer in 

Monitor engineeer Tim Engwall: "1 try to make sure 

the mix is solid and that everything is there, then it 

doesn't make too much of a difference." 

there and I was trying to get back as much 

as I could from the strings, especially." 

"The really cool thing is that they are 

very consistent on a daily basis and they 

like to have fun, so they are not afraid 

to change up random little parts," Curtin 

says. "I don't ever get bored because 

there's always something going on and 

there's always something new to add in 

and work on. The biggest thing is trying 

to keep up with the creativity of Danger 

Mouse and Cee-Lo." • 
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LOCAL CREW  
BY SARAH BENZULY 

Clearwing Productions 

Redefining the Full-Service Company 

Think back to this past holiday season. Rushing 
from store to store, trying to find the perfect gift. 

Or did you surf the Web, trying to make sense of 
the 2 million entries that came up when you searched for 

"toys"? Wouldn't it have been easier to go to one place? 

This same "one-stop-shop" business model appeals to 

clients or sound reinforcement companies, and Milwau-

kee-based Clearwing Productions (www.clearwing.c-om) 
is banking on its customers wanting this same accessibility 

to audio, lighting, staging, backline and the all-important 

crowd control by making one phone call. 

According to audio operations manager Brian "BK" 

Koerner, "Clearwing's heart has always been in audio 

and outstanding service to our clients. As our client list 

steadily grows every year, so do their needs. As long as 

I have known Greg Brunclik [owner of Clearwing, who 

focuses more on the sales side, but will still be found on 

some gigs], he has never backed down from a challenge. 
'Lighting? Sure, we can do that!"Staging? We have that, 

too."Backline? What do you need?' That is a big part of 

our success: the ability to sell audio and have the resources 

to give our clients a one-stop shop for their event." 

This mentality stretches across the U.S., as Clearwing 

opened a Phoenix office in March 2004. "The reason for 

the second location was because of the seasonal busi-

ness," Koerner explains, "although both the Milwaukee 

and Phoenix offices are seeing a consistent increase in 

jobs in what we used to call 'off-season.' Our Phoenix 
office offers the same services as Milwaukee, and we've 

seen that Phoenix is a hot spot for corporate work during 

the winter. The best part of having two offices is we sell 

shows in each other's backyards." However, it's not easy 

managing two locales when one considers gear coordina-

tion, especially during the busy summer months. Case in 
point: Clearwing has been supporting Milwaukee's annual 

Sununerfest for the past 12 years. Celebrating its 40th an-

niversary this year, this 11-day festival will feature more 

than 1,000 musical performance groups entertaining close 

to 1 million patrons. Also, the same festival grounds hosts 

various ethnic festivals in the following weeks. 

To meet the demanding SR requirements for any gig, 

Clearwing pulls choice gear from its predominantly L-

Acoustics inventory. (Clearwing is an L-Acoustics/V-DOSC 

systems network partner.) Supplementing the company's 

V-DOSC rig (which is powered by Lab.Gruppen or Crown 

amps) is another P.A. comprising Martin F2 cabs (also 

Crown-powered). "We built a new monitor rig this past 

year with L-Acoustics' new Hi-Q wedges, but we still use a 

variety of Martin monitor wedge products," Koerner says. 

In addition, Clearwing offers Yamaha, Midas and Ramsa 

boards; choice pieces of outboard gear ("You name it, 

we have it," he says, "and if we don't, we'll get it."); and 

Either on the rood or in his office—Cleorwing's Brian "BK" Koerner 

a mic closet full of Shure, Sennheiser, Audix and Beyer 

models. This inventory can also be pulled out for numer-

ous installs, including a recent one for Potawatomi Casino, 

where Clearwing brought in an L-Acoustics V-DOSC sys-

tem. Clearwing will also be spec'ing the casino's upgrade 

from a 700-seater to housing 3,000 guests. 

But what's a full inventory of gear without the 

know-how? The SR company's audio department has 11 

full-time, year-round employees in the Milwaukee office 

and will usually hire on five or six freelancers during 

the busy summer months, as well as cull from the local 

union. On the other hand, the Phoenix locale has a few 

full-time audio techs, but Clearwing relies on a long 

list of quality freelancers. And these hired guns can be 

seen not only at local events (clubs, festivals, corporate, 

theater, etc.), but also on high-end arena tours: Steve 

Miller Band, the Righteous Brothers (who have been 

Clearwing clients for more than five years), Gipsy Kings, 

Natalie Cole—and the list goes on. 

Clearwing continues to focus on providing all ser-

vices for each and every client. In Phoenix, the company 

opened up a retail pro shop; Milwaukee's store is in 

progress and should be open by the time you read this. 

Both stores will be supported online at www.dearwing 

proshop.com. "In Phoenix," Koerner recalls, "we had a 

client base that, while picking up their rental gear, would 

want to buy other stuff—gaffer's tape, batteries, rigging, 

rope, gels, et cetera. In Milwaukee, we're banking they'll 

want to do the same thing." In these stores, Clearwing 

will focus more on consumables for lighting and backline 

purposes, and is focusing on church and school clients. 

The way business is booming for Clearwing, it's only a 

matter of time before these pro shops will be all-inclusive: 

lighting, staging, backline and, yes, pro audio. 

Sarah Benzuly is Mix 's managing editor. 
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Atlanta opening in early 2007 
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New Sound Reinforcement Products 

TURBOSOUND ASPECT TA-500 

SPEAKER, TSB- 118 SUBWOOFER 

Turbosound (www.turbosound.com) ex-

pands its Aspect line with the TA-500 

wide-dispersion speaker and the TSB-118 

subwoofer, designed for use with the TA-

500 and larger Qlight" models. The TA-500 

provides 50x25-degree (HxV) dispersion 

and three-way, full-range (60 to 18k Hz) 

sound from its 10-inch mid-driver on a MF 

Polyhom, HF driver on an HF Polyhom 
and a 15-inch LF driver. The design com-

plements the longer-throw Aspect TA-880 

products with similar voicing characteristics that allow easy integra-

tion of these models in any venue. The TA-500 is initially offered in 

a fixed-install/ground-stacked variant, with additional models being 

added. The optional TSB-118 subwoofer employs a single 600W 

18-inch driver in a bandpass enclosure with a frequency response 

of 35 IT/ to 150 Hz; stacking feet and a pole holder are standard. 

SENNHEISER SK 5212 

BODYPACK WIRELESS 

Sennheiser's (www.sennheiserusa.com) SK 

5212 UHF bodypack offers a smaller, lighter 

package with advanced features, such as 

infrared sync with the company's new NET 

1 Network System multichannel wireless 

hub. The SK 5212 can also be used with 

all Sennheiser 3000 and 5000 Series com-

ponents. Its 36MHz switching bandwidth is 

selectable in the entire UHF range from 450 

to 960 MHz, and the transmitter frequency 

can be set in 51(Hz steps. A single AA bat-

tery provides six hours of operation at full 50mW output. Transmitter 

power can be reduced to 10 mW for conditions or different regions. 
Features include a jog dial and backlit LCD that show AF/RF/battery 

level/frequency information; a menu-lock function to protect against 

accidental setting changes; and a two-stage, low-cut filter that re-

moves wind or handling noise at 120 or 60 Hz. 

STANTON 

A SERIES AMPS 

Stanton DJ's (www. 

stantondj.com) A Series 

power amplifiers fea-

ture power ratings up to 

2,800W and support for 

bridged-mono operation. 

The A.900, A.1800 and A.2800 offer highly efficient tunnel-cooling 

systems; 21-position detented level controls; signal and clip indica-

tors for status monitoring; and protection against thermal overloads, 

short circuits, DC voltage, subsonic frequencies and current over-

driving. Other features include onboard switchable highpass filters 

and independent speaker-protection limiting; combo 1/4 -inch/XLR 

inputs; and binding post/Speakon outputs. 

LAB.GRUPPEN FP+ SERIES 

The tour amplifiers in the new FP+ Series from Lab.gruppen (www. 

labgruppen.com) use regulated switch-mode power supply tech-

nology, offering high power and channel density needed for tour-

ing applications. The flagship FP 13000 provides two channels of 

6,500W @ 2 ohms; the FP 10000Q delivers four channels of 2,500W 

@ 2 ohms; the FP 7000 offers 2x 3,500W @ 2 ohms; and the FP 

6000Q supplies 4x 1,500W @ 2 ohms. All of these two-racicspace 

models weigh 26.5 pounds and come with Lab.gruppen's six-year 
warranty. For the first time, Lab.gruppen's NomadLink'' control and 

monitoring network is available in a touring package as standard. 

MACKIE TT24 DIGITAL CONSOLE OPTIONS 

Mackie (www.mackie.com) is now shipping the DS3232 digital snake 

($4,999) and LP48 Lake Processor ($1,299) options for its 1T24 digital 

live console. A U100 network card in one of the TT24's expansion 
slots, combined with up to 300 feet of Cat-5 cable, can connect to the 

DS3232 rack-mounted stage box. This provides remote access to mic 
gain with full recall of all parameters. When adding the UFXII card, 

the snake provides 32x32 remote mix channels and the onboard 24 
mic/line channels combine for a 56x32 system. The LP48 brings Lake 

processing to the 1T24 in three configurations: as a 4-in/8-out loud-
speaker processor; providing up to 10 channels of Lake-designed 

insert EQ processing; or in a combo mode with five channels of 
insertable EQ and a 2-in/4-out loudspeaker processor. 

CARVIN LS SERIES 

SPEAKERS 

Designed for club installs or 

portable use, Carvin's (www. 

carvin.com) LS Series has three 

two-way systems, three three-

way systems and two optional 

subs, priced from $399 to 

$799. All feature steel grilles, 

recessed handles, high-order/ 

low-loss crossovers, cross-

laminated plywood construc-

tion, Neutrik Speakon and 1/4-

inch connectors, and Duratuff 

finishes. All are bi-ampable, except the smallest LS1002. The two-way 

models have 10/12/15-inch woofers with titanium HF drivers and can 

be used as house or monitor speakers. Highs on the three-way models 

are handled by a 1-inch exit-compression driver on a 90x60-degree 

Constant Directivity horn. The three-way LS1503 pairs the HF with a 

15-inch woofer and 6-inch cone mid; the LS1523 combines dual 15-

inch woofers and twin 6-inch mida with the HF complement; and the 

LS2153 uses a 15-inch woofer and 15-inch LF/MF driver with the HF 

package. Single- and dual-18-inch subwoofers are optional. 
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hat the pros are 
ying about Gefell: 

il VornDick - Engineered 42 

rzmrtmy-nominated recordings 

nd 8 Grammy win lers. Artists in-

uie 40ison Krauss, Bob Dylan, 

het Atkins, Bela Fleck, James Tay-

r, T- Bone Burnett Mark O'Connor, 

al ill Stanley and Dolly Parton. 
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cet weapon... 

y Get*II mics are 
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d transparent. 
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efinition that 

a-1y other mics 
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'Mies Ricky Skaggs, Bill Monroe, 
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me and again." 

avid qideau - Multi- platinum en-

ir eeriproducer and three-time 
rammy nominee. Clients include 

tug. Jimmy Jam & Terry Lewis, 

LC, hnet Jacksor, Earth Wind 

ni Are, George Benson, Tom 
con, Al Jarreau anc Kirk Franklin. 

he Gefell M930 is a wonderful 

ound ng mic that has given me 

real results on acoustic piano, 

caustic guitars. 

ercussion and 

rum overheads. 

he low self noise 

'so makes it a per-

eci choice in situar 

loins where wide. 

ynamic range is 

n issLe. I call it my 

legant workhorse,' 

ave nottrill - Peter Gabriel, Deep 

orest King Crimszn, Robbie Rob-

rtson,,Tool, S.Iverci*air,Tony Childs, 

oh i Mitchel, Trey Gunn, Youssou 

'Dour, Kid Rock, F:oger Eno and 

he " Philidelphia" soundtrack. 

o vo:als,theGefell UM900 is warm, 
pen and very robust.The control al-

o makes it flexible. 

t works well on per-

ussion and acoustic 

nstru-nents, all the 

bile retaining the 

ir aid presence 

hat one expects - 

rom a large die-

• hrag-n microphone." lo" 

Get Rea 
Real History 

M930 matched stereo pair with 

51193 XIV bracket 

Since 1928, Gefell has led the world in microphone technology, starting 

with the world's first condenser. In 1935, the remarkable M7 capsule 
was introduced.That led to the legendary sound of the U47, the U49 

and in 1957, the UM57 - the first 

ever multi-pattern microphone. 
Today, Gefell continues the 

tradition under the direction 
of Mr. Kühnast Jr. with the 

original M7 capsule featured 
in the UM75 and UM92.15 

tube microphones. 

Real Quality 
Georg Neumann with Chief Engineer 
Mr.Kühnast Sr. - circa 1933 

Quality comes with the desire to do it right. For over 75 

years, Gefell has built microphones by hand in order to 

achieve the highest standards possible. From the preci-

sion machining of raw 

metal stock to the 
hand-stretching of 
each diaphragm and 
individual testing of 

each microphone in 

an anechoic chamber, 
Gefell sets a standard 
that is simply higher 

than any other. 
2004 - Hand-drilling on M930 back plate 

Real Innovation 
Introducing the M930 - the most ad-

vanced condenser microphone made 

today. Compact for easy placement, the 
M930 features a full-size 1" diaphragm 

mounted on a triangulated pedestal to 

diffract body reflections away from the 
capsule and minimize acoustic field dis-
turbance. Inside, the M930's optical power 
isolation lowers self-noise to a mere 7dB 

while providing 80 Volts to the capsule for an 
unprecedented 142dB signal handling. The re-

sults are stunning: that 'big bold German sound' 
without compromising sensitivity, articulation or 

tonal structure. No other microphone comes close. 

Gefell is the Real Thing 

Gaon 
the original hand-made German microphone 

TRONICS LTD. 1638 KEBET WAY, PORT COCWITLAM BC V3C 5W9 TEL: 604-942.1001 FAX: 604-94:-1010 EMAIL: info@gefell-mics.com 



TECH'S FILES' 
BY EDDIE CILETTI 

Micro-lution 

Inside the AKG C-4 I 4 

1 1\ focus 
is 

able studio is on condenser/  timleicAthKaGt C-4s1a4, haboauvten-
as 

many permutations as the Universal Audio 1176. 

At first glance, this might appear to be a history of the 414 

when it's really about understanding the technology, the 

mic's inner workings and trying to keep it working. 

This story started with a collection of broken rnics 

waiting for a quiet, undistracted moment. The sad thing 

about many of these specimens was their physical 

condition—AKG 414s with their head assemblies and 
grilles snapped off, or dented Neumann U87s with broken 

switches, and filthy and punctured capsules. So, at the 

very least, use a windscreen and keep your mics out of 

harm's way (and/or flailing drumsticks) or use an out-of-

the-way mic like the indestructible Josephson e22S. 

CHARGE IT UP 

Condenser rnics start with a polarized capsule, meaning 

that a charge is put on the capsule that will vary with 

changes in sound pressure. The impedance of the network 

around the capsule is in the gig-ohm region, making what 
little signal there is weak and vulnerable. This voltage from 

the capsule is fed to a "head" amplifier that, at minimum, 

will convert the impedance from gig-ohms to k-ohms. 

Most amplifiers will contribute voltage gain (make the 

signal bigger) and current gain (make the signal stronger; 

aka, more power). One variation is detailed below. 

The 414's lineage begins with the CK-12 capsule and 

the C-12 microphone (1953 to 1963). The C-12 uses one-

half of a 6072 dual-triode configured as voltage amplifier 

(common cathode). The other half of the 6072 was 

reserved for the C-24, the stereo version of the C-12. In 

the late 1950s, Neumann stopped making the U47 and 
U48 for Telefunken, so AKG was approached to make 

similar products: the Telefunken Ela M 250 and Ela M 

251. Aside from the obvious polar pattern options and a 

different outside housing, they are at heart a C-12 with a 

few circuit variations. (See Figs. 1 and 2.) 

The C-12 has a grounded cathode, while the 250/251 

E versions use the same 6072 but in series, where the 

cathode is a resistor in parallel with a capacitor. The non-

"E" broadcast versions of the Ela M 250/251, as well as 

the Neumann M269, use an AC-701. (The U67 uses an 

EF-86/6267, a pentode wired as a triode. The AC-701 is a 

miniature triode with wires instead of rigid legs.) 

NEW VISTAS 

In 1959, RCA introduced the Nuvistor—a transistor-sized 

vacuum tube—and by 1962, AKG had incorporated it 

into the C-12A, a new mic that debuted the now-familiar 

"414" body shape. Because there was no room in the C-

12A for an output transformer (it's located in the power 

The modern C-4I4 hails from the original C-12, shown; the C- 72A 

that followed it used a Nuvistor tube and debuted the familiar 

boxy body shape associated with the later 414 Series. 

supply), the amplifier's output impedance must be lower 

to drive the long mic-to-power supply cable and the 

extra capacitance created. For this reason, the little 7586 

Nuvistor is configured as a cathode follower—a current 

amplifier—rather than the common cathode circuit in 

the C-12 and Ela M 250/251. [Note: Both the 7586 and 

its lower-gain cousin, the 6CW4, have a 6.3-volt filament 

that draws 135 milliamps.1 

I first encountered the C-12A in 1978 while working 

at Bearsville Studios in upstate New York. While the C-

12A was not as highly regarded as the C-12, I recognized 

that the C-12A was special. (I was careful to hide it in a 

drum kit—under a pair of rack toms and set to omni—so 

it wouldn't get smacked.) 

MOD WORLD 

In 1968, Neumann published a document detailing 

modifications for the U47 and U48, substituting the W-14 

with another Nuvistor, the 13CW4 (the 13-volt version of the 

6CW4), chosen for its low heater current of 60 milliamps as 

compared with the 6CW4's 135mA consumption. The stock 

U47/U48 consumed a mere 40 tnA of current, so "minor 

mods" to the power supply and mic were all that were 

required to meet the new, slightly higher current demand. 

Of course, nothing sounds quite like a W-14. 

AKG then took advantage of the earliest replacement 

for the vacuum tube—a field effect transistor—to make 

the C-412 and C-414 poRsible. (They look identical to the 

C-12A; the lower, "unfamiliar" section of the mic is a 6-

pin connector of which only three pins are used, thanks 

to the development and success of phantom power. One 
special version, the C-414E1, was phantom-powered but 

took advantage of the additional pins for remote pattern 

control.) The external power supply was eliminated. 

Most of the active and passive devices were successfully 
miniaturized. There was now room for relocating the 

pattern, highpass and pad switches into the mic body. 
"Iron" was the final obstacle to the process. The U47's 

output transformer is about the size of a 414 body, 

sans grille, and things have been shrinking ever since. 
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The heartbeat of your studio 

, 6.5" Hip %solution Nearfield Studio Monitor « 

Dedica.ed 600/ ILFI • 40W IHFI bi-emplifier « 

• 6.5- 1160'11-n4 HR ! Hyper Radial] diaphragm LF unit « 

2omm magnesium diaphragm dome tweeter « 

Extendec 55110 - 38kHz frequency response « 

Magneically shielded drivers « 

Iron tattle design and internal HP Sound reflectors 

• ComprehelEive,flevet. tweeter and LO SO controls 

Fostex 

NX-6A 
Powered Near Field Studio Monitor 

Studio reference monitors a -e the life blood of any studio. If they're 

not not Jp to pa - or tarnish the sound in any way, it puts the whole 

audio recording process in jeopardy. 

Listen to a pair of ppwered Fos:ex NX-6A monitors and youll discover 

a sound free of : he enhancements often found in other speakers. 

A natural souind, transparent and precisely defined even at high 

sound Jressure levels - inclLding all those elusive low frequencies. 

The heartbeat of your studio. 
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Fostex Arnenca. 137011 Cumar-on Abe.. Gardena. CA9021.i. 1_16A Telf4, 370.-329-2960 Fax: •1 310-329-1230 erww.fostex.com 



TECH'S FILES I 

Figure 1: AKG C-12 schematic with Ela M parts and 

output circuit path (common cathode) highlighted 

Transformers are already harder to drive 

and easier to saturate at low frequencies; 

miniaturization makes saturation easier or 

more challenging to overcome. 

When the C-12A was in production, 

AKG was already aware of how subsonic 
information challenged the output circuit. 

As mics were being moved closer to the 

source, even more low-frequency content 

was added (courtesy of the proximity 

Figure 2: AKG C- 12A schematic with output path (cathode 

Follower) highlighted 

effect). All of this, plus cost, drove the quest 

for continued circuit improvements until 

the transformer was eliminated by all but 

boutique manufacturers. 

BRAIN DRAIN 
Vacuum tube electronics are elegantly simple 

because there is typically a single gain stage 

and all power is derived from an external 

power supply. Within the mic are three 

networks: the capsule-polarizing voltage, the 

filament and plate power. With the exception 

of the capsule, repairs are relatively easy. 

Things became more complex with the 

introduction of solid-state electronics and 

phantom power. Up until the C-12A, there 

was a single active device in the mic, but 

when the C-412 and C-414 were introduced, 

there were three active devices, four in the 

C-414EB (1977) and C-414EB-P48 (1982), 

and 18 in the C-414B-TU 

While 48 volts is nearly enough 

to polarize some capsules (the C-

414 EB/P48 version), many designers 

chose to incorporate a switch-mode 

power supply within the mic to make 

the capsule voltage independent of 

variations in phantom power and 

amplifier demands. A switch-mode 

supply comprises an oscillator and 
voltage-multiplier circuit that can 

deliver the required polarizing voltage 

and tolerates a wide phantom supply 

range—from 9 to 48 volts. 

There are two versions of the C-

414EB: The 1977 version has a switch-

mode supply and the P48 (1982) version 

runs exclusively on 48V phantom power. 

The former has a fairly simple three-device 

"head" and output amp on one PCB and a 

transformer-based switch-mode supply on 

the other PCB (with a single transistor). 

The P48 version has a two-device 

headamp on one board; on the other, the 

highpass filter is integrated into the two-

device output circuit. Whereas the C-414EB 

has a very conventional, nearly tube-
like design, the P48 version makes 

use of a current-source configuration 

to optimize the load for the head and 

output amplifiers. It was a remarkably 

efficient mic for its time. 

ONCE BITTEN 
This is where I get to admit that the 

P48 stumped me for quite a while. It's 
common knowledge that capacitors 

are the component most likely to fail 

over time. In this case, the output 

capacitor shorted out, bypassing the 

current source and making the output 

amp appear functional. (The two-

board design that began in 1977 allows the 
signal between boards to be easily interrupted 

so that an oscillator could be injected.) 

Without the current source, the output 

amp was drawing more than 1 mA of current, 

swamping the capsule-polarizing voltage and 

making the mic appear dead. I was thrilled to 

get it up and running, but embarrassed to be 

bitten by a stupid capacitor, even though it 

wasn't the only obstacle. 
Experiences like these make us smarter. 

At minimum, it put me on a fact-finding tour 

to collect all of the schematic variations. It 

also forced me to learn the contribution of 

every component until I fully understood 

the entire circuit. 

Eddie would like to thank Pat Burns at AKG, 

and all of the Web's contributors for bits and 

pieces of history and documentation. 

THE 
WHOLE 
• 

ATH-M50 
professional studio 
monitor headphones 

Listen in for the whole truth: natural 
response through the entire frequency 
range-no little white lies smudgirg 
out or hyping sounds along the way 

Designed for professional monitoring 
and mixing. Audio-Technica's new 
ATH-M50 professional studio monito, 
headphones feature circumaural ear 
pieces (180" swivel) and luxuriously 
padded ear cushions that create z„n 
outstanding seal for maximum 
isolation and ultimate comfort during 
long sessions. 

ATH-M50 professional studio monitor 
headphones. For true sound. 

audiotechnica. 
always listening 

www.audio-technica.corn 
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Tools of the Trade 

RUPERT NEVE DESIGNS 5088 

Even after promising his wife he 

wouldn't, Mr. Rupert Neve (www. 

rupertnevedesigns.com) has returned to 

console design with the Rupert Neve De-

signs 5088 16-channel, 8-bus expandable 

console. The 5088 uses custom I/O trans-

formers, transformer-coupled direct outs, 

eight mix buses and eight aux sends. The 

5088 is expandable in 16-channel sections 

up to 64, and comes with a monitor/ 

master section that includes four stereo 

effects returns, selection of three control 

room monitor outs, six monitor sources, 

AFL/PFL solo modes, and talkback and 
oscillator functions. A meter bridge is op-

tional. Pricing TBA. 

SAC PUMP 

MONITORS 

You can "pump" up the vol-

ume with SAC Pro Audio's (www. 

sac-pro.com) new 6a and 8a Pump pow-

ered monitors. Both rear-ported units fea-

ture mag-shielding, front volume control, 

XLR balanced and Vi-inch un-

balanced inputs, and 6- or 8-

inch mineral-filled polypropyl-

ene cone woofers. The Pump 

6a ($449/pair) 

has an on-

board 120-watt 

amp and a 45 to 20k 

Hz bandwidth; the Pump 

8a ($529/pair) has 150W of 

power and extends LF response 
to 40 Hz. 

MARANTZ CDR310 

The Marantz CDR310 (www.marantz.com, 

$1,049) portable CD recorder can operate in 

the field for a limited time on AA batteries 

or up to four hours using an optional 

rechargeable battery. Recording 

in either uncompressed 

or MP3 formats, 

it also features 

built-in mic 

preamps, XLR 

connectors 

and 48V 

phantom 

power, as well 

as a built-in mic. 

Its burner can create 

audio CDs or data discs 

for transfer to a computer for 

archiving purposes. Background 

Record mode enables recording to always 

be active as an ongoing backup, even when 

the CDR310 is in Pause. Recording can 

aLso be active in Pre-Record mode for up 

to 10 seconds with the 

recorder stopped for 

capturing important 

moments. Analog and 

S/PDIF I/O ensures 

connectivity with a 

wide array of other 

gear. 

ANDY JOHNS 

CLASSIC DRUMS 

FOR BFD 

Engineer Andy Johns, 

whose discography 

reads like the roster 

from the Rock and Roll Hall of Fame, has 

released a BFD Expansion Pack collection 

of drum samples (www.platinumsamples. 

corn). Recorded to a Studer analog tape 

machine through a classic Neve 80 Series 

console, the drums are sampled at more 

than 255 velocity levels. The pack requires 

that BFD be installed and is compatible 

with both Mac OS X and Windows. BFD 
supports Digidesign's RTAS format, as 

well as the VSTi, DirectX, Audio Units and 

Propellerhead ReWire technologies, and can 
also run as a stand-

alone application. 

SOUNDELUX U995 

Literally two lilies 

in one, the U99S 

from Soundelux 

(dist. by TransAudio 

Group, www. 

transaudiogroup. 

com; $3,250) is a 

new version of the 

U99 that combines 

the performance 

of two condenser 

mics, giving users 

the choice of normal 

or bright sonic 

signatures. Promising 

to avoid the 5kHz 

rise common in 

some vintage mics, 

the U99S offers high 

output and a tamed-

down proximity 

effect. The U99S 

comes with the P99 

true linear power supply, derived from 
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the original vintage technology. Other 

features include a handmade, German 1-

inch diameter, dual-symmetrical backplate 

and a dual-membrane kk67-type capsule 

tensioned for warmth and clarity. 

CELEMONY MELOD1'NE PLUG-IN 

For users who have always wanted to use 
Melodyne from within a DAW, check out 

the new Melodyne plug-in (www.celemony 

.com). Available for VST, Audio Units 

and RTAS hosts running under Windows 

XP and Mac OS X, the single-voice app 

offers editing of pitch, vibrato, drift, timing, 

volume and formants of individual notes, 

as well as the swift editing of any selection 

of notes with macros for the automatic 

cotrection of intonation and timing. Other 

features include multilevel undo and a 

selectable scale grid for harmonically 

correct transposition. In addition, rotary 

controls for pitch, formants and volume can 

now be automated from the host. The plug-

in is $199 or free to registered Melodyne 

Studio 3 users. 

M-AUDIO NRVI 0 

The NRV10 from M-Audio (www.m-

audio.com, $899.95) is an 8x2 analog 

mixer with a built-in 10x10 24-bit/96kHz 

FireWire digital audio interface. Featuring 

four mono and two stereo channels, 

the unit is compatible with any DAW, 

including Pro Tools M-Powered. The unit 

is also useful in live applications, with 

its flexible monitor-source assignment, 

monitoring section and aux section. 

Channels 1 through 4 provide XLR mie 

inputs with phantom power and line 

inputs on TRS connectors. It features 'A-

e nact 

gr:f 

a 

G., 

N. 

inch inserts (channels 1 

through 4), 3-band EQ, 

monitor send, effect 

send, pan/balance, 

Mute/Cue button and 

independent volume for mix, control 

room and headphones. Also standard are 

16 onboard effects and more outboard 

power via the Mac/PC interFX software. 

100 % J 

64 % J 

Yen Game. ...we 
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LIQUID INSTRUMENTS 

THE VOICE VOL 1 

The vocal union is gonna love this! 

Ueberchall's Liquid Instrument Sedes Vol. 

4: The Voice Vol. 1 (www.uberschall 

de, $199) sample package offers total 

control over every single voice and 

melody. Focusing on pop, dance and 

R&B production, this choir collection 

lets users quickly create vocal 

harmonies and chord progressions 

from simple ad libs to complex 

harmonic structures. Every vocal 

phrase has been dubbed eight times 

by two (male and female) singers for 

a total of eight different tracks per 

vocal phrase. The recordings were 

made acoustically dry without effects or 

filters at 24-bit/44.1kHz, and the 3GB library 

has 300 phrases cut between two and eight 

bars for a total of 2,400 loops. 

adjustments to tweak musical intensity, 

complexity and dynamics. Control 

curves are available for adding musical 

builds and punctuation that underscore 

and accent the emotional movement of 

projects. This stand-alone Mac application 

has extensive import and export options 

for easy integration with Apple's iMovie, 

GarageBand, Final Cut Studio and Logic. 

R BUS 1 
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SYNK AUDIO MUSICBED DV 1.6 

Synk Audio's Mu.siched DV 1.6 (www. 

synkaudiostudios.com, $249) adds new 

surround music features and more 

than doubles the amount of 

royalty-free music content 

from previous versions. It 

also simplifies the process 

for generating custom 

soundtracks to match the 

mood and timing of video and audio 

projects. Users can make quick, real-time 

PRESONUS V-FIRE 

Acting as a kind of mediator between 

Roland R-BUS devices and the rest of the 

computer world, the PreSonus V-FIRE 

(www.presonus.com, $399.95) converts 

Roland's R-BUS digital audio format to 

FireWire. The slim tabletop box features 

two R-BUS ports and two FireWire ports, 

allowing 16 channels of digital audio to 

stream at up to 24-bit/961cHz. The V-FIRE 

is also equipped with R-BUS 1, R-BUS 

2 and master sync LED indicators. The 

Mac/Windows XP—compatible V-FIRE will 

also ship with a software control panel, 

enabling the user to select the latency, 

buffer size, clock source and sample rate 

(44.1/48/88.2/96 kHz). 
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EXPERIMENTALSCENE SPATIALVERB 

The ExperimentalScene Spatial Verb ($20) 

is a VST reverb that models early impulse 

responses using ray-tracing while the late 

impulse response is created by a feedback 
delay network for greater smoothness. 

The entire audio path is 32-bit floating-

point format for high precision. Tweakers 

will love the controls for the room's 
wall size, the location of two source and 

two destination nodes, and absorption 

controls. The GUI shows the early and 

late impulse response and displays a ray-

traced preview of the room at an instant 

in time with the impulse passing through. 

Download a 60-second demo at www. 

experimentalscene.com. 

AUDIOCUBE PLUG-INS FOR PT 

Known for its audio mastering/ 

restoration/archival products, Cube-

Tec (dist. by Sascom, www.sascom. 

corn) releases its popular AudioCube 
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later by Azimuth, RepairFilter, DeClipper, 

DePop and a comprehensive suite of 

mastering plug-ins. 

EZQUEST PRO STUDIO RAID 

Said to be the world's first multi-lane SATA 

storage solution, the EZQuest (www.ezq. 

com) Pro Studio Raid comes in dual multi-

lane and single multi-lane PCI-Express and 

PCI-X models (www.ezq.com). They can 

be purchased in single-channel 1.2gTB 

($1,999), 2TB ($2,799) and 

3TB ($3,749); and dual-

channel 2.56TB ($2,999), 

4TB ($4,669) and 6TB 

($6,629) versions. The dual 

multi-lane delivers more 

than 560MBps sustained 

data throughput, while the 

single-lane PCI-Express has 

more than 240MBps and the 

single-lane PCI-X has more 

than 200MBps sustained data 

throughput. Users can easily 

connect and configure up 

to 6 TB of desktop storage 

within minutes for RAID 

level 0, 1, 5, 10, 50 or JBOD. 

plug-ins for the Pro Tools Mac OS X 

RTAS platform, which were previously 

available exclusively for Cube-Tec's 

high-end AudioCube, Quadriga and 

Dobbin systems. The new plug-in line 

will be released in three stages, starting 

with DeBuzz, Spectral DeHiss Expert, 

DeScratcher and DeCrackler, followed 

MO 41111> Alb ME/ 
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GLYPH GT 062 

The GT 062 drive from Glyph (www. 

glyphtech.com; 320GB, $475) offers SATA 

drive technology and more connectivity 

and configurations than its predecessor, 

the GT 060BR. The tabletop unit can 

be configured in JBOD (two drives are 

seen by the computer as two single 

volumes), Spanning (multiple drives seen 

as one large volume) or RAID 0 (reading 

and writing data from two drives at 

the same time). Its Seagate 

SATA drives incorporate 

Native Command 

Queuing (NCQ), which 

reduces rescheduling and 

reordering commands so 

the heads travel less over 

the drive platters, allowing more data 

to be streamed from the drive. The rear 

panel houses two FireWire 800 ports, a 

FireWire 400 port and a USB 2 connector. 

SYNTHOGY ITALIAN GRAND 

EXPANSION PACK 

The fourth grand piano in Synthogy's 

Ivory virtual instrument collection is 

available in the Italian Grand Expansion 

Pack (dist. by Ilio, www.ilio.com; $ 139). It 

features 2,000 samples (more than 19 GB) 

of a 10-foot Italian concert grand piano 

that was recorded at the SUNY Purchase 

concert hall in New York. The samples 

offer 12 velocity layers, as well as soft-

pedal samples (una corda) and release 

samples at multiple time and velocity 

levels. The Italian Grand Expansion 

Pack is offered as a separate add-on 

volume that requires installing Ivory 1.5, 
providing a new set of programs and key-

sets that will appear within the Ivory user 

interface. It ships on DVD and supports 

Audio Units, VST (Mac/PC) 

and RTAS (Mac/PC) formats. 

AVLEX SUPERLUX S241/U3 

It's a bird, it's a plane—no, 

it's Avlex's Superlux S241/ 

U3 condenser mic (www. 

avlex.com, $250), featuring 
interchangeable capsules, a 

3-position attenuation pad 

and a 3-position low-cut filter. 

The gray-finished S241/U3 

offers a bump in the high 

end, making it optimal for 

instrument recording. It ships 

in a sturdy plastic carrying 

case and comes with the 

HM-40 shock-mount clip, S-

09 foam windscreen and the 

HM-43 pop filter. An optional 

phantom power adapter is 

available for those needing to 

power the mic in the field. • 
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SmartSound Sonicfire Pro 4 Software 

License-Free Music Creation With Mood Mapping 

S
onicfire Pro 4 is the latest incarna-
tion of SmartSound's Sonicfire Pro 

software series for creating royalty-

tree music for video and other projects. 

Entry-level versions of the program have 

been included in video-editing packages 

from the likes of Adobe, Avid and Ulead 

for some time. The latest stand-alone ver-

sion improves on Version 3 by adding more 

control over the mix, multilayer tracks from 

the Strata Series sound library and what 

Smart Sound calls "mood mapping": es-

sentially, an automated way to break down 

the mix and turn various combinations of 

instruments on and off with automated 
transitions along the timeline. It is cross-

platform—compatible for Mac and PC, and 

includes Universal Binary support. 

AND AWAY WE GO 

This was my tint time using a SmartSound 

product, and I found it very easy to get in the 

flow and start customizing tracks. For the test, 

I used the 3GB Mega Bundle ($799), which 

contains music from SmartSound's separately 

priced libraries that are optimized for film, TV 

and corporate applications. Once the disks 

were loaded, the performance was quite 

good on both my aging Pentium 4 system 

and a newer Dual-Core system. Ultra 320 

SCSI drives work well with this kind of app. 

You can search the library by style, instrument 

and intensity, and then mark your favorites. 

As you get more familiar with the library, you 

can return to music that suits your taste. Once 

you find something that appeals to you, bring 

it into the multitrack timeline view and get 
started on your music creation. 

First select whether the track should have 

a beginning and ending, or if it should be a 

loop. Even if you're not sure of the necessary 

length, simply dump in the track and drag the 

edges right or left to make it shorter or longer 

as you experiment on the fly (with a slight 

delay) to "rebuild" the track. The app is also 
smart enough to snap to the natural breaks 

in the song when you shrink and expand the 

tracks, so the result is always musical. 

I'M IN A MOOD 

The mood mapping feature is essentially 

automated mixing and selection of tracks. 

The moods include Full, Background, Dialog, 

lica‘y, Light, Rhythm 

Only, Atmosphere, 

etc. Moods are 

inserted by clicking 

on the mood map in 

the timeline that runs 

along the top of the 

tracks. A shift in mood 

will change the tracks' 
instrumentation and 

volume. 

Sonicfire creates 

a transition between 

moods, which works 

pretty well. Of course, 

you can customize the 

length of the transition 

or remove it for those times when an abrupt 

change is preferred, such as when you are 

moving from the sparse Atmosphere to 

the full mix where all tracks are activated. 

You can also assign a volume level to each 

instrument in each change of mood. The 

mood mapper serves as a jumping-off point 

and is a handy time-saver. This feature is 

great for engineering types who are MIDI-

and compositionally handicapped. You can 

exercise your mixing chops while leaving the 

music creation to the application. 

Sonicfire Pro 4 features mood mapping, a way to mix and automate tracks. 

TRACKS FOR PICTURE 

I used Sonicfire Pro 4 to create tracks for a 

video where the music had to be replaced 

and remixed with the dialog. About half of 

the music I used in the final project came 

from the Guitar Grooves library in the Mega 

Bundle. I simply timed the required tracks and 

used the mood mapper to create the desired 

mix. After a little sweetening, I replaced the 

mix in the video with the royalty-free tracks; 
the results were great. With judicious use 

of plug-ins and effects, the library becomes 

even more versatile. 

Sonicfire Pro 4 works with a wide range 

of standard audio and video files, including 

WAV, AIF'F, MP3, AVI, MOV, MPEG and 

SmartSound's SDS and SSUP files. You can 

add tracks from your own library of samples 

and musical phrases, and bring in video as a 

reference for mixing in the multitrack view. 

The final mix can be exported as discrete 

instruments on separate tracks or as a mix for 

further processing. 

IS IT FIRED UP? 

1 enjoyed using Sonicfire Pro 1, however, I'd 

like to see SmartSound make better use of the 

right mouse-click to allow instant access to 

editing from within the timeline view. There 

were a few times when I anticipated a. menu 

option would be available, but it wasn't. Also, 

the first time a new sound library is located 

on the DVD drive, you're given the option of 

copying the library to your hard drive. If you 

decline to do so the first time around, the 

option is no longer available. 

In the end, it boils down to the quality 

of the sound libraries, and SmartSound's 

new Strata Series holds its own. Some of 

the stuff could be classified as B-grade, 

suffering from too much processing 

and dated riffs, but overall, you get your 

money's worth with the Mega Bundle. If 

you don't want to invest in the über-library 

at the time of purchase, you can go with 

the Standard Edition ($199), which includes 

two multilayer discs from the Strata Series. 

SmartSound has done a nice job of making 

Sonicfire Pro 4 easy to use and hiding its 

power under the hood. By letting Sonicfire 

Pro 4 do the work of the composer and 

mood-mapping the composition to my 

video, I was able to turn around a project 

that would have taken much longer if I had 

to do everything from scratch. 

SmartSound, 800/454-1900, www. 

smartsound.com. 

Rick Spence is the owner of AVT Pro, a pro-

duction company in the Silicon Valley. 
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Instant Pro Studio 
Just add creativity. 

Oar WI" 

LOGIC PRO" — THE PROFESSIONAL'S CHOICE FOR CREATIVE AUDIO PRODUCTION  
Logic Pro has long been the professional's choice for creative audio production. Pair it with a dual processor Power Mac® 111 G5, and you've got an unbeatable combination of power, flexibility and expandability. With 34 software instruments, 
70 effects and distributed audio processing, all that's missing is a way to get high-quality audio into and out of the Mac... 

ROSETTA 800 — THE PROFESSIONAL'S  CHOICE FOR AUDIO I/O. 
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...which is where the Apogee Rosetta800 cornes in. A name synonymous with top-notch digital I/O for two decades, more 

professionals get audio in and out of their DAWs through Apogee converters than any ether standalone pro A/D/A converter. 

• 8 channels of balanced analog I/O 
• 8-channel digital I/O via AES/EBU & ADAT/SMUX 
• Up to 24-bit/192kHz resolution 

• Ultralow-jitter Infelliclock 
• SoftLmit clip protection 
• Plug-in play Fire'VVire connectivity* 

Sweetwater puts it all together for you. Our Apple® Certified sales engineers can answer any and all questions you may have about 
building the perfect Apple audio system, and our computer audio install techs have built more systems than any other retailer on the 

planet. Let us help you design the perfect system for the way you like to work. We'll build it, configure it, test it, and ship it straight to 

you. All you've got to do is unpack it, plug it in, and start making music. 

'Optional XFireWire card required. 

CALL SWEETWATER TODAY! 

(800) 222-4700 

www.sweetwater.com music technology direct"' 



BY KEVIN RFCK A 

Avantone AK-Type VII Microphone 

Flat Omni Records Mega SPLs 

T
he AK-type VII from Avantone, part 

of the company's Signature Series of 

mics, is a hand-built omni made in 

limited quantities. The stainless-steel body 

tapers at the front, offering a slender profile 

that is both hefty and speaks of quality. 

I'm partial to mics that are easy to place by 

virtue of their design and mount, and the 

Type VII satisfies on all counts. The included 
banded SSM shock-mount tightly holds and 

isolates the mic, making it easy to sneak into 

tight spots. The mic ships in a nice wooden 
box that cradles the mic and the mount. 

SMALL MIC, BIG SPLS 

File mu_ features a medium-capsule, pre-

polarized condenser element that offers 

25dBA self-noise. This amount is slightly 

higher than I'd like in a mic used for detail 

work, but it worked well in all situations 

for this review without the noise being 

obtrusive. Max SPL is 160 dB, a spec that 

I ended up putting to the test by recording 

a Porsche 911 eng:ne (more later)—all this 

from a mic that's just under 6.5 inches and 

weighs in at just more than a third of a 

pound. The frequency response is almost 

dead-flat—nearly out to 40k—wiggling a bit 
past 10k but never more than 1/2 dB. 

FROM TINKLE TO ROAR 

I first heard the Avantone on various 

percussion elements. Its ability to take up to 

160 dB makes it perfect for up-close, high-

transient situations. The mic's flat nature 

worked especially well for percussion. Also, 

the slim silhouette makes it easy to point-

Avant, start your engines— an AK-Type VII records 

a heavily modified Porsche 911 Turbo 

and-shoot it toward any source. It sounded 

great on shaker, bells, finger cymbals and 

other "tinkly" hand percussion without 

EQ. I never had to worry about the 

"nasty" side of these instruments 

overloading the mic, and placement 

was easy. When I later used it on a 

cajon that had considerable bottom 

end, however, I needed to boost the 

lows at about 100 Hz. 

The pair offered plenty of silky top when 

I put them up as a spaced pair over a drum 

kit. The cymbals were clean and the stereo 

image was accurate. They were equally 

adept at representing the kit in the room 
when I set them back about five feet from 

the front of the kit at knee height. Once 

again, I found I had to kick in the bottom 

end a bit to get the lows to speak, but that 

was easy to do with SSL 4000 Series EQs. 

I next used the Type VIIs as a spaced 

stereo pair on acoustic guitar. It brought out 

the sound of the pick on the strings nicely 

and presented an accurate stereo picture of 

the instrument. Its flat bottom end made it 

perfect for this application, not being boomy 

in the least. For this scenario, I prefer to 
use a mic that doesn't have a bump at the 

bottom end rather than having to take out 

any boorniness with EQ. 

Next, I recorded an acoustic guitar 

pointing the ink directly where the sound 

hole meets the neck, about nine inches 

back. This setup is tricky because even a 

slight alteration in placement can change 

the personality of the recording. In this 

case, I captured a nice even top that wasn't 

overbearing and had plenty of bottom, 

although it was a bit boxy. As an experiment, 

a Retro Sta-Level compressor (see page 98 

for the Sta-Level "Field Test") was put across 

the insert and set to a medium attack and 

release. This immediately brought out more 

of the silky Type VII top and tightened up 
the bottom. With the mic's natural top-end 

boost, it was easy for the Retro to dig out 

that info from the existing recording. 

START YOUR ENGINES! 

I was able to hear the mies employed in 

a recording of a heavily modified Porsche 

911 Turbo at Xact Dyno in Arizona. The 

mics were placed on stands in the engine 

compartment, literally inches from whirring 

engine parts. The recording was for use 

in a videogame, so sustained rpm was the 

order of the day, which was achieved by 

putting the car up on a dynameter and 

then revving it at different levels with and 

without load. Various mics were used, 

including our intrepid Type VIIs, all sent 

through an Aphex 1788 remote-controlled 

mic preamp. The SPL handling capabilities 

of the Type VII made it a great choice for a 

situation where the dynamics of an engine 

on a dyno could easily cripple a mic with 

lesser ability. The mics stood up to the task, 

producing plenty of clean signal, even out 

to ear-splitting rpms. 

IS VII HEAVEN? 

The Type VII excels in a number of areas. 

First, it's small and easy to work with. Its 

response is flat at the bottom, so be warned 

that there is not a lot of help at that end of 

the spectrum. You'll need to boost some 

bottom if that's what you're looking for. The 

natural-sounding, flat top end out to 40k 

helps with percussion and other applications 

where you need the top end smooth and 

natural. 

It was nice to put the mic into extreme 

circumstances with the recording of a 

roaring performance engine on a dyno for 

use in a videogame. It handled all the SPL 

that the engine could put out without a 

complaint. At a price of $599, and with this 

kind of versatility, the Avantone AK-Type 

VII is worthy of a listen, whether you're 
recording race cars or not. 

Avant Electronics, 909/931-9061, www. 

avantelectronics.com. 

Kevin Becka is Mix's technical editor. 
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A bad GSM connection on a busy 
sidewalk, a bullhorn with feed-
back and a helicopter overhead, 

or a 1952 rockabilly guitar amp 

in a recording studio live room: 
Speakerphone gives you authen-
tic speakers of any size together 

with their natural environments, 

the '.'aie-talkies, distant transistor raCii0S, upS:E.orS 

sets, bullhorns and cell phones you'll ever need. Speakei-
phone will add dial tones, operators and static, and you can 
select from a wealth of ambiences on either the caller's or 
receiver's end. And with a click you can send anything from 

the sample-playback bay right to the cursor in your Pro Tools 
track. 

Operation is extremely quick: you just call up one of the hun-
dreds of carefully crafted and archived presets. If you're a 

tweaker lust click 'show controls' and the whole dashboard 
slides out, at your disposal, with the most minute detail. 
Speakerphone, powered by Altiverb, combines a wealth of 

Also check out: 

Altiverb 6 (T1,11/1) and 

Soundabout 

at audioease_com 

(800)222-4700 wvvvv.svveetwater.com 

music technology direct 

d - 

SPEAKERPHONE 
SPEAKERS OF ALL SIZES PLUS THEIR ENVIRONMENTS 

- gifle that uses actual 
ndreds of original speakers, a radio re-

,. scratch and static gen-
- -• pression, distortion, 
J dynamics, bit crush-

. ciown convolution re-
of sarhpes to combine into entire 

VOL: want to have the artist rap through a cell phone? 
flather than pull up an eq and distortion, why not make 
Sm ,an through one of Speakerphone's actual GSM 

' Perhaps surrounded ir acoustics and 
dlina car at a gas Sta".,C,'' 

And then there's the host of classic guitar amps, com-
plete with tailor made distortion, spring reverbs, and 
everything else to build guitar tone like you've never 
heard from a plug-in. 

The end-all speaker simulator plug-in, with a host of en-

vironments to put them in. 
Speakerphone is speakers clone the Audio Ease wayi 

Hear it at: www.audioease.com 
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"At Audio Ease we're almost all over 35 now, so there's really a lot of things that we don't 

like The software boxes un the top shelve Couldn't reach them But now we have a ladder 
We didn't like stale bread for lunch ether So we got a bread maker 

Me, I hated waiting for my editing software to boot lust to extract a snippet from a sound 
file Or the Finder preview not playing back split-stereo sound files, or having to jump through 
hoops just to e-mail an MP3 of some WAV that I can just see sitting there on my Desktop Or 

importog a 5 minute song even if I iust need 5 seconds of the break in the middle 

A sound file in the Mae Finder just feels so, well, closed Like you have to open it up in something just to get to the data. 

Hated that So we made Soundabout Arien (37) 

Sweetwatenputs together more computer audio systems than anybody, and when it comes to convolution 
revert), their application of choice has always been Altiverb. And now all Pro Tools experts at Sweetwater 
are excited to bring the power and quality of Altiverb to the Pro Tools TOM hardware. 



BY BARRY RUDOLPH 

API 5500 Dual Equalizer 

Reinventing the 550 Classic With the 2520 Amp 

The musical-sounding API 5500 
Dual Equalizer embodies more 

than 40 years of tradition, be-

ginning with the original 550 console 

equalizer module designed by Automated 

Processes Inc. founder Saul Walker. The 

550's circuit design—an industry first in 

the 1960s—and the all-discrete Class-A/B 

2520 amplifier are both featured here. 

Bottom line: The 5500 is as close to a pair 

of the original 559B modules as humanly 

possible. 

DOUBLE YOUR PLEASURE 

"I lie 5500 has two 4-band API 550B 

equalizers mounted side-by-side in a single-

rackspace, steel-and-aluminum case. Each 

of the four bands has seven frequency 

choices (28 total) spanning five octaves and 

up to ±12 dB of maximum boost/cut in 2dB 

steps. Both the low- and high-frequency 

bands are switchable from bell to 12dB/ 

octave shelving filters. 

The new Range control broadens 

the 5500's utility to include mastering 

applications by changing the four bands' 

boast/cut steps from the original 2 dB into 

either ldB or 0.5dB steps. These additional 

ranges are exactly like the 550 variants that 

were custom-built for mastering rooms: the 

API 550D with ±1dB steps and the 550M 

with ±0.5dB steps. 

The internal hand-built construction is 

strictly pro with a linear power supply for 

the ± 16-volt rails, single-thick PC board, and 

positive-feeling rotary and military-grade 

pushbutton switches. No integrated circuits 

are used; gain comes from two hand-built 

2520 operational amplifiers in each channel. 

The 5500's electronically balanced input is 

via a single 2510 op amp, while an API 

2503 output transformer provides levels up 

to +30 dBm before clipping. If you prefer 

more "color" from iron, you can order an 

input transformer that provides true galvanic 

isolation from the outside world. 

GET ON THE MIX BUS 

In my first tests, I simultaneously fed audio 

from my Pro Tools HD rig to a pair of 

vintage 550Bs in a Lunch Box and the 5500. 

I listened to finished mixes, individual 

instruments and vocal tracks using two 

identical stereo buses in a pristine and 

well-maintained 1970s vintage API console. 

After calibrating the buses and units with 

test tones, I found the old 550B units to 

sound darker—even merely switched in 

with no boost/cut applied. This overall 

darker sound was consistent throughout my 

comparisons, but because I had only two 

550Bs, this is all inconclusive. In contrast, 

the 5500 was transparent—no hearable 

change from Bypass to In without boost 

or cut. The 5500 uses a relay with silver 

contacts in a hardwired bypass system that 

prevents power turn-on thumps or loss of 

throughput in the event of power failure. 

As compared to most other EQs, 

equalizing full program mixes is a refined 

and rewarding process with the 5500— 

everything sounds API-good right away. I 

didn't perceive any loss or change when 

the 5500 was inserted into any processing 

chain, and I couldn't believe I'd hear just a 

0.5dB change! 

I used the Range switch like a depth 

control by first setting it to xl (meaning 

±2dB steps) to quickly find frequencies 

of interest, and then down to 1 or 0.5dB 

steps for just the right touch-up. Boosting 

at 15 kHz or even 20 kHz is smooth and 

glorious, although you will want to check 
your digital peak meters for occasional 

overs. Always a good test of an EQ, 

boosting +4 dB at 44) Hz on a mix proved 

the 5500 to be the clear winner with a 

much tighter bass sound as compared to 

the vintage 550Bs. 

SOLID INSTRUMENT EQ 

Recording acoustic guitars necessitates 

serious carving if they are to fit and 

compete within a thick pop music track. 

I used a Neumann U67 set to cardioid 

and without the roll-off or attenuator. The 

5500's two mid-band sections let me boost 

+2 dB in the 700Hz area and cut -4 dB at 

180 Hz to allow space for the low strings. 

That left the high band set to +2 dB at 

12kHz shelf for additional shininess and 

the low band set to -6 dB at 30Hz shelf 

for filtering A/C and traffic rumble. After 

careful mic positioning on a jumbo-bodied 

acoustic, I got a master-quality recording 

with classic API sound. 

Equalizing individual drum mica proved 

the 5500 can get cranky, too. I wound +9 

dB at 12 kHz (peak) on a well-used Shure 

SM57 snare drum mic. The drum had an old 

and badly flogged head, and the drummer 

was amazed at the sound I got. With that 

much boost, usually the source starts to 

sound more like the equalizer—not the 

case here. The snare drum was bright and 

open with lots of attack and punch. Kick 

drums with "boxy" peaks will easily benefit 

by notching in the 300 to 500Hz range and 

boosting at 30, 40 or 50 Hz. 

NOUVEAU CLASSIC 

As my first-choice equalizer for tracking, 

overdubbing and program, API's 5500 Dual 

Equalizer might be the most universal piece 

of gear in a single racicspace to come along. 

Its uncompromising design performed 

flawlessly, achieving the classic API sound 

and fulfilling my highest expectations of 

any equalizer, be it hardware or plug-

in. Price: $2,995; includes a five-year 

warranty. 

Automated Processes Inc., 301/776-

7879, www.apiaudio.com. 

Barry Rudoe is an L.A.-based recording 

engineer. Visit him online at www.batry 

rudoe.com. 
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The right education 

The right product-

The right nelwork 

The right show 

ImmK n ER Expo 
Your Systems Integration Show 

How do you make your employees more valuable? 

How do you build sales and margins? 

How do you secure your future in this industry? 

By choosing the right show. In the commercial electronic 

systems industry, that show is NSCA Expo. 

Only NSCA Expo gives you the combination of: 

• The highest- rated, most comprehensive education 

• The exhibitors and products focused on your business needs 

• The networks and friendships that will help you for years to come 

Learn more and register right now at www.nscaexpo.org. 

NSCA Expo. The right show. 

A/V 
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Acoustics 

Control Systems 

Data 

Digital Signage 

Fire Detection 

Life Safety 

Lighting Control 

Network Integration 

Security 

Sound 

Telephony 

Video 

Don't miss the Hands-on Audio Demonstration 

Rooms! Look, listen and feel your way into new 

business only at the NSCA Expo. 

Conference: March 13 - 17, 2007 I Expo: March 15- 17, 2007 

Orange County Convention Center I Orlando, Florida USA 

nscaexpo.org 

319.366.6722 / 800.446.6722 



Retro Instruments Sta-Level Compressor 

Replica of '50s Legend With New Options 

T
he Retro Instruments Sta-Level im-
proves on the original '50s Gates 

Sta-Level via some critical compo-

nents and added adjustability, while staying 

true to the original unit's best traits. 

For instance, Phil Moore, the designer 

of the new Sta-Level, uses a custom-

wound, copper-and-steel shielded output 

transformer, along with a custom power 

transformer. According to Moore, the input 

transformer is a high-quality Cinemag 

product by Altec transformer guru Tom 

Reichenbach. The resistors are carbon film 

instead, of the original carbon-composition 

types, providing quieter operation and 

reliability in the Retro. 

The tubes that ship with the unit are the 

readily available 6BJ6s, but you can add 

a 6386 to replace the pair of 6BJ6s or run 

them in parallel to average out individual 

tube imbalances. The 6386's socket is on 

the back and easily accessible. All tubes 

are selected for proper biasing, noise and 

matching. The back also carries an RCA 

socket for strapping together multiple units. 

DYNAMIC CONTROL 

simple as it looks, the Sta-Level is 

surprisingly versatile due to its internal and 

external attack/release adjustments. On the 

outside, the Recovery knob does just as 

you'd expect—it sets the recovery time of 

the compressor after the signal slips below 

the threshold. The original Sta-Level's 

recovery time was said to be measured in 

weeks, but this handy addition makes the 

new unit much more usable. 

On the inside, behind the easily opened, 

hinged front panel, a rotary adjustment 

calibrates the VU meter . and a three-

position toggle picks your attack/release 

poison: Double, Single and Fast. Double 

is program-controlled attack/release 

that builds density without pumping, 

much like the original Sta-Level. Single 

produces slow attack and release, with 

the needle seemingly painted in position. 

This mode changes the operational feel of 

the release control. Lastly, Fast performs 

much like the Fairchild 660, combining 

program-controlled release and fast attack. 

This mode tends to put the lid down 

on transients quickly and is the least 

transparent of the three modes. To make it 

even more interesting, the Recovery knob 

is active no matter which of the three 

modes you pick. 

MAKING MAGIC 

My first listen to the Sta-Level was as an 

insert compressor across a Mojave MA-200 

microphone placed as a mono overhead 

about six feet back from a drum kit in a 

medium-sized room. The Sta-Level was set 

with a medium-slow recovery time (about 

11 o'clock on the dial) and represented the 

kit nicely in the room. As you would expect, 

the compressor brought up the room 

detail but with a very relaxed attack (set 

to Double) and release, making it almost 

transparent—of course, not so transparent 

that you didn't know it was compressed, 

but the Sta-Level's overall touch on the track 

rendered an in-your-face kit with some tube 

grunge. To hear this, visit "Online Extras" at 

www.mixonline.com. 

The relationship between the Sta-Level 

and a vocal is nothing short of love. It 

gives the track that certain something that 

says, "This is a record." I first heard it on a 

percus.sive and very dynamic rap vocal. After 

setting the unit to Double attack with the 

recovery at 11 o'clock, the vocal sat down 

in the mix, letting me tuck it lower than I 

normally would without losing audibility. 

It worked equally well on another vocal 

track in series after an 1176 that was set to 

grab just the attacks. The Sta-Level literally 

cemented the vocal to the track, making it 

sit perfectly in the mix. 

I could really see the benefits of the 

three-position attack switch using the Sta-

Level across an acoustic guitar recorded 

at a medium tempo with a Shure SM7 

mic through an SSL 4000 G+. In the Fast 

position, you could really hear it pumping, 

which didn't fit the intended application. At 

the Double setting, the attack was slower, 

but pumping was still in evidence. The 

Single mode was just the ticket: The guitar 

stayed put in the mix, sounding incredibly 

smooth and in-your-face. 

What was especially amazing is what the 

Sta-Level did to an acoustic guitar recorded 

with a single Avantone AK-Type VII mic. 

The mic sounded very good on the guitar 

but was a bit tubby at the bottom end. 

It may have been a placement issue, but 

it was already on tape and needed help. 

Once the Sta-Level was put across the insert 

with about 5 dB of gain reduction at the 

Double setting and Recovery set so it was 

very relaxed, it completely changed the 

sound for the better. It brought out a nice, 

silky top and tightened up the bottom end, 

taking out the boxiness. 

I'VE GOT A CRUSH 

Sta-Level defines creamy smoothness 

when it comes to tube compression. I've 

used it on a number of sources, from a 

lowly hi-hat to a lead vocal, and each time 

its personality makes you want more. I can't 

say enough about using the three-position 

switch with the Recovery knob. It makes 

this compressor eminently usable on almost 

anything you throw at it. If that type of 

control isn't enough, you can dink with the 

tubes by plugging in a 6386 at the back and 

add that flavor to your mix. 

One warning is that this unit needs to 

warm up for a long time to sound optimal. 

I first heard it after an hour of warmup, and 

it sounded even better three hours later. 

My only regret is that I wish I'd had two to 

units to throw across the stereo bus. Price: 

$2,350. 

Dist. by Vintage King Audio, 248/591-

9276, www.vintageking.com. 

Kevin Becka is Mix's technical editor. 
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BY GEORGE PETERSEN 

Schoeps CMIT 5 U Shotgun Microphone 

A Welcome Addition for Dialog, Music Applications 

F
or nearly 60 years, Schoeps has been 
a leader in small-diaphragm micro-

phone design, offering a dazzling 
array of mics and capsules to fit nearly any 

recording/production situation—except 

one. For decades. Schoeps did not make a 
shotgun mic. The company's position was 

that such ultradirectional designs compro-

mised the signal too much, and the com-

pany instead referred customers to its more 

conventional supercardioid models, such as 

the CCM 41 and MK 41 capsule. 

Schoeps re-examined the shotgun 
microphone issue, and the result is the CMIT 5 

U (Condenser Microphone with Interference 

Tube), essentially a short shotgun design in a 
compact, integrated (non-modular) package. 

The mic's aluminum body has a distinctive, 
bright-blue anodized finish, setting it apart 
from other Schoeps models. 

IN THIS CORNER! 

The CMIT 5 U measures slightly less than 10 
inches long and weighs just 89 grams (about 

3.14 ounces). The XLR output is gold plated, 

and Schoeps took this ordinary connection 

a step further by placing a round gold insert 
at the back of the jack to provide additional 
protection from the stray RF that frequently 
occurs on location 

The CMIT 5 US 21nun (about 3/4-inch) 
body diameter does not fit mounts and 

accessories for the Colette and CCM Series. 
However, Schoeps' distributor, Redding 

Audio, also handles Rycote and offers a 

full line of location recording adjuncts, 

including the $110 Softie, a small furry 

shield that covers the mic's front end; the 

M2 pistol-grip suspension; the industry-

standard modular (zeppelin) windshield; 

and Windjammer furry cover (the latter 
three are a $695 package); and more. 

Inset into the mic body are three switches 

for selecting HF emphasis (+5dB boost at 10 

kHz), a steep low-cut filter (-18dB/octave 

at 80 Hz) and a gentle low-cut filter (-6dB/ 
octave at 300 Hz). Built-in LEDs indicate 

the status of each at a glance, which is 
useful in dark locations, although for some 

reason, green equals off and red equals on. 
Aside from that, the controls are recessed 

enough to avoid accidental switching while 

accessible enough to change when wearing 

gloves. The tonal switch 

settings are saved even after 

the mic is powered down, which is 
convenient when the CMIT 5 U is blimped 

inside a windscreen. 

TESTING 1...2...3 

Over a period of months, I used the CMIT 
5 U in a variety of recording situations, 

both typical and atypical for shotgun mic 
applications. Clearly, the main market for 

this mic is film/video location recording. 

You have to feel it to believe it, but its 
ultra-lightweight design will quickly be 

appreciated by anyone working hours 
capturing dialog on a fishpole mount. 

The mic has a fairly even frequency 
response: essentially flat (within ±2 dB) 

from 100 to about 12k Hz, with a slightly 

rising HF character that extends to 15 kHz 
and then tapers off to 20 kHz. On the lower 

end, it has a -3dB down point around 70 
Hz, but extending with usable LF down to 
40 Hz. In this test its HF emphasis setting 

added a smooth boost that was perfect for 
increasing "reach" and adding intelligibility 

to vocal tracks without becoming edgy or 
shrill. And wind noise was no obstacle, 

given the combination of the HPFs with any 

of the multiple windscreen options. 
When recording dialog tracks, I found 

the CMIT 5 U to be far more directional 

at mid- and high frequencies (like other 
shotguns), but I was more surprised by 

the similarity of its HF and MF directivity. 
Additionally, the mic's off-axis response 

is superb—even 60 degrees away from 
the center axis, the mic sounds consistent 

to the on-axis source—although slightly 

attenuated. This provides a more forgiving 

approach that offers increased latitude for 

the boom operator. The mic has a self-noise 

spec of 14 dBA (with filters of)—slightly 

lower than that of the MK 41/CCM 41 and 

competitive with other pro shotguns—so 
noise was not a factor, even when boosting 

tracks to normalize dialog levels. 
I also tried using the CMIT 5 U in an 

unconventional studio setting as a snare 
mic. I mounted the mic on an overhead 

boom that pointed downward toward the 

snare, but at a height that was level with 

the overhead mics. The CMIT 5 U had 

no problems handling the SPLs, and its 
directivity offered good isolation from the 

rest of the kit. As the ink was coincident 

with the overheads, the sound when all 
of the mics were combined was full and 

powerful—very cool! 

One caveat: Without a shock-mount, the 
CMIT 5 U is susceptible to handling noise— 

either directly from the hand or transmitted 
through the cable. This is especially 

noticeable at the high-gain settings often 
required to grab distant dialog. Here, the 

80Hz highpass filter and Rycote suspensions 

are essential, but I'd strongly recommend 
Rycote's Connbox 1, a $145 option (shown 

above) that isolates the mic from cable-

borne noise. 

THE WINNER IS... 

With the CMIT 5 U, Schoeps has delivered a 

winner—a solid performer that sounds great 

and might just change the way you think 

about shotgun mics. The real surprise was its 

sound, which resembled what you'd get from 

a good studio condenser rather than a shotgun 

design. That said, the CMIT 5 U is ideal for 

live music recording, yielding a smooth 

sound that brings you doser to the action 
onstage (less room sound), while avoiding 

the thin or nasal character that usually results 

when recording music with shotguns. Price: 

$1,795; includes wooden storage box, foam 
windscreen and stand clip. 

Schoeps, dist. by Redding Audio, 

203/270-1808, www.reddingaudio.com. 

George Petersen is Mix's executive editor. 
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Electronic Media's 
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BEGINS HERE... 

When the world of electronic media embarks on a quest for 
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undeniably the world's marketplace for new product introduction 

and the single greatest gathering of the industry— more than twice 

the size of any other event. If you are an audio or video production 

professional, broadcaster, content owner or distribution channel 

provider, NAB2007 is your passport to opportunity. Get ready to 

form strategic partnerships, take advantage of advanced training 

and education and discover the innovations driving the future of 

entertainment, information and enterprise communications. 
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THE WORLD'S LARGEST ELECTRONIC MEDIA SHOW 

Conferences: April 14-19 • Exhibits: April 16-19 

Las Vegas Convention Center • Las Vegas, Nevada USA 

,Zet your journey beqin! 
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FIRESTUDIO" raises the power of computer recording to a whole new level. Starting with 
eight h,gh-headroom Class A PreSonus microphone pre-amps, FireStudie effortlessly delivers emotion-

fil led performances with deep solid lows, smooth highs and balanced mick.. FireStudio's"' new JetPLL'm jitter 

eliminat'on technology vastly improves stereo imaging and provides clar:ty that's nothing short of amazing. 

With the included Control Console, ProPak Complete Software Suite, and the optional M SR, FireStudio 

delivers the complete recording solution that gets you, and keeps you in the zone of music creation. 

Sweetwater confiures, installs and supports more computer audio systems than any other retailer in the 

country. They recommend PreSonus recording systems day in and day out, because the combination of quality, 

reliability and affordability that PreSonus systems offer simply can't be beat. 

FEATURES 

• High-speed FireWire ( IEEE 1394) audio interface 

• 24-bit resolution, up to 96k sampling rate 

• 26 simultaneous inputs and outputs 

• 8 PreSonus Class A microphone preamps w/trim control 

• 8 analog line Inputs, 2 Instrument Inputs 

• 16 channels of optical A DAT I/O (8 ch. via 96k dual SM U X) 

• S/PDIF I/O, MIDI I/O 

• Jet P - jitter elimination technology - improved 

clarity and imaging 

• Zero latency DS P mixer/router 

Sweetwater Sound Sales Engineers are experts in computer-based recording syste 

Ca I Sweetwater today to get your 
FireStudio racked and rockin' in YOUR studio! 
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26x26 FireWire recording system with DS P mixer/router 

Control Console 

DSP mixer/router 
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(Monitor Station Remote) 

Talkback, dim, mute & mono 

3 modes: track, surround, mix 

Speaker/input source switching 

Dual headphone amps 
0 0 0 CD GI» CLI 00 0 . 11«11111111.111e 

PreSonus 
ProPak Complete 

Software Suite 
(Included) 

Cubase LE 

Reason Adapted 

Amplitube LE 

BFD Lite 

Drumagog LE 

Plus over 2GB of plug- ins, 
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GEORGE JODES 
ROD IRE HAGGARD 

LÇè ûNïkí, Vvikk AND ALL 

By Ellanne Halbersberg 

When it comes to laying the cards on the table, few 

can do it like Merle Haggard and George Jones. 

They built their careers on straight-shooting lyrics 

and uncensored opinions, particularly about Nash-

ville, as well as the music industry in general. 

Twenty-five years ago, Haggard and Jones en-

tered the studio to make their classic album A Taste 

of Yesterday's Wine. Legends already, they continued 
their successful solo careers, enjoying hit records, 

sold-out tours—and a few speed bumps along the 

way. Last fall, the two reunited for Kickin' Out the 
Footlights.. .Again, a concept album of sorts in that 

it presents the two performing each other's songs, 

in addition to four duets of old and new material. 

Music Row has changed dramatically since their last 

joint effort, but Haggard and Jones remain the same: 

two unmistakable voices that don't hold back when 

creating real country music or talking about it. 

So why wait a quarter-century to get back to-

gether? "I honestly wish we hadn't waited so long 

because it was a lot of fun being in the studio doing 

both albums," says Jones. "I think Merle feels the 

same way I do—we don't like the fact that main-

stream radio doesn't play us but a lot of 'Americana' 

stations do, and we still have our crowds on the 

road. Traditional country fans know what real coun-

try is supposed to be. and regardless of whether or 

not radio wants to play us, we have people wanting 

to see us that much more because they don't hear 
us on the radio." 

Haggard adds, "I want to increase the airplay 
and George does too. But we've got to he thankful 
for the airplay we have received over the years, and 

even now there's a light at the end of the tunnel: 

A radio station in L.A. went totally 'classic country.' 

It's happening in the U.S., and I've got to say that if 

it happens that whoever pushes the button on the 
other stations doesn't want me, so be it. There's XM 

and Sirius, and all the new conditions they'll have to 

deal with. People are tired of force-feeding. I think 

the public will somehow rise up and take over" 

When it came to recording their second album, 

selecting tracks from each other's remarkable cata-

logs was no easy task, but the outcome is a unique 

spin on familiar material, as well as a chance for the 

original artists to listen to their own classics with a 

new perspective. "The songs are refreshing when 

you hear somebody else sing them," says Jones. 

"When I heard Merle do She Thinks I Still Care' and 

The Race Is On,' it brought a new feeling to the 

songs. I started listening to what the songs are really 

saying, instead of the routine of being on the road 

and doing them night after night. I got a different 
feeling, but a good feeling." 

"I know at least 40 of his songs, and he could 

do the same with me," adds Haggard. "My best 

performance is 'Things Have Gone to Pieces,' and 

'Window Up Above' is pretty nice. His best are 'Sing 

Me Back Home' and 'The Way I Am.' All My Friends 

—CO1V77NUED ON PAGE 103 
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FIVE FOR HEN 
JOHN ONDRASIK FINDS HIS NICHE 

By Blair Jackson 
The "group" is called Five for Fighting, a 

term that comes from the world of hockey, 

as in a five-minute penalty for fighting. But 

in truth, Five for Fighting is, for all intents 

and purposes, one man: singer/songwriter 

John Ondrasik, who's more likely to get 

five for being sensitive than for high-stick-

ing. (Okay, jokes aside, he is a serious 

sports fan; so much so he writes a column 

on hockey for Sports Illustrated.) Over 

the course of four albums since Five for 

Fighting's 1997 debut album, Ondrasik 

has established himself as an artist with a 

distinctive songwriting (and actual) voice. 

He's been variously compared to Billy Joel, 

Elton John and other piano-based artists he 

freely admits were influences, but he has 

also succeeded in carving out a niche of his 

own—his sound is instantly recognizable. 

It was twist of fate that first thrust On-

drasik, a Southern California native, into the 

pop mainstream: After the terrorist attacks of 

September 11, 2001, Five for Fighting per-

formed a tender, bittersweet ballad called 

"Superman (It's Not Easy)" at the Concert 

for New York City, and the song immedi-

ately took off and became a multiformat 

hit, propelling the 2000 album from which 

it was drawn, America Town, to Platinum 

status. Ondrasik has built on that devoted 

fan base ever since, and put out two more 

albums: The Battle for Everything (2004) 

and the latest (and in my view, best) Five 

for Fighting opus, Two Lights. The album 

has already spawned one adult pop/AAA 

hit, "The Riddle," and there are a number of 

other excellent songs that could find their 

way onto various types of playlists, from 

the anthemic "Johnny America" to "World," 

with its philosophical musings, or his beau-

tiful ode to his young daughter, "I Just Love 

You." It's a richly textured affair, with unob-

trusive strings gliding through many songs, 

tasteful guitars and the solid keyboard un-

derpinnings that so nicely match Ondrasik's 

vocals, which stretch from a baritone to an 

effective falsetto in great swoops. 

"It was a really hard record to make 

and I'm proud of the fact that we did it 

ourselves," Ondrasik says by phone one 

late-fall afternoon from San Diego [Calif.], 
where he and his four-piece band were gig-

ging. Ondrasik has always been interested 

in recording and has been more and more 

involved with the making of each of his 

albums. 

"The first record I made, Message for Al-

bert, came and went because EMI Records 

dosed. On your first record, you're just so 

happy to be there; you're not necessarily 

paying attention to engineering or crafting 

or production. I was just thrilled to be mak-

ing a record. When I made America Town 

with [producer and multi-instrumentalist] 

Gregg Wattenberg, it was one of those very 

low-budget records. We were going into 

the studio at two in the morning just to get 

the low rates and we spent a year doing it 

by ourselves. The mics were breaking; we 

had a lot of bugs. We did it in various stu-

dios—like Mad Dog in Burbank. We had no 

money and we were just kind of swimming 

upstream, but we didn't know any better. 

That process of being in the studio and 

crafting songs was like breaking the ice." 

Some high-powered mixers, such as Bob 

Clearmountain, Frank Filipetti and Jack Jo-

seph Puig, were brought in to polish some of 

the tracks on that disc, "but that came after the 

fact," Ondrasik says. "When the label smelled 

a hit, they brought them in." And the success 

of "Superman' justified their investment. 

"Then the next record, after I'd had a little 

success, was completely opposite," Ondrasik 

continues. "Budget was not an issue, and we 

got to do whatever we wanted, so we ran 

up to one of the masters, [producer] Bill Bot-

trell, and I learned a lot from Bill. Without 

him, I don't think I could've produced this 

new record myself. Being a producer, but 

also a songwriter, a musician and engineer, 

Bill understands all those aspects and the 

process of cutting song by song—it may 

sound a little trivial, but it's a huge difference 

from spending two weeks cutting drums, two 
weeks cutting guitar, do vocals and mix. Bill's 

process was put the band in the room, get a 

wonderful headphone mix so you're inspired 

and then go for it—you really feel like you're 

-CONTINUED ON PAGE 105 
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JUNO COU6f111 EIRLEOCOMPIS 
"PIN HOUSES" 
By Heather Johnson 

Early one summer morning in 1983, a 32-year-old John Mellen-

camp, dba John Cougar, drove himself home to Bloomington, 

Ind.. from the Indianapolis airport. He had won an American 

Music Award for Favorite Pop Male that year, as well as his 

first and only Grammy Award—Best Rock Vocal Performance, 

Male for "Hurts So Good" from his multi-Platinum break-
through album, American Fool. After seven years of playing to 

near-empty dive bars, dealing with shady managers and hav-
ing his name changed behind his back, he had finally achieved 

quantifiable commercial success. 

As he cruised along an overpass, he looked down and saw 

a black man sitting with a cat in his arms on the front porch of 

his weathered, pink shotgun shack. The Interstate ran within 

feet of the man's front yard, but he didn't seem disturbed by 

the commotion around him. "He waved, and I waved back," 

Mellencamp told Rolling Stone. 'That's how ["Pink Houses"' 
started." 

Mellencamp, still learning the craft of songwriting and ar-

ranging, sat down with a tape machine and described the man, 

and didn't stop recording until he had "Pink Houses" fully writ-

ten. More song ideas came just as quickly. Propelled by this 

creative surge, he called up producer/engineer Don Gehman, 
who had worked on American Fool and the largely forgettable 

John Cougar album, to come and record his next album. 

Mellencamp, guitarists Mike Wanchic and Larry Crane, 

drummer Kenny Aronoff and studio bassists Willie Weeks and 

Louis Johnson (standing in at various times for newcomer Toby 

Myers) headed to The Shack, an unfinished, rundown farm-

house between Brownstown and Seymour, Ind. Mellencamp's 
sister, Laura, and her husband-to-be owned the house and the 

hog farm it sat on, but ran out of money before they could 
finish renovating their home. Mellencamp agreed to lend them 

the money on one condition: that he could first use the space 

as a recording studio. The John Cougar-produced Never Kick a 

Sleeping Dog album by Mitch Ryder served as a test run for The 

Shack to see if recording on native soil would work better for 

the devoted Midwesterner, who felt too crazy and distracted 

in fast-paced LA. and wanted to be close to his friends and 
family. 

With the help of Criteria Recording's chief engineer, Ross 

Alexander, and staff engineer Greg Edward, Gehman gutted 

the Miami studio's mobile unit and moved its equipment—an 

MCI console, 16-track tape machine and a few other items— 

into The Shack's kitchen, which became the control room. 

They blew a hole in the wall so that they could see into the 
living room, now the live room, put up a little bit of drywall to 

create a drum room and iso booth, and away they went. 

"Since it was being taken apart after recording, there was 

no need to make it pretty, and it wasn't," recalls Grammy-

winning engineer David Thoener, a 29-year-old New Yorker 

at the time, who was called in to engineer and mix alongside 

Gehman. "The air-conditioning ducts were hanging out of the 

classic tracks 

ceilings; it was quite a sight. But it had an amazing sound." 

"The control room was so small you literally couldn't turn 

around," adds Wanchic. "You had to just pick your spot and 
plant!" 

By recording in this underdeveloped home studio (a 

precursor to Mellencamp's professionally built Belmont Mall 

recording facility, also near Bloomington) in rural Indiana, the 

group could isolate themselves from society, but not from the 

animals in the back yard. "The smell was unbelievable!" recalls 

Wanchic. Thoener remembers eating lunch outdoors while the 
pigs milled around and breaking for dinner at a nearby greasy 
spoon. 

"Pink Houses," thank goodness, featured the inner ambi-

ence of The Shack. "There is no reverb on the drums; that 

sound is only the living room," says Thoener. "John's track-

ing vocal was recorded in the same room. We used gobos 

with Plexiglas windows, put John in a comer of the room 

and made a triangle. He stood there looking at Kenny and the 

entire band. Everyone was in the same room. The backing vo-
cals were an overdub, but recorded in the same room, so the 

ambience on those vocals is also the living room." One instru-

ment bled into another in the ramshackle recording environ-
ment, giving Mellencamp the raw, Rolling Stones-influenced 

sound he wanted. 

Mellencamp sang with the band in his isolated corner, 

probably into a Telefunken or a Neumann, as Thoener recalls. 

The engineer set up Aronoff's drums in the opposite comer, 

and Wanchic and the bassist on opposite sides facing the 

kitchen/control room. Crane stayed in the control room, but 
his amp was miked in the bathroom. Wanchic's amp and the 

bass amp also went into separate isolated rooms elsewhere 
in the house. 

Working from 10 a.m. to midnight, they recorded "Pink 
Houses" in one day and finished the entire album in 16. 

"Sometimes it just falls together, and sometimes you beat your 

head against the wall for a week and you end up with babble," 
says Wanchic. "We were smart enough, or at least we thought 
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so, to know the difference." 

"Think fast, make mistakes," was the cre-
do for this album, which was a radical depar-

ture from the labor-intensive American Foal 
"We just decided to go out there and make 

the rawest, most natural-sounding, off-the-

cuff, first-impression record that we could 
come up with, and we did it very spontane-

ously," says Wanchic. "First ideas were ex-

ploited heavily, and it was done with great 

vigor and aggression." 
"Don't let me go back and touch any of 

these songs, even if I want to," Mellencamp 
would tell Gehman and the band. 

Gehman kept many of the original lead 
vocal takes, with Mellencamp going back 

later only to fix a line or two. "He is me-
ticulous, but you can't deny a great perfor-

mance," says Thoener. "If you're lucky to get 
it on the live take, you'd be a fool to not 
recognize it and keep it. He's always after his 
best performance and not one for punching 

in syllables." 
As with the previous Mellencamp/ 

Gellman collaborations, Gehman's presence 
was integral to the success of this off-kilter 

recording session. Aside from being an excel-
lent engineer, he also had a calming influ-

ence over the hotheaded young artist. He 

wasn't intimidated by his client's demanding 

nature; he served as a sounding board for 

Mellencamp's ideas and kept him from going 

too far over the edge. 
But Mellencamp also pushed him and his 

band by taking them to unfamiliar and un-

conventional territory. For (lb-Huh, Mellen-
camp wanted to call forth a sound that wasn't 

just aggressive-sounding, but was irritating 
and aggravating, the very opposite of the 

clean and more pleasant sound of his earlier 

records. Recording in a half-finished house 
with wires covering the floor and minimal 

equipment was one way to instill some of the 

tension that would lead to this rough-and-

tumble sound. "Because of my background 
in live sound, I was accustomed to moving 
equipment in and out, wiring things up and 

making them work," says Gellman, who got 

his start as a sound engineer for Clair Bros. 

"Getting used to what an environment does 
to you acoustically and making judgments 

[in that environment], I knew nothing about. 
I'm out in the boonies, with gear that I'd 
rented in some acoustic space where I really 

couldn't hear anything, and then he wanted 
me to create something that I had never done 

before. Everybody was pushed to this place 

where they're teetering." 
Recording the Ryder album helped 

Gehman and his tech staff work out some of 

the kinks with The Shack before beginning 

(lb-Huh, which is one of the reasons the ses-

sions went relatively smoothly and quickly. 

After 16 days at the hog farm, Gellman 
and Thoener mixed the album at Cherokee 

Studios in L.A., the same studio where Mel-

lencamp had recorded Nothin' Matters and 

What If It Did and parts of American Fool. 
PolyGram then turned over Uh-Huh to Bob 

Ludwig for mastering and released the album 

in late 1983. A photo of The Shack appears 
on the back cover, while the front introduces 
the artist's real surname--Mellencamp—to 

the record-buying public for the first time. 

Sometimes it just falls 

together, and sometimes 

you beat your head against 

the wall for a week and you 

end up with babble. We 

were smart enough, or at 

least we thought so, to know 

the difference. 

—Mike Wanchic 

The album shipped Gold and was certi-
fied Platinum five weeks after its release. 

"Pink Houses," its second single, reached 

Number 8 on Billboard's pop singles charts, 

and ultimately became an American anthem 

for the working class. Even though the song's 
underlying message says, "the American 

dream ain't all it's cracked up to be," its 
catchy chorus got the attention of then-Presi-

dent Ronald Reagan, who wanted to use the 
song for his 1984 re-election campaign. Mel-

lencamp, a life-long liberal, refused. 

The artist known authentically as John 

Mellencamp since 1991 admits that despite 
the song's ubiquitous nature in the U.S. of A., 

he still cringes a bit whenever he listens to 

the words. `When I hear 'Pink HousPs'—on 

the radio and when I sing it—I think, 'Damn, 
I should have taken 10 more minutes on that 

ending,'" he said in an interview with the 
Washington Post. "I don't like the lyric 'And 

the simple man pays for the bills, the thrills, 
the pills that The song was so on the 
money until that last verse." 

Born in a Small Town: The John Mellencamp 
Story by Mix contributing editor Heather 

Johnson will be published by Omnibus Press 

in November 2007. 
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Are Strangers' is wonderful. It's an interest-

ing album to listen to. I enjoyed it myself, 
and I don't listen to my own music. I wasn't 

there when George cut my songs [Haggard 
cut all his tracks in one day], but he was 
there when I sang his, and he was highly 

happy. He worked a tour, came back, did 
his tracks and I heard the finished product. 

He blew me away." 

Putting the project together and taking it 

from studio to CD required not only a master 
producer and engineer, but also individu-
als with an understanding of and genuine 

love for the heart and soul of this sort of 
traditional country music. Jones called upon 

Keith Stegall, award-winning producer and 
songwriter, renowned for producing every 
Alan Jackson album (except Like Red on a 

Rose), and his longtime engineer, John Kel-
ton. The team had worked with Jones on 

his Cold Hard Truth and Hits I Missed. . .And 

One I Didn't albums, but it was their first 
time with Haggard. 

"I recorded all the tracks over a couple 

or three days and sent them to Merle," says 
Stegall. "Then he came to town and we cut 

a couple more tracks with two mics set up 

like they did it years ago. They were stand-
ing side by side, and it was incredible to 

look through the glass and see them. The 

studio environment was like a couple of old 
fishing buddies relaxing. They both have 

high levels of intensity, but like different 

colors of intensity—one might be blue and 

one might be green. 
"Sometimes as a producer, you forget 

what you're doing and get lost in the me-

chanics, then you pinch yourself and go, 
'Oh my God!' In the back of my mind, grow-
ing up with traditional country, I thought 

it would be a high point in my career to 

someday record these icons; it so happened 

that it came together with this album. It was 

tough to try to be 'normal' around them be-
cause I'm in such awe of these guys. It was 

the first time I had ever really been around 

Merle, and to sit behind the console and 
suddenly hear that timeless voice coming 

through the speakers, and look and there's 

the voice attached to the man." 
Stegall has a simple rule he applies in 

such situations: "When you deal with artists 

of that caliber, the best thing you can do is 
stay out of the way but [still] be involved. 

All I wanted was to be able to capture it. 
I tried to let the process be as natural and 

unencumbered as it could be. 
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"The great artists I work with have such 

a strong sense of what they sound like and 

the record they want to make," he contin-

ues. "I put together the corresponding play-

ers and re-create that. Merle and George 

can do whatever they want, but there's an 

identifiable sound to both of them and my 

job is to stay close to that and gently nudge 

them if necessary—in my passive-aggres-

sive way! I'm not a fan of punching lines 

in because people fall out of character. I 

would rather keep the imperfections so it 

feels like a performance." 

From Haggard's perspective, "Keith is 

young, energetic, has good ideas, good 

instrumentation and good ears," he says. "I 

don't know anyone who could have done 

it any better. He let me do whatever I did. 

I didn't know his ears, I had no opinion 

of him [going into the sessions] because I 

didn't know him, and it was important to 

me to have someone in the control room I 

know and who listens to me. I don't need 

someone from Nashville—I don't much 

trust anybody there—but I see what Keith 

did and I have faith in him. We now have 

a track record and we believe in each 

other." 

The clinical sterility of contemporary 

country hasn't bypassed Haggard's discern-

ing ears. "It comes from too much scrutiny; 

it's a production mistake," he says. "Real-

ity doesn't allow for that much perfection. 

The warts and moles they shave off are the 

things people identify with and call your 

style. You could hear Elvis breathe on a 

record. Now they take it out as unnatural 

noise, extract the humanity and it sounds 

like an electronic, perfected piece of shit. 

I'd much rather hear an artist who can actu-

ally sing in front of a room with a guitar. 

Some of these artists go on the road and 

use tuners on the mic so they can't go out 

of pitch. That has nothing to do with talent, 

that has to do with bullshit." 

To preserve those "warts and moles," 

Stegall relied on Kelton, his senior engineer 

and "right hand." The two met in 1987 when 

Kelton was engineering at Nashville's Studio 

19. "John majored in cello in college and he 

has a sense of purity as to how things are 

miked and go to tape," says Stegall. "He's 

very organic, with a mind from another 

planet as far as how to mix, so you feel 

like you're listening to a band in your living 

room and it's not squished or EQ'd. 

"Before we track, he gives me all the op-

tions, and on something like this I wanted 

analog," Stegall continues. "So I bought 

the rest of the analog tape that was left in 

Nashville—I got all I could and stuck it in 

a room in my studio! Then they transferred 

Merle Haggard (left) and George Jones work on one of four duets on Kickin' Out the Footlights. Again. 

it from analog to Pro Tools so we could 

work a little easier. The album was done 

at Starstruck, Reba McEntire's complex. We 

brought everything to my SSL room where 

the rest of it was assembled, then we went 

back to Starstruck for a couple of piano 

overdubs. I have an SSL G Series and Pro 

Tools HD and analog—a little old and new. 

John and I are partners and he put together 

what we needed in our chain. I put in big 

monster monitors, APCs, because I like the 

big sound when I listen back." 

"The board was an SSL 9000 J and Star-

struck has a good bit of outboard equipment 
that we used, too," Kelton says. "For tape 

we used a Studer 827 16-track for the drums 

and bass and a Studer 827 24-track for ev-

erybody else. That was fed into a Pro Tools 

HD system. I mixed on an SSL 4056 G+ at 

Keith's studio and mixed to the new 900 

[tape] that used to be the Emtec; this is the 

first thing we've done on it. We used the Am-

pex ATR-100 half-inch. For mics, Merle was 

an old Neumann 47 into a Martech preamp 

and LA-2 compressor that was hardly used 

at all. George was an older-stock U87 into 

a Martech into a Telenonix LAI compressor 

that we've used with him for a while. There 

was no EQ on either one of them." 

The setup, says Kelton, was specific for 

Haggard and Jones. "The way we ran the 

tape was a little different from what I'd nor-

mally do. The 16-track was actually being 

sub-mixed to three tracks on the 24-track, 

so should anything need to be punched in, 

we wouldn't have to wait for anything to 

lock in. I've done this in the past, when you 

want more than 24 or 16 tracks of analog 

and you don't necessarily want to wait for 

the machines to lock up when you're doing 

quick punch-ins." 

Like Stegall, Kelton was excited about 

the project and was willing to stand back 

and let the magic happen naturally. "I just 

stay out of the way," he comments. "That's 

the smartest thing I can do. I set them up 

in the room with the players and no baf-

fling between them. The drums were in a 

smaller booth and the room was open for 

their singing. Everyone was pretty close 

together, all playing together. This was the 

first record I've done that way. Usually, 

singers cut with some kind of isolation 

around them. 

"This experience was one of those things 

where if they can pull it off and it works, it's 

great," Kelton continues. "If things bleed or 
need to be fixed, it can become a nightmare. 

The beauty of Merle and George is they're 

always 'on' and there was no trouble at all. I 

can't think of anything that got punched in. 

If there was any bleeding, it just became part 

of the sound." 

Recording technology continues to 

expand at a steady clip, but for pros like 

Haggard and Jones, it's the same picture in 

a new frame. "It's like all golf courses are 

different but the same," says Haggard. "You 

start at the first hole and end up at the 18th. 

There are different ways to make records, 

but it's still all about what goes in the mic 

and what it sounds like coming out the other 

end. The way they do it now and the way 

we did it years ago is different to the people 

who make the records, but it's the same to 

the artist. You go in and do it and hope they 

don't alter it from reality too much. I'd rather 

have those warts and moles." 
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making the record as you're recording. 

You're locked up in the middle of nowhere 

up in Mendocino [several hours north of San 

Francisco]. He put a studio in an old paper-

manufacturing plant. The board was in the 

room, and we cut it song by song and the red 

light was always on. 

"I learned so much from that process, and 

that's one reason why this record was such 

a challenge. This time around, there was 

no big budget—big budgets don't exist any 

more, no matter how many records you sell, 
and I was intent on having the same process, 

where the band was in the room, we were 

always recording, we would take a few days 

on a song, have the ability to go back to the 

drawing board, revisit songs, cut 20 songs 

and have a six- or seven-month process, 

which frankly you can't do in a $2,1300 room 

at Ocean Way anymore. I had to buy my own 

studio. I spent a year searching and scour-

ing for gear, and I found a room up in Ojai 
[near Santa Barbara] that had a great old Neve 

board, vintage 1073 [mic pre's], a great bunch 

of outboard gear, including a stereo Fairchild 

compressor, and an incredible mic collection. 

Producing vocals was the hardest because I'm in the booth 

singing at a time when you want to be thinking about 

nothing but projecting the song or interpreting the song, 

but there's the little guy with the hat on in the back of your 

mind saying, "You're overselling it; you're a little out of tune; 

maybe we can comp that with the previous vocal." 

—John Ondrasik 

I ended up buying the whole thing. So we 

pulled all the 1073s out, racked 'em up, but 

we still needed a space [in LA.]. Well, we had 

a friend who had a space called Revolver 

Studios in Westlake, so we went in there, 

built a piano booth, brought all the gear in 

and we set up. We were no longer hostage 

to the high day-rate. We took the band there 

and spent six months making that record. We 

ended up sort of producing it ourselves by 

default. Bill [BottreIll was busy, so we just 

kind of started and went from there. 

"Producing vocals was the hardest," he 

continues, "because I'm in the booth sing-
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ing at a time when you want to be thinking 

about nothing but projecting the song or in-

terpreting the song, but there's the little guy 

with the hat on in the back of your mind 

saying, 'You're overselling it; you're a little 

out of tune; maybe we can comp that with 

the previous vocal.' When I was producing 

other musicians, it was a little easier, but 

it was still hard beyond the logistical side 

of production—the emotional side, writing 

the songs, the crafting of the record; it was 

really tough. Of course, the positive side is 

your vision is undiluted. 

"You've got to know what your limi-
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tations are, and I know I'm not a good 
engineer, and [bassist and guitarist] Curt 

[Schneider] can engineer, so that took a big 

weight off my shoulders. Then there were 

a couple of songs I thought we didn't get 

all the way, so Mark Endert came in and 

not only mixed the record, but also helped 

produce a couple of songs." 

Ondrasik says that some songs were vir-

tually live takes, while others were "crafted 

to death. 'The Riddle' is one: Every kick 

drum is placed, but it started as a piano/ 

vocal demo. It had a good vibe to it, so 

we decided to build on it. You have to be 

prepared to go both routes. You can spend 

a lot of time chasing that magical demo, 

but you can't recapture magic. You can 

get maybe 80 percent of it. That's why you 

have to be set up to get it all." 

In this case, it was having Pro Tools run-

ning constantly—recording every idea from 

beginning to end—that gave Ondrasik the 

options he needed to construct the record 

he wanted. "We could never have made this 

record without that technology," he says. 
"What we did was all three of us [Ondrasik, 

Schneider and guitarist Andrew Williams] 

got compatible HD systems, so at night Curt 

would go home and comp [Joey Waronker's] 

drum tracks, Andrew would do clean-up 

sessions and I would do vocals in my living 

room. Then the next day we'd all come in 

and we'd transfer all the files to everyone's 

hard drives. Economically, logistically, time-

wise, we could not have done it without that 

ability. We probably saved a week in rewind 

time alone," he says with a laugh. 

As for the strings on this and other Five 

for Fighting albums, Ondrasik says he was 

influenced by the work of such arrangers 

as Paul Buckniaster (the early Elton John 

records), Bob Alcivar (Tom Waits' Heart 

of Saturday Night), George Martin (The 

Beatles) and others. 

"It's always a dangerous road to walk 

because it's so easy to go over the top—this 

record in particular," he notes. "Because 

there were so many strings on it, I didn't 

want to go string crazy. So how do you 

treat them? Some it's a combination of my 

demo [synth] strings with live strings. I try 

to arrange them all myself and then I sit 

back, and say, 'That's okay, but that one 

needs somebody better.' So that's when 

you take an arrangement to someone like 

David Campbell and he can embellish it for 

you. And I also went to Jorge Del Barrio, a 

Brazilian orchestrator I found through Bill 

Bottrell, for a couple of songs where I knew 

that strings were going to be crucial to the 

emotional content of those tunes. I'm really 

happy with how it all came out." 
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COAST 

L.A. GRAPEVINE 

by Bud Scoppa 

A wave of mortification swept over me 

on a late-fall evening as I approached the 

gleaming new home of Levels Audio Post 

(http://levelsaudio.com) at 1026 Highland 

Ave. in Hollywood for the facility's grand-

opening party Pulling into the line of 

Benzes, Jags and Beemers creeping toward 

the entrance of this high-tech Taj Mahal, I 

wondered whether the valet would scowl 

at the sight of my grimy 10-year-old Ford 

Explorer and wave me on. But he took my 

PHOTO : EDWARD COWER 

Levels Audio Post's Mix la —one of five rooms in the elegant 13,000-square-foot complex 

car, a smiling young woman admitted me 

into the party and I was handed an electric-

blue cocktail in a martini glass as I tried to 

look like I belonged there. Once inside, it 

was easy to spot the host: Levels owner 

Brian Riordan was working the room like 

a spinning top, wearing the same sort of 

euphoric grin you see on the faces of new 

fathers. 

Riordan's baby is a 13,000-square-foot 

shrine to state-of-the-art audio and video 

hardware, set off by mood lighting, brick 

walls, exposed beams and ultramodern 

furniture of his own design. I wandered 

into Mix 1, the biggest of Levels' five mix 

rooms, and managed to avoid spilling my 

cocktail on its centerpiece, a Digidesign 

ICON D-Control console—"the big boy," 

Riordan calls it—which allows him to do 

stereo and 5.1 mixes for both standard and 

high-definition telecasts. The other four 

rooms are outfitted with D-Commands, 

making this the first all-ICON post house 

in town, according to the proud owner. 

These impeccably appointed environments 

have the feel of contemporary recording 

studios, thanks to the design of renowned 

architect/acoustician Peter Grueneisen of 

studio bau:ton fame (now of nonzero\ 

architecture), but the theater-sized Sony 

1080i HD projector on the far wall of each 

space and the Sharp Aquos LCD monitor 

mounted directly in front of each ICON 

console identify these rooms as high-end 

A/V workspaces. 

The facility is also equipped with 

outboard gear from companies such as 

Avalon, BSS and TC Electronic, as well as 

— CONTINUED ON PAGE 112 

by Rick Clark 

I'm sitting in a pub in Bolton, England, trying 

to finish my "Nashville Skyline" column. 

It's the only place in town where one can 

get a Wi-Fi signal, but it's hard to get work 

done when the locals find an American at 

a laptop an utter curiosity, and the pints of 

Guinness keep showing up at my table. I 

was taken when the whole place erupted 

in singing Bon Jovi's "Living on a Prayer" at 

football stadium/rock concert level to the 

blaring sound system in the place. I don't 

recall ever hearing that in the States, even 

when mullets were the craze. I've also 

been entertained by a hard rock version of 

Tommy Roe's "Dizzy." Ritchie Valens' "La 

Bamba" got yanked for Dexy's Midnight 

Runners' "Come on Eileen," and the whole 

place is singing again. This should set the 

tone for this month's column. 

During the early '70s, I worked at Pop 

Tunes Records in Memphis, the largest 

record store and one-stop distributor in 

the South. While Memphis soul and rock 

music permeated the whole vibe of the 

store, it was hard to ignore the other 

universe of country music represented by 

Nashville, just up the road. I would walk 

up the country music aisle in the store 

and see all these artists dressed up in 

wild outfits on album covers. If working-

class English rockers loved dressing up 

in fantastic garb that created a kind of 

glam reaction to their drab, working-

class existence, then country stars were 

certainly making their own wondrous 

fashion statements. Porter Wagoner was 

one of the over-the-top kings of the pure 

country fashion aesthetic. I can't tell you 

how many times I looked at Wagoner's 

albums (and the duet album with Dolly 

Parton), and thought, "One day I'd love to 

meet these people." Thanks to working at 

Mix, I have been able to do that. 

Parton turned out to be an absolute 

gem of a person (see August 2002 Mix), 

and when I recently got a call that 

Wagoner was going to be in the studio 

with Marty Stuart producing, I thought this 

was going to be a great session I should 

catch. Wagoner was always much more 

than a "fashion statement" in a designer 
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Nudie suit. This was the guy who had 

delivered such hardcore country wonders 

as "Eat, Drink, and Be Merry (Tomorrow 

You'll Cry)," "A Satisfied Mind," "Company's 

Comin'," "Trademark" and a number of 

Top 10 hits. Wagoner celebrates his 50th 

anniversary as a member of the Grand Ole 

Opry this month. He also hosted The Porter 

Wagoner Show, which played to hundreds 

of markets and millions of viewers for 

21 years. I remember watching Wagoner 

when I was a kid. It was the first time I 

saw Parton, whose regular appearance 

on his show helped launch her amazing 

career. 

The Anti Records label celebrates 

authentic talents and renegades like Tom 

Waits, Bettye Layette and Neko Case. Its 

sister label, Epitaph, has a long history 

with punk and alternative music. So it is 

an interesting statement that real hardcore 

country artists such as Wagoner are on 

these labels. But then again, the heart 

of the real rock and punk experience 

was always about flying in the face of 

inauthentic artistry and culture. So bring 

on the country, and bring on Wagoner's 

debut Anti effort, Wagonmaster. Album 

producer Stuart is one of the most talented 

people in Nashville, and he's plugged-

in enough to know that someone like 

—CONTINUED ON PAGE 114 
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Country legend Porter Wagoner recorded his Anti debut album 

at Omnisound Studios with producer Marty Stuart. 

by David Weiss 

Like Bentleys and 

Ferraris do for serious 

drivers, major recording 

facilities serve as an elite 

source of inspiration to 

musicians, engineers 

and producers. But 

their foundation in 

the music world, once 

solid as a rock, has 

shifted as the changing 

music business and 

production techniques 

wreak havoc on their 

business model. 

In New York City, 

these truths have 

spelled the end for 

some classic rooms 

(R.I.P. Hit Factory), but 

they have also led to original approaches 

in the fight for survival. In the case of two 

of Manhattan's other big rooms, Right Track 

and Sound on Sound, the move was highly 

unusual: a merger. First put into effect a 

little more than a year ago, in November 

2005, the story of their quick transformation 

from fierce competitors to blood brothers 

now known as Legacy Recording Studios 

(www.legacyrecordingstudios.com) offers 

a revealing look into the evolving world of 

large studios in New York and worldwide. 

Spearheaded by former 

Sound on Sound president 

Dave Amlen and former 

Right Track president Simon 

Andrews, the idea behind 

the merger germinated in 

2004. Earnings were way off 

pace at the 11,000-square-

foot Sound on Sound space 

on West 45th Street, and 

Right Track, headquartered 

in Times Square on 48th 

Street, was still reeling 

from a multimillion-dollar 

cost overrun incurred in 

constructing its masterful, 

4,600-square-foot Studio 

A509 on West 38th Street. 

"In June 2004, cash flow 

COAST 

Legacy's Chris Bubacz (left) and studio manager Matt Carter 

was miserable," says Amlen candidly, now 

CFO/C00 of Legacy. "Business was down 

considerably from the year before, and 

we'd fallen months and months behind on 

our rent. We had a new landlord in the 

building; they were not nice people and 

the previous 18 years of Sound on Sound 

there were meaningless to them. So we 

looked at our options, and the only one 

we had was to restructure: Do a Chapter 

11 bankruptcy filing and have the federal 

courts protect us while we figured out a 

way to make things work and hopefully 

see the industry turn around. 

"Meanwhile, back in 2001, Right Track 

had opened up their huge scoring room," 

Amlen continues. "The original budget was 

supposed to be $6.5 million, but there were 

many complications leading to serious 

overruns, and when the whole thing was 

done, the budget came out to be about 

$13 million. It put a severe strain on Right 

Track. During the next four-and-a-half 

years, the studio got further and further in 

the hole, financially. 

"So two big companies in the industry 

had fallen on tough times for different 

reasons, and because Sound on Sound's 

filing was public, Simon made the overture 

to me. We had known each other for 16 

—CONTINUED ON PAGE 116 
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A\ D STUDIO NEWS 

A YEAR AT LONDON BRIDGE 
SEATTLE STUDIO GETS NEW OWNERS, NEW LIFE 

It's been a little more than a year since Seattle-based producers 

Jonathan Plum and Geoff Ott purchased the city's legendary 

London Bridge Studio (www.londonbridgestudio.com) from 

brothers Rick and Raj Parashar, and it's been quite an education 

and a boon for the new owners. 

During the Parashars' tenure, the facility was essentially 

dedicated to co-owner/producer Rick Parashar's album projects. 

For nearly 20 years, he produced local and national bands in the 

5,000-square-foot studio, which is centered on a 1970s-vintage 

Neve 8048 console. Producer and studio struck Platinum in the 

early '90s with the production of Pearl Jam's unforgettable debut, 

Ten. London Bridge became a recording Mecca for the burgeoning 

grunge scene, hosting Blind Melon, Soundgarden and Alice in 

Chains, among others. 

But by the time the Parashars' lease came up for renewal 

in '05, Rick Parashar decided he'd had enough of the studio 

business and suggested that Plum and Ott—former London 

Bridge employees who had worked on many of those era-defining 

productions—take over the tease and buy out the business. 

"It took us by surprise," Ott says. "It was like, 'Next month 

it's up, and they have renters for the space that can make it a Carpet 

Warehouse: Jonathan and I both knew the studio and how special it 

is—the great tonel, and the history that it has. I put a lot of heart 

The Geoff Turner-designed live room at London Bridge Shidic 

business, and both have developed excellent communication skills, as it's 

essential they both know about upcoming bookings and personal projects. "We 

were also in direct competition with each other as producers," Ott says. "But 

we were friends first, and we've been friends. We iron things out 

and have established a code of respect for each other." 

In their early weeks as high-end studio owners, Ott and 

Plum upgraded the facility to Pro Tools HD and acquired a 

pair of Royer ribbon mics, an Alan Smart compressor and two 

Distressors, among other items. They also revived a piece of the 

studio's illustrious history: "The studio used to have a Studer 2-

inch 24-track, but six years ago, the previous owner had ripped 

it out because they were done with analog," Plum says. "He 

snipped the cables from the remote control and put it in tne 

garage, where it sat for five years getting dusty. One of the first 

things we did was revive that tape machine." 

As an example of what owning a top-end studio has done 

for his career, Ott says, "One band I worked with this year was 

Tysen. They're a Christian rock band and they've had some good 

success. I was able to get signed on to the project and do it for 

a flat fee where I could utilize open static, time to mix. Before, 

I would have been stuck in the environment of a small studio— 

basically, a computer and a few mics—which is not as creative 

as having a big studio with all the tools, spaces and rooms." 

London Bridge also hosts a good deal of orchestral 

recording, in part because, as Plum points out, the nonunion 

musician pay in Seattle is lower than rates in L.A. or New York, 

and because the studio is the only one of its size and location 

with hardwood floors. Recent high points include the Dori Amarilio-produced 

sessions for ESPN's version of the Monday Night Football theme and the score 

for videogame Lineage. 

"Compared to L.A. and New York, our rates are probably ridiculously cheap," 

Plum says, "but we have to stay relevant in Seattle. We'd like to charge more 

but we also are really glad we can have great local bands record here." 

—Barbara Schultz 
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Proud owner/producers Jonathan Plum (left) and Geoff Ott 

into my decision." 

"We both were relatively established as local music producers, and 

we were doing just file producing music without owning a studio," 

Plum recalls. " But WE realized that being attached to a name like 

London Bridge and having the ability to use a facility like this certainly 

couldn't be bad for our producing careers." 

Plum accepts the :ion's share of responsibility for managing the 
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BEHIND THE GLASS 

NEW STUDIO 
JDM LAUNCHES BELUGA TRUCK 

The moody interior of IDM's new Beluga Truck 

Producer/engineer/songwriter Jimmy Daniel's 

JDM Mobile company (www.jdmmobile.com) 

announced the launch of its new digital 

broadcast/recording facility, the Beluga Truck. 

The 40-foot remote studio is fitted with two 

complete systems, each of which includes 

a Yamaha DM2000V2 with Add-On effects, 

Pro Touts HD3 and Tascam X-48. The Beluga 

also features outboard from UREI, API and 

Empirical Labs; and ADAM S3A 5.1 surround 

monitoring. 

Since the truck went online, it's been 

used for an impressive roster of high-profile 

performances for AOL, ABC-TV, VH1, XM 

Satellite Radio and more; artists have included 

The Killers, Nickelback, Widespread Panic and 

The Prodigy. 

JAZZ IT UP 
BELLSON AT MAD DOG 

The longtime Duke 

Ellington Orchestra 

drummer, Louie 

Benson, recorded a 

16-bar solo for the 

New Orleans Congo 

Square Charity at 

Mad Dog Studios in 

Burbank, Calif. The 

sessions—produced 

by drummer Fabian Louie Bel!son: a legend 

Jolivetandengineered at Mod Dog 

by Eric Corne— are 

part of an ambitious project designed to trace 

the evolution of the African Bembe clave and 

its significance in the development of modern 

jazz. 
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NORTHEAST 

At Blue Jay Recording 

(Carlisle, MA), producer 

Sean Garrett worked on 

a collaboration between 

Nicole Scherzinger (of the 

Pussycat Dolls) and Rihanna. 

Rich Mendelson engineered 

and Giles Christensen 

assisted...StarCity Recording 

(Bethlehem, PA) reports 

the acquisition of an AIR 

104 1/2 -inch recorder. The 

new machine was recently 

put to use on sessions with 

the Tyrone Vaughan Band, 

produced and engineered by 

Jeff Glixman ... In Avatar 

(NYC) Studio A, Nicole C. 

Mullen recorded a new 

album for Word Records with 

producer Tony McAnany and 

engineer Roy Hendrickson; 

and Delfeayo Muses and 

Wynton Musalis recorded 

music for the film King Bolden 

with engineer Jeff Jones and 

assistants Anthony Ruotolo 

and Bryan Pugh. Overdub 

sessions in Studio 8 included Mullen and 

SHEET 

In Studio 8, L-R: bassist Cone MrCaslin, guitar tech Andrew Buscher, engineer 

Doug McKean, guitarist/singer Deryck Whibley, drummer Steve Jars, drum tech 

Mike &nano, assistant engineer Wesley Seidman 

OCEAN WAY HOSTS SUM 41, LAVIGNE 

Ocean Way Recording Studios hosted sessions with Canadian rock 

band Sum 41. Lead singer Deryek Whibley produced the tracks in the 

custom API-equipped Studio B while his wife, Avril Lavigne, mixed 

tracks for a new release in Studio D. 

her crew; 

Ralph MacDonald with engine( r Brian Montgomery 

and assistant Justin Gerrish; and D'Angelo with 

engineer/mixer Russ Elevado, assisted by Gerrish. 

SOUTHEAST 
Grammy-winning artist John Legend wrote and 

recorded a song for an as-yet-untitled Lions Gate film 

at Trans Continental Studios (Orlando, FL). Staffers 

Mike Sroka and Doug Johnson engineered...Producer/ 

engineer Matt Ranck recorded David Childers at The 

BackShop Studio (Spartanburg, SC) fc‘r a solo album to 

be released in early '07...At OMG Studios (Greenville, 

SC), Steve Williams worked on a new CD with producer 

Noel Golden and engineer Marcus Suarez...At Studio 

B Mastering (Charlotte, NC), chief engineer Dave 

Harris worked on a self-produced release by The 

Rosebuds and the James Mathis -produced album 

Black Wing Yalobusha by The Moaners. 

MIDWEST 
The Fort Worth Guitar Guild tracked, edited and 

mixed its first CD, Mission Statement, at Bear Cabin 

Recording (Fort Worth, TX). Guild beardmember Mitch 

Weverka produced and Bear Cabin owner Michael 

Sibley engineered. Rapper Koziel tracked and mixed 

a new EP at Linder Avenue Recording ( Rosette, IL) 

with engineer Dom Patmisano; also in was the band 

Bellevue Suite, laying down promotional tracks, and 

acoustic guitarist Antonio Soriano mastering a new 

CD called Champagne Money. 

NORTHWEST 

John Lucasey, owner of Studio 880 (Oakland, CA), has 

been busy mixing name artists such as Norah Jones, 

Sugarland and Switchfoot. Doug Logan -nastered the 

tracks, as well as the latest Incubus release. All of 

these projects were for Walmart's Soundcheck series. 

Also at 880, producer/new age artist Will Ackerman 

tracked gtntars in Studio A...Kevin Nettteingham 

of Nettteingham Audio (Vancouver, WA) reports 

mastering releases for Portland's Bad Backs, Mark 

Martin and Norm Ault, Craqzy Dumbsaint, Tim Smith 

and more. He also tracked, mixed and mastered a new 

CD fur Wiga instructor Hope Fyfield and continued 

editing for the New Mexico-based radio show Gilbert 

and Friends. 

SOUTHERN CALIFORNIA 

Army of Anyone—a supergroup of sorts featuring Dean 

and Robert Deter) of Stone Temple Pilots, Fitter frontman 

Robert Patrick and drummer Ray Luzier—completed 

their self-titled debut album with prodixer Bob 

Ezrin aid engineer Brian Virtue at Village Recorder 

(L.A.). Second engineers were Ghian Wright and Jeff 

Robinette. Also in: Papa Roach recorded a song for 

iTunes in Studio B with engineer Brian Scheuble and 

assistant Noel Zancanella. The band then mixed the 

track op the Digidesign ICON in Studio F with engineer 

Alan Meyerson and Wright assisting. • 

Please send "Track Sheet" news to bschultz@mixonline 
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ADAM reference monitors and a Martinsound 

MultiMAX EX surround monitor controller. 

All mix rooms feature Pro Tools HD Accel 

rigs enhanced by plug-ins from Waves, 

Digidesign and other top-line outfits. This 

place is pimped-out, to say the least. 

"A lot of people think I've just absolutely 

gone off the deep end," Riordan says of his 

new home, revealing that several million 

dollars went into the design, build-out, 

engineering, equipment and furniture alone. 

"But I'm looking at this as a 

very long-term investment. 

Between real estate; 

banking; architectural and 

acoustic design; overseeing 

construction, budgets and 

schedules; moving facilities; 

keeping all existing clients 

happy', and having a 

newborn baby at home, 

it has been one hell of a 

year. I can honestly say it 

definitely wasn't boring." 

This stunning edifice is 

the realization of a dream 

that was beyond Riordan's 

wildest imagination six 

years ago, when he signed 

on to handle audio post-

production for Fox's 

American Idol. As the show 

exploded into a cultural phenomenon of 

the first order, Riordan's star rose right along 

with those of Kelly Clarkson, Fantasia, Carrie 

Underwood and Taylor Hicks, whose vocals 

the sleep-deprived mixer painstakingly 

optimized during the course of five arduous 

but rewarding seasons. 

"I have not slept a whole lot in the last 10 

years," says the high-revving mixer/sound 

designer/entrepreneur. "This is partly due to 

our crazy turnaround schedules and partly 

due to my disease—I can't seem to sit still 

for very long. I'm a workaholic by nature." 

He'd better be, considering that during 

each season of American Idol, he typically 

works straight through from Saturday until 

Tuesday afternoon, just hours before the 

week's episode airs. "We are definitely in 

a fast-turnaround business," Riordan says. 

"Nowadays, it seems that budgets and 

schedules continually run over, yet the 

airdates remain the same, so our mix time 

ends up getting squeezed pretty hard a lot 

of the time." 

Riordan and his staff of mix engineers 

presently handle series such as ABC's The 

Bachelor and Extreme Makeover.  Home 

Edition, Fox's So You Think You Can Dance? 

and NBC's Identity, along with a full slate of 

music-intensive televised events, including 

MTV's Movie Awards and Video Music 

Awards; VH1's Rock and Roll Hall of Fame 

induction ceremony, Rock Honors and Big 

In '06; and the jewel in the crown, the 

Academy Awards, which recently became a 

Levels client. 

"It really all boils down to having the 

right team," Riordan says of the labor-

intensive approach that put Levels Audio on 

the map. "I guess I developed our reputation 

by acting more as a producer than simply 

a mixer. Each show we mix gets treated 

Levels Audio Post's lounge, where recent client American Idol can relax 

with 100-percent care and attention from 

our senior mixers from beginning to end, as 

opposed to many facilities, which take more 

of an assembly-line approach. Because of 

the insane schedules our clients fall victim 

to, we position ourselves in a way that we 

catch and correct any mistakes that could 

have been made either in production or in 

post. So I guess we're as much 'fixers' as we 

are mixers." 

Riordan came to his dual-platform 

expertise through a combination of intent 

and serendipity. A lifelong music lover, he 

began playing piano and guitar at a very 

young age and began teaching himself 

about engineering and mixing while 

studying composition at Boston's Berklee 

College of Music. After graduating, he 

produced and mixed various music projects 

in Boston until relocating to Los Angeles in 

92, when he made the transition from rock 

and pop projects to mixing TV commercials. 

"Working in the commercial world really 

made me understand the full-service, 

'one-man-band' approach," he says. After 

working on hundreds of national advertising 

campaigns, Riordan segued back into music 

by developing a clientele of awards-show 

and music-special producers. By 1998, 

he'd accumulated enough advertising and 
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Alan Say• 

We just wrapped up Pirates of 

the Caribbean Dead Man's 

Chest, and there are Royer R-

1 22V tube ribbons all over the 

score. I used three R-122Vs on 

the decca tree, and also 

extensively on the woodwinds 

There's something going on in 

the mids with Royer's tube ribbon 

mics that's hard to explain. 
there's a reach and depth and 

lushness that sounds magical to 
me 

For some remote island cues 

that needed a cannibal vibe, 
Vinnie Colaiuta, Abe Labonel Jr, 

and JR Robinson played drum 

kits simultaneously on the Sony 

scoring stage I captured each 

kit as a mono setup - pareed 
left-center- right - using a sele 

R-122V over each kit It sounded 
amazing a es  

t aft 

Alan Meyerson Ideb 

(Scoring Engineer & Mixer IHáns 
Zimmer . James Newton t-icrwzi) 

• 
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Session Photos 

TV-special clients to warrant opening his 

own facility at 1606 Highland Ave., near 

the intersection of Hollywood Boulevard, 

enabling him "to do things 100 percent the 

way I thought they should be done." 

When a long and painful Screen Actors 

Guild strike crippled the advertising 

industry soon thereafter, Levels' TV-special 

clientele had grown to the point where 

Riordan was able to fully transition out of 

advertising and into long-form television. 

He later expanded the facility, building a 

large dub stage, machine room, additional 

client lounges and editorial rooms. Then, 

two years ago, Riordan decided to take 

the big plunge to keep up with the 

ever-growing demand. He acquired 

the property at 1026 Highland Ave. 

in August of '05, broke ground last 

January and opened doors in July. 

When I ask him whether the finished 

product, two miles and several million 

bucks from Levels' former location, 

is what he'd envisioned going in, 

Riordan slows down momentarily to 

reflect. "I'm not in this thing for a short 

turnaround," he says. "I'm a relatively 

young guy, and I plan on working for 

a very long time. If I've got a 20-year 

run at this thing, I firmly believe that 

I've just built the best facility possible, 

and that's a good feeling. It was a 

risky move, and I'm just hoping that 

it stays lucrative. I just want to do it right 

one time, and I hope never to have to do 

it again." 

Wagoner fright) and producer/guitarist Marty Stuart 

Send L.A. news to Bud Scoppa at bs7777@ 

aol.com. 
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Wagoner could find a home 

on the Anti label. After 

all, Stuart's friend Johnny 

Cash enjoyed his career 

resurgence thanks to Rick 

Rubin's American label. 

The new Wagoner 

album is "open mics, with 

everybody playing live 

on the floor and taking 

the old-school approach," 

says engineer Joey Turner 

(Montgomery Gentry, Jim 

Lauderdale), meaning 

that they recorded almost 

everything live. "It is 

very much a 21st-century 

Wagonmasters [the name 

of Wagoner's classic band] 

sound. To me, they were 

one of those bands like 

The Troubadours or The Broncos or The 

Strangers. They were really a great band. 

To me, they were the sound that catapulted 

Porter Wagoner into being Porter Wagoner. 

So we have honored that sound and 

freshened it up." 

In other words, this isn't one of those 

releases featuring a legend where a bunch 

of guest artists drop in and fill in the blanks. 

The players on the tracks are none other 

than Stuart's own band: Kenny Vaughan 

(guitar), Harry Stinson (drums) and bassist 

Brian Glenn. Also on the sessions was 

multi-instrumentalist Stuart Duncan. 

In Nashville's multiroom Omnisound 

Studios, Wagoner was very enthusiastic 

about the work they had done so far with 

classic Nashville efficiency. Recording to 

Pro Tools in Omni's historic, tile-floored 

Studio A, by the week I showed up, the 

crew had already tracked 13 songs, most 

of which were penned by Wagoner. 

However, one song of note, "Committed 

to Parkview," was written by Johnny Cash. 

One of the songs on Wagonmaster is Johnny Cash's "Committed to 

Parkview," which the Man in Black asked Stuart to present to 

Wagoner. 
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Inside Omnisound Studios, Wagoner and pro-

ducer Marty Stuart's band (Kenny Vaughan, 

guitar; Harry Stinson, drums; and Brian Glenn, 

bass) rehearse a track for Wagonmaster. 

Stuart recalls the song's origin: "I was 

a member of Johnny Cash's band in the 

early 1980s. While on tour in Europe, Cash 

and I became very intrigued with some 

of Porter's concept records such as 'The 

Rubber Room,' The Soul of a Convict' and 

'Confessions of a Broken Man.' John said, 

'I've got a song for Porter; it's about a stay 

in Parkview, which is an asylum at the 

edge of Nashville. Porter and I both have 

been guests there.' 

"Cash gave me a cassette of the song in 

1981 and asked me to get it to Porter," Stuart 

continues. "I never got around to it until 

we started collecting songs for this project. 

I searched my warehouse and found the 

envelope with 'Committed to Parkview' 

on it. with a note from John to Pollen 

Twenty-five years after I was supposed to 

and three years after his death, I did what I 

told John I would do. I delivered the song, 

and Porter loved it." 

Wagoner was enthusiastic about the 

song when I asked him about it. "I think 

it is a real special thing to have someone 

like Cash write a song for you. You can tell 

by listening to the song and the way that it 

flows that Cash wrote it. He was a brilliant 

writer and he wrote a great song." 

While I was at the session, we were 

treated to Wagoner's version of "Committed 

to Parkview," which opens with him 

stating, "I been in a lot of great places 

in my lifetime—New York City Carnegie 

Hall, The Grand Ole Opry, Nashville, 

Tennessee, West Plains, Missouri, my 

hometown.. and committed to Parkview. I 

hope I never have to go back there again." 

At that point, Wagoner launches into a tale 

about an asylum populated by everything 

from strung-out addicts to people who 

believed they were Hank 

Williams. It's hard country 

of the likes of which you 

don't hear much these 

days. Just thinking about 

it makes me want to grab 

a beer. Fortunately, I have 

one right beside me at the 

moment. 

Another special song 

on Wagonmaster is "Many 

Hurried Southern Trips," 

which Porter wrote with 

Parton. "Dolly and I wrote 

it back when she first 

started on my show," he says."It's a song 

about a bus driver. I really liked the song 

and decided to do it. It's never been out 

here, even though there is a version out 

in Australia." 

"You can't buy this kind of stuff 

anymore," Stuart says. "We are just turning 

the wheel a little bit. The more hardcore we 

play it, the better it is." 

Wagoner's soulful vocals were captured 

with a vintage Neumann U67 mic. Most 

of the singing happened with the band in 

Omni's Studio A, but for a few tracks, the 

facility let Stuart and Turner bring the mic to 

some relaxed sessions in Wagoner's home. 
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The 2007 Mix Master Directory is 

the complete information source 

for businesses in the profes-

sional audio industry. Backed 

by more than 25 years of edi-

torial expertise, this informative 

resource includes comprehen-

sive national listings of audio 

manufacturers, audio profes-

sionals, facilities and services. 

MIX*oKs 
To order the 2007 Mix Master Directory, 

or any of our other publications, 
please visit www.mixbooks.com, 

or find it wherever Mix magazine is sold. 

At the time of this writing, while I enjoy 

some more English hospitality, Stuart and 

Turner are mixing Wagoner's Anti debut on 

Omnisound's API Legacy console. I'll have 

to wait till I return home to hear the finished 

product—bring on the Guinness! U 

.end Rick Clark your Nashville news at 

iiohlurge@mac.com. 

NEW YORK METRO FROM PAGE 109 

)..ears, we started to get to know each other 

better, and after a long conversation, he 

threw out the idea that maybe we should 

merge our businesses. Part of what made 

the synergy so nice is that the majority of 

the business we were doing was record 

album work, but a lot of what Right Track 

was doing was film and Broadway." 

Right Track's unforeseen construction 

expenditures notwithstanding, Amlen cites 

a number of factors that had put the two 

facilities in a world of hurt: "Both facilities 

rely on the record industry for the majority 

of our income, and they've made countless 

mistakes since the Internet age took hold," 

Amlen states. "Downloading took off, and 

they were so slow to react in a way that made 

any difference—that was one problem. 

"Next, in reacting to the extensive illegal 

downloading, the record industry pared 
down its budgets, cut the rosters it had and 

stopped new artist development, which 

were all short-sighted ways of working. 

Rather than finding creative ways to 

package their artists so they weren't relying 

only on physical medium sales, they pulled 

back so that's all they were relying on. They 

killed themselves, and as a consequence, 

adversely affected large studios' ability to 

sustain business." 

Amlen also cites the increasing popularity 

of all-in budgets, which give producers a lump 

sum to complete a record and can therefore 

potentially give them the incentive to retain 

more in their pocket at project's end—cutting 

corners along the way. He also readily 

acknowledges that the growing number of 

DAW-based home/personal studios have had 

an impact, as they alter the perceived need 

for larger, more completely equipped and 

staffed facilities. Last, but not least, Sound 

on Sound and Right Track had the built-

in cost of New York City to offset. "What's 

unique to New York City are the rents and 

the cost of doing business," he says. "They're 

prohibitively expensive as compared to LA., 

Nashville, Miami or Nebraska." 

With the agreement for the merger 

reached and scheduled to commence on 

November 1, 2005, Amlen, Andrews and their 

management teams next had to implement 

a plan that would make the most of both 

facilities' personnel, real estate and gear. The 

retention of Right Track's Studio A509 and 

adjacent space was an obvious decision, 

and there was a more stable tenant/landlord 

relationship at Right Track's 48th Street 

location, making it logical that Sound on 

Sound would be the studio surrendering its 

beloved rooms and moving to new quarters. 

Before the move, Amlen held a high-

level focus group with his top six clients 

to find out how he could best retain their 

business post-merger. "We talked to them in 

confidence before the merger, asked them 

what concerns they would have and what 

we would need to do to make the transition 

pretty seamless," he recalls. "It made sense: 

You have to talk to the people that bring 

in the most revenue, and we asked, 'What 

would you like/not like/want to change?' 

The presence of Augspurger monitors going 

forward, for example, was a huge thing for 

all six of them." 

What resulted was a unique opportunity 

to bring together the crème de la crème 

from two of the city's top facilities. Sound 

on Sound's two SSL 9072 J consoles from 

its Studios A and B were transplanted 

to Right Track's Studios A and C, both 

supplemented by custom Augspurger 

mains. Twenty-four Neve 1081 modules 

add to the audio interface options in Studio 

A, along with a wide array of choice gear 

and microphones now combined at both 

facilities for a concentrated, extremely high-

quality collection. "Excepting Sony, which 

is a corporate entity, we are the largest 

independent entity on the whole East 

Coast," Amlen says. "We're capitalizing on 

that, using the best of what that entails." 

While gear doesn't care much about 

what moves into the adjacent rack unit, 

mixing up the humans from two studios is 

more complex, starting at the top. General 

manager Chris Bubacz studied these issues 

while getting his M.B.A. degree, "the clash 

of cultures when two companies come 

together," notes Millen. "A year later, the 

results have been that the Right Track 

client base has stabilized and the Sound on 

Sound client base has made the transition. 

Sound on Sound stood for the hip hop and 

R&B crowd: That's not going away, and it's 

here with rock, pop and everything else. 

Right Track always stood for the bigger 

artists—David Bowie, Mariah Carey; artists 

with these legacies. That was in part the 

inspiration for the joined facilities' new 

name, and it's a brand that we expect will 

definitely evolve as we move forward." • 

Write to New York editor David Weiss at 

david@dwords.com. 
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INSIDER AUDIO  

-FROM PAGE 24, GETYOUR GAME ON 

hear the same six bullets all the time." 

But that's pretty much where the like-

nesses end. Because a game is constantly 

changing, the sound environment has to be 

completely fluid, which means the audio 

producer has to work closely with the artists 

and the programmers early in the develop-

ment process to anticipate what the game's 

audio requirements will be. "We spent about 

a month doing an audio design document 
before we started building," Verrette says. 

"A game might have lots of different 

surfaces the characters walk on, like a 

stone road, a grass field or a bridge," he 

continues. "In real life, the footsteps on all 

those surfaces would sound different. In a 

film, you just put the right sounds in the 

right place, but in a game, you don't know 

where the player is going to walk, so you 

have to figure that out in real time. One 

solution is that the sound person looks at 

all the levels and uses a tool to designate 

which areas or zones in the game belong 

to which footstep effects. 

"But a step beyond that, which we've 

incorporated into our development engine, 

is to build the sounds directly into the 

ground textures: As the game designer 

puts down a grass field, the sound is al-

ready built into it, so the sound designer 

doesn't need to go back and revisit all the 

levels. Every asset in the game already 

has sounds attached to it. When the artist 

creates a sword, the game knows which 

sounds are associated with that sword: 

how it sounds when it's picked up, when 

it's swung and whether it hits metal or fur. 

The idea is to design a system that takes 

care of itself, more or less." 

Verrette did a demonstration for one of 

my classes this year in which he showed 

how the game engine created the sound 

mix on the fly. Each sound—dialog, music, 

ambient effects, Foley, etc.—has its own 

layer and therefore its own audio channel 

(or two). Background sounds are looped 

and randomized in terms of timing, pitch 

and stereo placement. Each element has 

a timer that determines how frequently it 

plays while the scene lasts so that the lis-

tener hears a non-repeating soundscape. 

"Sometimes sounds work a lot different-

ly than you think they will," Verrette notes. 

"It's one of the biggest challenges I found 

moving from post-production because the 

mix isn't static. You can be auditioning your 

sounds on desktop speakers, but when you 

get them into a game, they sound com-

pletely different. If a sound needs to be 

totally bass-y, when you put it with every-

thing else it might come up against, it loses 

its 'oomph' or it disappears completely. So 

sometimes you build sounds that don't 

sound great by themselves because you 

have to take into account everything they 

might be combined with. 

"You also want to make sounds as short 

as possible so they take up less memory 

and load fast, and when I first started out, 

I had a tendency to chop things off short, 

but I found you lose a lot. I was amazed 

to find how much the last quarter of the 

sound helps us to identify it. It's not just 

the initial crunch of the footstep that tells 

us what kind of surface it's on, but also 

how it peels off that surface. You can't 

ing to be using 2.1, 5.1, 7.1 or headphones? 

And the sound cards vary: Sound Blaster 

has a monopoly except for the laptop mar-

ket—they have onboard chips—but even 

then, the cards all have different throughput, 

DSP options and numbers of channels. You 

have to prioritize the sound so that when 

the engine runs out of channels, it knows 

what to drop; the dialog can't drop out, but 

maybe the Foley can. 

"You have to specify a minimum spec 

and a recommended spec. This requires a 

DVD player that runs at 'x' speed, this much 

disk space, this much RAM and this proces-

In a racing game, the engine sound is looped 

and it changes pitch as the rpms go up. But how do you get 

it to sound realistic when you shift gears? 

Same with a machine gun sound—you don't want 

to hear the same six bullets all the time. 

—Mike Verrette 

sacrifice your reverb tails too much. You 

do want to make the sounds short, but 

you still have to sell them as what they're 

supposed to be." 

Stitching the music together coherently 

as scenes change is another major concern, 

and again, the solution can be counterintu-

tive. "If you want to make the transitions 

musical," Verrette explains, "your tendency 

is to make the loops even numbers of bars 

and transition on downbeats. But that means 

that if you want to move quickly, the loops 

have to be short. And even then, waiting for 

the downbeat doesn't always work well be-

cause it makes the game feel unresponsive. 

Instead, we found the best thing to do is to 

literally crossfade to a different piece of mu-

sic. When you listen to the transition all by 

itself as a piece of music, it doesn't sound as 

good, but when you're playing the game, it 

keys into what the game is doing and makes 

it feel more responsive. That's more impor-

tant than the musicality of the transition." 

Another consideration that post-produc-

tion mixers don't have to deal with nearly 

as much is the delivery platform. Iron Lore's 

products so far have just been for Windows 

PCs, but the company is looking to expand 

into console development for future prod-

ucts. But even within the PC world, there 

are many variations that the designers have 

to worry about. "There's a lack of standards 

in hardware," says Verrette. "You don't know 

what the end-user's going to have. Is he go-

sor speed. And besides the sound cards, 

the graphics cards make a difference. Plus, 

you have to worry about what the user is 
running in the background, like chat clients 

or antivirus software. You can recommend 

they turn everything else off, but they often 

don't. And then when they have problems, 

they go online and bitch about how you 

don't know how to make a game. The com-

munity is very unforgiving—they all know 

everything," he says with a laugh. 

And, of course, the operating system 

itself is a big variable. "For the last project, 

Windows 98 was out of the picture," Verrette 

says. "We only supported Windows 2000 

and XP. It is always difficult to choose which 

operating systems you are going to support 

because you want to make sure you are not 

alienating large groups of the market that 

may not be running on the most up-to-date 

systems. In the future, we will have to look 

toward supporting Vista, as well." 

Next month, I'll talk more about the 

joys and perils of developing for console 

platforms, and also a bit about the culture 

of game development and how it affects 

the people who are in it. 

Paul D. Lehrman tries to save his thumbs for 

typing and playing music. More than 50 of 

his past columns are now available in book 

form: The Insider Audio Bathroom Reader 
is available at insideraudio.com and www. 

mixbooks.com. 
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A lecture hall or a conference room. A church or a theatre. Whatever the venue, Shure has the wireless system to deliver the quality and 

consistency you need. The SLX' and [IX' series draw on over 80 years of Shure technology, including our patented Audio Reference 

Companding for crystal-clear sound beyond the limits of convertional wireless. For more information, contact Northern Sound & Light 

Northern Sound & Light' 
www.northernsound.net Toll Free: 1-866-796-6232 
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"The only preamp I'll use to record 
guitar, voice and percussion." 

Nay Mello 
wynv neymeilo.com 

the PAA2 2 True Class A 
Microphone Amplifier 
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the future of great recordings 

visit www bunaudio.com to learn more 

Distributed In the USA by 
Atlas Pro Audio 
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vorresetlasproaudio.com 
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and the trees. 
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-Steve Albini 
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This bi-weekly e-newsletter brings you product updates and 

blowout deals on manufacturer overstock equipment, demo gear, 
discontinued products and more. 

In addition, eDeals includes a services and employment section 
of interest to musicians and audio pros everywhere. 

Subscribe today at: http://www.mixonline.com/edeals 
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CLASSIFIEDS 
MIX Classified Ads are the easiest and most economical means to reach a buyerfor your product or service. The classified 
pages of Mix supply our readers with a valuable shopping marketplace. We sumgest you buy wisely; mail-order consumers 

have rights, and sellers must comply with the Federal Dude Commission, as well as various state laws. Mix shall not he 

liable for the contents of advertisements. For complete information on prices and deadlines, call (800) 544-5530 

Acoustic Products 

SOUND ISOLATION ENCLOSURES 

N, 

rn 

Celebrating over 16 years of 

reducing sound to a Whisper.' 

Recording. Broadcasting. Practicin 

IADL 102126S 
(13 51(10 5) 

19 Sizes and 2 Levels of Isolation Available 

'sew! Sound Wave Deflection System 
(Change parallel salis to non-parallel) 

Immediate Shipping! 

www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831 

LACOUSTIC 
Design 

Consulting 
Products 

—.soundcontrolroom.-
toll free 866-788-1238 

VocalBooth.com 
MODULAR SOUND REDUCTION SYSTEMt 

Listen to your dreams. 
Follow your heart. 
Don't ever stop. 

- Calvin Mann 

541-330-6045 
www.vocaLit,POTH CQM 

aceerneu Sounnontrol 
SOLUTIONS 

INC Noise Reduction 

Products 

Call 

(888) 529-9220 Free 
vimv.acousticalsolutions.com 

REALTRAPS® - 
High-Performance Acoustic Treatment 

Rave Reviews From Top Pros 
"After adding seve 

response in my masteri 
measurably and audil>y 
out of place. Plus e 

' -ammy Award-vr nn,ng mastenng englneer, and 
of Mastenng Audio - the art and the science 

Learn why REALTWAPS 
brand for treating pro recorcing studids a 
Please visit our web site for a wealth of pr 
demo videos, and some of tie clearest expf 
acoustics you'll find anywhere, - - - 

Toll-Free: 866-732-5872 www.REALTRAF! 

PA111:i. 
111i51111Uj',11, 

www.gkacoustics.com 
Be Professional, Buy the Best! 

Sound Isolation Booths 
Custom Projects Soundproofing Products 

Free Advice Toll Free 1-888-833-1554 ( or) 541-947-2602 

RPG AcousruCTooLs. 
PRov«14. a,r000a.Lc Room SOLUTIONS 
'Rom TOIL Mul•tc I  • Le•II•fre 

Aeou•TvesLINNO .... R. 

RIME 
RPI3 DIFFUSOR SYSTEMS, IMO. 

I lé 
11 It:. 

• 
1 11 

Www.PPGINC.C.01,4/ 

- •mm«.11141 

10 

SI_IsteEte 
58 Nonotuck St., Northampton, MA 01062 
Info: ( 4131584-7944 Fax: (4131 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier • Isolation Hangers 

Tube -traps • Silence Wallcovering 

Whispe-Wedge • ProFoam • Clearson 

• Hiishfoam • R.P.G. Diffusors • 

Spnex • Sound Quilt • More 

wvvw.silentsource.com 

info@silentsource.com 
(,)1 SIMS • PRICED RIGHT • INTECRMf 

• ••-•711-,61 

Seulx ,))11ceuslIcs 
www.seulancoustIcs.corn 

AcousticsFirst 
888-765-2900 

Full product line for sound 
control and noise elimination. 
Web: http://vwcw. a c ousticsfirst.com 

Subscribe to 

Mix online at 

wunu.mixonline.com 

301-607-6607 

"We specialize in audio, video, 
acoustic design and installation." 

• Studios 
• Live Venues 
• Churches 

• Government 
• Theatres 
• Museums 

www.audiodesignsolutions.com 

Business Opp. 
Producers Dream House 

1 Hour From NYC 
Amazing and sophisticated Tudor 
home with pond, heated pool, and a 

Great Studio. Over 6000 sq. ft, 5 BD/ 
4 BA. huge MBR Suite, Italian tiled 
floor throughout first floor, C/A, 3 car 

garage, too many amenities to 
niention. For pictures and more 

information checkout the website: 
www.orodreamhouse.cont or call 
at 917-405-5851 or 917-453-1501 

Cases/Covers 

UNDER COVER 
Custom Coven and Bags 

Speaker Cabinets / Consoles 
Anything! 

%WW.undercovernyc.com 

917 237 1535 
Get your gear tinder Coter! 
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Employment 

Sales/Administration Offices 
State- Of-The-Art Training Theatre Distribution Center 

World-class Recording Studios Service and Tech Support 

Restaurant 

'efiree I 
m etll - 

aloollyi. • 

Retail Store 

er 
Music !nstruments 8,‘ Pro Audio 

Now that we've moved into our huge new 

headquarters, we've got plenty of room for 
new Sales Engineers! Call today to start your 
career at the fastest-growing pro audio 
retailer in the country! 

1111,111•Irele rm.:: • 

r2eMetali 

,soon for 
Mot. ',logy into 
• Rewarding Ca 

Exclusive Well 
Video: 

Visit: www.sweetwater.comicareers 
Call: 1-800-222-4100 Jeff McDonald ext.1052 

Step inside the doors and 
get an in-depth look a' 

Sweetwater 

Equipment Financing 

A/V E UIPMENT FINANCING 
* $160,000 Tax Write-Off in 2006 

* $99 Payments For The First 6 Months 
Specializing in Audio-Video Visit Our Web Site 

For Appl:cation & Qualification No Financials Required 

New & Used Equipment 

New Businesses 
(With Clean Personal Credit) 

LFCI www.lfci.net 
Call: 800 626 LFCI 

Reach more than 1.1 million web visitors! 

The Entertainment eClassifieds are the user friendly, 

affordable way to connect buyers, sellers, job seeker and 
employers. Immediate response • Sell your gear to an 

interested market • Post items yourself, anytime with 

self-servi -2 tool • Include a photo, audio or 

video nle • Power search capabilties 

41im 

Pro Audio Sales 

Person wanted!! 

Incredible opportunity 

$$$$ to join a high profile, 

established Professional 

Audio Dealer in Miami, FL. 

We are seeking a Pro Audio/ 

Pro Tools Sales Professional. 

Industry experience a must. 

Must be willing to relocate 

to South Florida. Please fax 

resume to 615-341-0069 

or email to 

salesnash(a)audio-one.com 

Equipment For Sale 

CLASSIC MICS 
FROM RUSSIA 

VINTAGE TUBE & FET 
Telefunken, NEUMANN 

AKG, LOMO, OKTAVA, etc. 

TEL/FAX: 011-7-095-250-4200 

E-mail: aeg210268@mtu-netru 

www.valvemics.webzone.ru/ 

-ANTHONY DEMARIA LABS 
ADL 670 

STEREO MASTERING TUBE LIMITER 
SERVICE/REPAIR-FAIRCHILD 670 

845-255-4695 
WWW.ANTHONYDEMARIALABS.COM 

Sign up to receive the FREE Mix e-mail 

newsletter! 
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"I used five X73i's and one X81 to record all of 

Carlos Santana's guitar tracks for both the 

'Shaman' and 'All that I am' albums." Jim Gaines 
Engineer for Carlos Santana, Stevie Ray Vaughn 

vintageking udio 
Our product lines range fron ntage classics and esoteric rarities 

to exciting new boutique gear many of which are exclusively 
available from Vintage King We offer a full warranty and a staff 
of experienced engineers and technicians bringing you friendly 

and unparalleled service 

More high end boutique audio manufacturers have given their 
exclusive trust to Vintage King than any other dealer 

Shouldn't you? 

Portable lso-Booths 

immn====i 
800.888.6360 
clearsonic.com 

buzzaudio 

the future of 
great recordings 
visit www.buzzaudio.com to begin... 

Subscribe to 

• SAILIIII1 Lelf:111) reglt  

www.emusician.com 

Wal 
servàadens 

TORONTO(416)593-8888 
OTTAWA(613)789-1131 

MONTREAL(514)878-2216 
www.atevesmusic.com 

VT-2 Vacuum Tube Mir Preamp 

www.dwfearn.com 

DON'T WAIT TO PLACE YOUR AD IN THE CLASSIFIED SECTION! For details, 

contact the MIX Classified Department at ( 800) 544-5530. 
-11Lnd 
Absolutely no 

%ow 

D.W. FEARN 111 

JOSEPHSON ENGINEERING I 

C700A 
Two-caosule condenser microphone 

Vanable pattern 

For vocals, spat and tar-field pickup. 

iljoeephson.com 
VINTECH AUDIO 

CLASS A MIC REAM'S MADE WITH 

ems 
NEVE— 1272 COMPONENTS 

www.vintech-audio.com 
call toll free: 1-877-4-mic-pre 

The Vintech X73 
"I use the X73 for recording Patti Scialfa and 

Bruce Springsteen in their home studio." Toby 
Scott, Engineer for Bruce Springsteen 

The outlet for the finest new 8i pre-owned 

recording equipment anywhere. 

411141e 

www.odysseyprosound.com 
1 - 8 0 - 2 4 9 - 1 8 2 1 

Phone: (978) 744-2001 Fax: ( 978) 744-7224 
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Equipment Rental 

"RENTALS AND SERVICE" 
Providing The Pro Audio Industry with: 

  * Rentals - Pro Audio Rentals 
* Systems - Pro-Tools Rentals 
* Remote Recording Services 
* Service Center - Pro Audio Repairs 
* TransFer House - Multi-Format 

Transfers 

818.843.6555 www.dfxaudio.com 800.441.4415 

Furniture 

Studio Furniture 

800.31 5.0878 :,Loc 

1110•ARGOSY 
argosyconsole.com 

THE ORIGINAL 
RACKMOUNT YOUR 65 • WWW.ISO-ROX.COM 

ORDER TOLL-FREE: 888.580.9188 

e Sounl ConsbruniolE 51501U OC 

STUDIO FURNITURE 

01VIIV/RAX 1300 332 33113 415 332 3392 

FAX 415 332 2601 

www.omnirax.com 

lac ea DIO 
Studio Furniture 
30th Anniversary 

eControl l 24 
console desk 

888-765-4499 

gear racks and more 
Modular, stackable 

oak furniture 
Factory direct since 1984 

Per Madsen Design 
Free brochure (mention Mix) 

800-8214583 www.rackittm.com 

DON'T WAIT TO PLACE YOUR AD IN THIS 
SECTION! 

For more information, please contact the 
MIX Classified Department. 

800-544-5530 

Instruction 

Learn the Art of Recording / 

4 

www.mediatechhintotel.com 1.888.498.1122 
-111r7, r Audio Recording 

Ni; Technology Institute 
ORLANDO, FLORIDA 

• Extensive Hands-On Training 

• Music, SFX Design, Audio Post 

• Low Student/Teacher Ratio 

• Placement Assistance 

• Financing to Qualified Applicants 

• Accredited by ACCSCT 

FEATURING 

ri X 
pm3 

MIX THEATER 

888-541ARTI • audiocareer.com 

riRECORDIN ENGINEER 
e 

1`• 

* TRAIN AT 1-10/11E 
Easy Home- Study pr oli al training in 

Multi-track Recording. Join our succesetal 

working graduales or build your own studio. 

Career guidencerDlplome/Regletered School. 

FREE INFORMATION; 

Udio Imailme of .tmerira 
811 45th. Ave. We AL Son Frenonce, CA 94121 

audioinctitute.com 

Subscribe to 

Mix online at 

www.mixonline.com 

Mastering 

THRESHOLD 
MASTERINO 
Los Labas • Mena • 

STEPHEeflmeem 

MASTERING 
Guaranteed to give you 
that "Big Label" sound. 

$475.,,L..,P .'zcai, 
1-800-692-1210 
088. flew 88, le•,88 the US 1 18,8 1989 

ww.musichousemastering.com 

Software 

sweet studio? 
bet 

StudioSuite 8 
Studio Management Software 

www.studiosuite.com 
See ourad in MarketPlace 

Mix 
For the lastest news 

and technology check 
out Mix at 

www.mixonline.com 

Professional Audio and 
Music Production 

DRT Mastering 

You will have the fat, siammiiv 
mator-label sound that sets eses. 

Or the work is fris... 
Custom ear. lst-class results. Free brat 
8004184-25M mw..eInmsseringoorn 

ç D011't miss out on 

'Deals, 

eDeals sends the best buys to your 
inbox so they're only a click away! 

This bi-weekly e-newsletter 

brings you product updates and 

blowout deals on manufacturer 
overstock equipment, demo gear, 

discontinued products and more. 

In addition, eDeals includes a 
services and employment section 

of interest to musicians and audio 
pros everywhere. 

www.mixonline.com/edeals 
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Records Tapes CD Services 

Sell your music, 
not your sod 
In addition to great CD manufacturing 

we assist with complete music delivery: 

Digital downloading • Digital radio servicing 
Online sales & distribution • Retail fulfillment 

Serving_all genres of music, throughout North America 

Call us to find out how we can help you 
sell your music  without selling out! 

1  M USIC 
M ANUFACTURING 
S ERVICES 

Toronto 800 667 4237 Nashville 800 909 7568 
New York 800 293 2075 

musicmanufa 
Independent music 

Lowest Price Period! 

1,000 CDs 
rj Full Color 

Retail-Ready 

onh $995 

cd audio • cd rom • dvd replication 

graphic design • prepress 

One printing • packaging 

wvvw.ballmedia.com • 

888.256.3472M 

Lonely RECORDS 

Get a FREE Catalog 
1.800.409.8513 

www.lonelyrecords.com 

Retail Ready CD Packages 990 

www.yourmusiconcd.com 
300-FUI:17 
COLOR 

PACKAGE 
$549 

0700 FULL @ODOR PACKAGE 
1 BASIC DVDRS - $149 
1 FULL PACKAGE DVDRS - $1199 

1 0 BULK DVDRS - $110 II 

AL-ATLANTA 678-442-0933 
INC TOLL FREE 1-877-442-0933 

THE ESSENTIAL GUIDE FOR 
DESKTOP MUSIC PRODUCTION 

11.41 

To order Computer Music 
Product Guide, or any of our 
other publications, please 
visit www.mixbooks.com, 
or find it on newsstands wherever 
Electronic Musician is sold. 

NEED CDs? THE CHOICE IS CRYSTALCLEAR Le list RX0 TIPI 

CHECK OUT OUR CURRENT SPECIALS! 

1000 CDs • $ 999 1(911111 RIM IIIADY) 1000 DVDs • $ 1499 «m(1tt ItUÁlt RUDY) 

1040 PROMO CD PACK • $ 599 500 DVDs • $ 999 MAIL 1140,) 

WWW.CRYSTRLCLERRCOS.COM 1-800-880-0073 

MIMMIIINIM-1111•811111111•11111111111111 

RETAIL READY CDs firs:07" Call or vrsrt our web site for ,nforrnabon on thrs 

..Men and get 

100 Full Color t•nagazne" of your 
der, 

lust $24.10 \el-nee and other packages - Free sample packet avadable, 

-S21f.00 e'oe2,15' www.elsproductions.com 

141004114112 

PERSONAL STUDIO SERIES 

Featuring Steinberg Cubase m 
Electronic Musician magazine and Thomson Course 

Technology PTR have joined forces again to create the 

second volume in their 

Personal Studio Series, 

Mastering Steinberg's 

Cubaser.. 

Edited and produced 

by the staff of Electronic 

Musician, this special 

issue is not only a 

must-read for users of 

CubaseTm software, but 

it also delivers essential 

information for 

anyone recording/ 

producing music in 

a personal-studio. 

Order your copy 

today! 

More than 90 pages of tutorials! 

MASTERING 
CUBASE 

TOP ,,„IrizeeTr 
MeINIOMS 

odA''snEt 

MD( 
nxs 

buà 

HElf 

To order the Personal Studio Series, 

Mastering Cubase., or any of our other 

publications, please visit www.mixbooks. 

corn, or find it on newsstands wherever 

Electronic Musician is sold. 
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Hit the road with your Dual Core MOTU Studio 
Take Digital Performer 5 and the rest of your MacBook-powered 

MOTU studio on the road for unprecedented 

portable studio power and performance. 

Performance squared 
The Anple MacBook Pro is built on revolutionary Intel Core 2 Duo, 

which packs the power of two processor cores ( up to 2.33GHz) 

inside a single chip. This means you now get mind- boggling 

dual- processor performance that you can stuff in your backpack 

and sling over your shoulder. Now add support for internal hard 

drives up to 200GB, 3GB of RAM, FireWire 800 and double- layer 

burning SuperDrive. and your MacBook Pro portable MOTU Studio 

delivers unprecedented speed and performance - to go. 

FireWire I/O 
with 8 mic input • S • . 1̂1.- - 
The new MOTU 8pre delivers eight mic inputs 

in one rack space, complete with a five-segment level 

meter, phantom power switct . 20 dB pad switch and trim knob 

right on the front panel for eacn input. Now add two banks of ADAT optical 

digital I/O for eight more charnels — even at 88.2 or 96 kHz. Top it off with main 

outputs and MIDI I/O. and you've got a FireWire audio interface that turns your 

Mac into a complete studio that can record your entire band. Or. if you already 

own an optical- equipped MOTU FireWire. PCI or UltraFast USB2 audio 

interface. the 8pre is the prfect way to add 8 mic inputs directly to your 

MOTU interface CueMix DSP on- board mixing via 8- channel optical. 

.s.s..,,,, 

' s 

,.......:%s) ,..,. ,Yt • 

Liquid Technology 
The Focusrite Liquid Mix is another Focusrite first and a true one- of- a-kind. 

Based on the same technoloçy that brought the audio world the acclaimed 

Liquid Channel. Focusrite now brings Liquid Tecnnology directly into your 

DP5 studio environment at a much more accessijlE price. Focusrite Liquid 

Mix offers emulations of 40 compressors and 20 E0s with a FireWire Hardware 

controller. Thanks to its built-in DSP, you can have up to 32 channels of 

modeled vintage or modern compression and EO with one Focusrite 

Liquid Mix. with no impact on your native DP5 processing resources. 

Plus you can control Liquid Mix-channels from directly within Digital Performer 

using Liquid Mix plug-in windows, which keeps your Focusrite processing 

seamlessly integrated with — and saved with — yod DP projects. 

e MOTU experts at Sweetwater can build the perfect portable DP5 rig for you. 

Well help you select the right components to build a powerful system that lets you 

take your workflow anywhere, and we can even install, configure and test the 

entire system for you. Why shop anywhere else? 



Waves native processing Ultimate expandable synth 
Waves has long been synonymous with quality plug- ins and tie Javes Fla'inum 

Bundle contains a huge range of top-quality Waves processing for your DP5 studio. 

The Platinum Bundle now includes Waves Tune LT, L3 Ultramaximizer, and 

IR-L Convolution Reverb as well as all the plug- ins found in the Waves Gold 

and Masters bundles. Platinum brings extraordinary signal processing power 

to DP5, for tracking, mixing, mastering, and sound design. From dynamics 

processing, equalization, and reverb to pitch correction, spatial imaging, and 

beyond. Waves Platinum Bundle is a must- have for every MOTU studio. 

.., aildistralneer. 

Legendary drummers 
Submersible Music Drumc3re delivers access to twelve world-class drummers. 

such as Terry Bozzio, Mall Sorum, Sly Dunbar and Zoco. The perfect tool for 

songwriters and composers who need drums quickly :n a multitude of slyies. 

Features include an Audio and MIDI librarian ( quickly find that perfect groove), 

"GrooveSets" (for easier songwriting). MIDI instrument ( loaded with each 

drummers' MIDI drumkits) and the " Gabrielizer"(grooie generator). Simpiy (nag-

and-drop from Drumcore to your Digital Performer 5 tracks or Clippings window. 

• 

www.sweetwatencom (800) 222-4700 Airl-u1111c111-4:11c1 

Ultimate Soundbaok Plugsount Pro puts o complete " rompler" right ioside Digital 

Performer 5, giving you all the essential sounds you need for your mobile music. 

Sharing the same !UVI engine as the MOTU Ethno Instrument, Plugsound Pro gives 

you 8 GB of instruments and loops plus powerful effects and performance features. 

including the innovative drag and drop of audio or MIDI between the pug- In and 

Digital Performer An ever-expanding range of add-on sound libraries include retro 

organs, classic synths, cutting-edge sound FX and textiles, modern drum loops, 

and a just- released collection 

cf must-have retro keyboards. certere 

Komplete control 
For DP5 users who want it all. Reaktor5, Kontakt2, Guitar Rig 2 software, Absynth4, 

Battery3, FM8, 8411, Akoustik Piano, Elektrik Piano, Vokator, SpektrEl Delay and 

Pro-53 in a unified interlace with hands-on control — Native instruments 

KOMPLETE 4 and KORE put an infinite universe of sound at your finger tips Every 

preset included in NI KOMPLETE 4, more than 8.500 in total, has beer preconfigured 

and categorized in KORE with searchable musical attrioutes and hands-on controller 

assignments. Dis seamless integration of soiware and hardware turns Native 

Instruments award winning synthesizers and samplers into tactile instruments. 

KOMPLETE 4 



Hit the road with your Dual Core MOTU Studio 

Compact MIDI controller 
Digital Performer 5 gives you unprecedented control over your MIDI and audio tracks. 

And what better way to take advantage of this hands-on control than the Li Au(1,:i 02. a 

25-key ultra-thin USB MIDI controller that goes anywhere you want to make music! Small 

enough to fit in a bag along with your laptop, the slim- line 02 is perfect for throwing 

down bass lines, prograrr ming drum patterns, triggering effects and tweaking virtual 

studio parameters - anywnere, anytime. Its easy to assign controllers to match DP5 

or your virtual instruments. Plus, the 02 has five internal setup locations so you 

can switch from application to application. It also integrates with Enigma 

editor/librarian software for unlimited setup creation and storage. 

Advanced waveform editing 
Your DP mastering and processing lab awaits you: BIAS Peak Pro 5 delivers 
award winning editing and sound design tools, plus the world's very best 

native mastering solution for Mac OS X. With advanced playlisting. Superb 

final-stage processing. Disc burning. Plus PO subcodes, DDP export ( optional 

add on), and other 100% Redbook-compliant features. Need even more power? 

Check out our Peak Pro XT 5 bundle with over $ 1,000 worth of additional tools, 

including our acclaimed SoundSoap Pro. SoundSoap 2 ( noise reduction and 

restoration), Sqweez-3 & E ( linear phase multiband compression/ limiter/upward 

expander), Reveal ( precision analysis suite), PitchCraft ( super natural pitch 

correction/ transformatioa), Repli-fl ( linear phase EO matching), SuperFreg 
(4,6,8, & 10 band parametric ED) and GateEx ( advanced noise gate with 

downward expander) — all at an amazing price. So, when you're ready to 

master, Peak Pro 5 has everything you need. It's the perfect complement — 

and finishing touch — to Digital Performer 5. 

Control room monitoring 
The PreSonus Central Station is the missing link between your 

MOTU recording interface, studio monitors, input sources and the 

artist. Featuring 5 sets of stereo inputs (3 analog and 2 digital with 

192kHz D/A conversion), the Central Station allows you to switch 

between 3 different sets of Coin) monitor outputs while maintaining 

a purely passive signal path. The main audio path uses no amplifier 

stages including op amps, active IC's or chips. This eliminates 

coloration, noise and distortion, enabling you to hear your mixes 

more clearly and minimize ear fatigue. In addition, the Central 

Professional pad controller 
The Akai Professional MPD24 is the velocity sensitive pad controller for musicians and 

DJs working with sampled sounds. The MPD24 features 16 MPC-style velocity and 

pressure sensitive pads plus transport controls for interfacing with Digital Performer 

and your virtual instruments. You get Akai's exclusive feel: either MPC 16 Levels or 

Full Level features for ultimate pad control. Now add four selectable pad banks totaling 

64 pads, six assignable faders and eight assignable and 360 degree knobs for transmitting 

MIDI Control Change data. Included editor/librarian software gives you complete, 

intuitive programming and control for DP5 all of your other software titles. The MPD24 

provides unprecedented creative freedom for manipulating sampled material. 

audio editing_processingiza2n.L 

Station features a complete studio communication solution with 

built-in condenser talkback microphone, MUTE, DIM, two separate 

headphone outputs plus a cue output to enhance the creative 

process. A fast-acting 30 segment LED is also supplied for flawless 

visual metering of levels both in dBu and dBfs mode. Communicate 
with the artist via talkback. Send a headphone mix to the artist 

while listening to the main mix in the control room and more. The 

Central Station brings all of your inputs and outputs together to 

work in harmony to enhance the creative music production process. 



Accurate monitoring 
The Mackie HR-Series Active Studio Monitors are considered some of the most loved 

and trusted nearfield studio monitors of all time, and with good reason. These award-

winning hi-amplified monitors offer a performance that rivals monitors costing two or 

three times their price. Namely, a stereo field that's wide, deep and incredibly detailed. 

Low frequencies that are no more or less than what you've recorded High and mid-

range frequencies that are clean and articulated. Plus the sweetest of sweet spots. 

Whether it's the 6-inch HR-624, 8-inch HR-824 or dual 6- inch 626. there's an HR Series 

monitor that will tell you the truth, the whole truth, and nothing but the truth. 

a rt  

uthorbel Reselle 

WIACW1r 

MORE ettfrre.. lefortr reblaee 

Portable hands-on control 
AlphaTrack by Frontier Design Group combines intuitive tactile controls in a compact and highly 

portable package with native support for Digital Performer. Ride a 100mm. touch-sensitive. 

motorized fader with true 10- bit resolution for smooth and precise level control. Three touch-

sensitive encoders let you adjust your DP track and plug-in parameters while the 32-character 

backlit iisplay shows de'..ailed feedback in response to your touch. Map your favorite shortcuts 

from the Commands menu to AlphaTrack's user-programmable buttons. Jog and shuttle with 

the rouch of your fingers using the integrated Scroll Strip. Slide one finger across the Scroll 

Strip surface and your project's timeline scrolls in response. Drop a second finger onto 

the strip, and now your fingers control DP's shuttle speed. Zoom through your project 

with two fingers. then just lift one finger and slide to quickly set the precise position 

you want. AlphoTrack is powerei entirely though its USB connection so it makes the perfect 

corn:orlon to your portable MOTU recording rig. 

Hands-on control for the studio 
Imagine the feeling of rouch-sersitive, automated Penny & Giles faders under your hands, and 

the fine-tuned twist of a V-Por between your fingers. You adjust plug-in settings. automate filter 

sweeps in real-rime, and trim individual track levels. Your hands fly over responsive controls, 

perfecting your mix — free from the solitary confinement of your mouse. Mackie Control delivers 

all this in an expandable, compact, desktop-style design forged by the combined talents of Mackie 

manufacturing and the MOTU Cigital Performer engineering team. Mackie Control Universal brings 

large-console. Studio A prowess to your Digital Performer desktop studio, with a wide range of 

customized control features that go well beyond mixing. Its like putting your hands on OP itself. 
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BY ROBERT HANSON 

Ableton Live 6 

Making Tacks and Loops Jump Through New Hoops 

0
 ver the course of its short history, 
Ableton Live has moved quickly 

from a novel live performance/ 

looping tool to a full-featured audio, MIDI 
and now video-capable workstation. Its 
capabilities rival the feature sets of such 
venerable studio stalwarts as Apple Logic, 

MOTU Digital Performer and Steinberg 
Cubase. Live has evolved so quickly, with 

new versions coming out like clockwork, 
that many people haven't had a chance to 
catch up with the program's latest addi-

tions. Here are some of my favorite tricks 
from the past few versions that will help 

you take your remixes, film scores and live 

playback tracks in new directions. 

MULTITRACK WARPING 
Live's ability to radically alter the tempo of 
audio tracks via Warp markers is one of the 

most powerful aspects of the program. With 
Version 6, you can apply Warp markers 

across multiple tracks at the same time. This 
is a great way to tidy up multitrack drum 

sessions. To do this, all of the tracks must 
be the same length (as is usually the case 

with multitrack drums). In the Arrangement 

view, highlight all of the tracks to bring 
up the multitrack Warping function. From 

here, any Warp marker changes that you 
make will affect all of the tracks in the same 

way. It's best to use the room mic or the 

overheads as your guide track, as these 
sources will give you a better overall picture 
of the entire drum kit, making your edits 
more accurate across the other tracks. 

CROSSFADER: NOT JUST FOR DJS 

Every track in a Live session can be assigned 

to one of the two sides of the crossfader 

(A and B, respectively). An incredibly easy 
technique you can use for sound design, 

remixing or live performance involves 

bouncing out your current session—effects 

and all—and assigning the results to the 
other side of the crossfader. Once you've 

rendered the file, experiment with different 

effect chains. This is a great chance to try 
out old stomp box effects or whatever else 
you have around. Once you have your 

desired results, add the new clip back 
into your Live session and assign it to the 
opposite side of the crossfader. Assign the 

crossfader to a MIDI 

hardware controller. 

Now with the session 
playing, you can 

crossfade back and 
forth between your 
original session and 

the alternate version 
you just created—and 

all with a minimal hit 

to your CPU. 

MASTER WARP 

Similar to the way 

other DAWs allow 
you to create master 

tempo tracks, Live 6 
now lets you designate one track as the 

Master Warp track, forcing all of the other 
clips in the session to follow the tempo 

of the master. This can be useful in a 

variety of applications—from remixing to 
sound-for-picture. To access this function, 
click the Master button in the Sample box 

(located within the Clip View pane) of your 
desired Master Warp track. If you designate 

more than one clip as the master, Live will 
default to the clip nearest to the bottom 

of the Arrangement window. Beyond 
matching sound to picture, this feature is 
great for synching loops or other elements 

to a lazy acoustic guitar track, or anything 

with decent transients that wasn't recorded 
to a click. 
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Live 6 lets users apply Warp markers across multitrack recordings at the 
same time. This feature is ideal for editing drums or imposing a single 
groove over multiple tracks of the same length. 

MACRO CONTROL 

Instrument and ellect racks are major 
additions to Live 6. On the surface, many 

might mistake these as being nothing more 

than layered instrument or multi-effect 

processing chains, but that is not the whole 

story. Each rack has eight macro controls 
than can each be mapped to multiple 
controls within the rack and controlled 

with standard MIDI hardware. For example, 

one macro control can be used to control 

the filter cut-off, high EQ and delay wet/ 
dry for an instrument rack. Furthermore, 

each parameter's control values can be 

constrained to certain ranges and even 
inverted. And while this may seem like 
too much to keep straight, try using the 

program's handy Mapping Browser, which 

displays all current mapping assignments 

and is refreshed every time you make a 
change to the session. 

THIS STUTTERING MACHINE 

Creating gladly stutters and fills for your 

drum tracks used to be a tedious cut/paste 
affair, but Live makes it a breeze. Beat Repeat 
(added with V. 5) is an audio processor that 

does all of the heavy lifting for you. This 

processor can sample and repeat a specified 
amount of audio at specific bar and beat 

locations, all while staying perfectly in sync 

with the session tempo. And like all controls 
in Live, everything in Beat Repeat can be 

assigned to MIDI controllers. A task that used 
to require an hour of careful editing can now 
be duplicated with a couple of knob twists. 

DEEP FREEZE 

Freezing tracks is one of the best ways 

to save CPU resources, especially when 

moving a Live session from your main rig to 
an older or underpowered laptop. Now, the 

new enhanced Deep Freeze feature in V. 6 

lets you edit (cut/copy/paste, etc.) regions, 
as well as apply automation changes, edit 

the way clips launch, move frozen MIDI/ 

instrument tracks on to audio tracks and 
more. And once saved with the Live session, 

the frozen tracks open and behave exactly 

the same on your laptop. 

Robert Hanson Ls a former Mix and Retnix 

editor who is very happy to once again call 

San Francisco home. 
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If you're looking for coloration 
from an Aurora Converter 

AUROPA 16 

This is the only 
way you're going to get it. 

When we designed the Aurora 16 and Aurora 8 AD/DA converters, we had a simple goal. Converters with 
clear, pristine, open sound and no coloration or artifacts. We wanted you to be able to get the identical 
audio out of Aurora converters that you put into them. From what we have heard from you and the major 
magazines, that's what we have accomplished. 

Aurora includes no compression, no limiting, no equalization. No coloration. Why? 

First, if you want or need coloration, you already have that handled. You have carefully selected your 
signal processing, which you can add to the signal chain at any point you like, or leave it out altogether. 

Second, how would we know what processing would fit your needs and your tastes? We could nail it for 
our tastes and for a few of our friends, and completely miss what you want. 

Third, we wanted to build the best possible AD/DA converter — period, not a converter/signal 
processor/preamp/exciter. Adding these functions would add the price of Aurora, for features you may not 
want or need. 

Instead we packed in features such as our exclusive SynchroLockTM word clock, LSIot expansion port for 
optional interfaces, and exclusive remote control options into a single rack space format. And, most 
importantly, world-class audio quality that rivals converters costing many times the price. 

Aurora 8 and Aurora 16 from Lynx Studio Technology. We'll handle the conversion and leave the coloring 
up to you. 

Want more information? Go to: vvww.lynxstudio.com/auroral 
STUDIO 
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UltraLite 
Compact bus-powered 10x14 FireWire audio interface 

v04. 
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Winner 
2007 Editors' Choice Award 

Best Audio Interface 
— Electronic Musician 

Winner 
2007 ACE Award 

Best Audio Interface 
— Future Music 

Sturdy. Compact. Portable. 

The UltraLite is the only 

half-rack audio interface that offers stand-alone 

operation with programmable mixing from its 

unique backlit front panel LCD. And it includes 

two mic inputs with a 60dB gain range, plus all 

the analog, digital and MIDI I/O that you need. 

• 10 inputs / 14 outputs • Compact: 8.5 x 7 inches • Bus-powered • 96kHz recording • On-board CueMix DSP mixing • LCD programming • 2 mic inputs 

• Individual 48V phantom power • 60dB pad/trim gain range • Stand-alone mixing • 6 TRS analog inputs • 10 TRS analog outputs • Separate main outs 

• Main volume knob • Headphone volume knob • S/PDIF digital I/O @ 96kHz • Metering for all inputs & outputs • Sample-accurate MIDI • On-board SMPTE sync 

• Expandable • 2 FireWire ports for daisy-chaining • Mix & match with other interfaces • Includes AudioDesk" software • Across-the-board compatibility 

•.306 MOLU. nc. • 1280 Nelaw4echusolts Avenue • Cambridge MA 02138 • 617-576-2760* 617-576-3609 lax • weedy motu.corn • .nloamotu.ce38 • 




