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Now available in software!

D 8 I by M Ed |a M ete Iis powerful new software that

accurately measures program loudness just as viewers subjectively
experience it. Well suited to the needs of both broadcast and post-
production facilities, it’s an ideal tool for program-creation and quality-
control applications, and perfect for optimizing broadcast, packaged
media, VOD, and game media.

Dolby Media Meter can be easily integrated into Mac® and Windows®

platforms for use at any point along the broadcast chain—providing a
level of versatility previously unavailable. It's based upon technologies
already praven in the award-winning DP600 Program Optimizer.

Use it as a stand-alone application or as a plug-in with audio workstations
performing either real-time or file-based loudness measurement.

If you're looking for a software application for loudness measurement,
Dolby Media Meter is the cost-effective choice at $795 (MSRP).

Visit us at the 2008 AES Convention, October 3-5,
Moscone Center, San Francisco, booth 808.
Dolby and the double-D symbol are reg.stered trademarks of Dolby Laboratories. Dialogue

Intelligenceis a trademark of Dolby Labaratories. All other trademarks remain the property
of their respective owners. © 2008 Doloy Laborataries, inc. Ali rights reserved. S08/20196

Dolby Media Meter Features

- Dialogue Intelligence™ technology

+ ITU-R BS.1770-1 algorithm

+ Loudness measurement and logging

MAC/WINODDOWS

- Stand-alone application for
file-based measurement

« Digidesign® RTAS plug-in for
real-time measurement

- Digidesign AudioSuite plug-in
for file-based measurement

MAC 0S

« Minnetonka AudioTools™ AWE
plug-in for file-based measurement

Find more information on Dolby
Media Meter at dolby.com/dmm.
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.Ten Good Reasons Why Lynx

Aurora Converters are the Tools
- to add to 'your Pro Recording System.

Well, maybe 11.

As an owner of a professional recording system, you have made a significant investment to provide world-class audio
production for you and your clients. The single most crucial factor is the quality of the converters you choose. In developing
the Aurora 8 and Aurora 16 converters, we had your needs in mind. We would like to point out 10, 11, maybe more reasons

why Lynx is a great choice for you.

Of course we can’t give you all of.thwe‘reasons in this ad. But, here is just one...
— -

Reason #1 Aurora 16 offers 32 simultaneous channels - sixteen channels of analog I/O and sixteen channels of digital I/O
at sample rates up to 192 kHz.

- ]
Okay, maybe one more...

Reason #6 The sound / audio quality - Rich, open, transparent. Let your ears give it a try.
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w 8T YOU are | "  starting out, adding channels or upgrading the system,
n to try out Lynx Aurora converters. /
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BSE 00 O D/ fwww lynxstudio.com/ 20reasons. TECHNOLOGY

€ Lynx Stugio Technology Inc. Al nghts reserved.
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EATS COMPLEX ALGORITHMS —
FOR BREAKFAST. '
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EVENTIDE H8000FW ULTRA-HARMONIZEF

’/90

Eventides signature S.| reverbs and effects requi er processing power for €ense reverbs and complex algorithms — the kkind that can crush
mortal effects processors. If you're “eady to push the-boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz
Eventide H8000FW Ultra-Harmonizer® effects processor.

Built on a foundation of eighteen hundred preset-algorithms that encapsulates Eventide's last 37 years of digital effects processing.And with over eighty
S.| presets, this baby's ready to take the future head-on with headroom to spare. If, for example,a complex algorithm gets a little too big for its britches,
Monolithic Tandem™ runs it on two DSP chips, Wit that kind of parallel processing power, your ceativity is unrestrained.

Despite all that brain and brawn, the HB000FW is remarkably friendly and easy-to-use, optimized for flexibility and control.Virtual racks have been
crafted which give you up to five stereo effects processors combined in one preset-algorithm. Search functionality helps you sort presets for easy
retrieval.

The HB0OOFW combines the advaritages of the HB000A with the H8000 and adds seamless FireWire connectivity with your computer.

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

* 8 channels of 24-bit AES/EBU,ADAT and FireWire ¥C

* MIDI, BPM and Tap Tempo synchronization

* Up to 96kHz sampling frequency

* PC and OS X graphic editor/deveiopment tools incluced
* 4 channels of pristine analog I/O; s/n >110dB

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

Eventide and Harmenizer are registered trademarks, and Monolithic Tandem is a trademark of Eventide Inc. ©2008 Eventide Inc. All other trademarks are the property of their respective owners.
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Eventide
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Waves brings you four precision-modeled plug-ins, based on rare
pieces from the studio of iconic producer/engineer Jack Joseph Puig.

PuigChild 670/660 Based on the Fairchild 670 compressor

K TSE™H P LECY TN

PuigTec MEQ-5 Based on the Pultec MEQ-5 equalizer

W TR AU . 5 LB

PUIGT2C mpearst pouscaet mus

The JJP Collection is available separately, and in Waves Mercury.

WWw.waves.com
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Representing years of research and development, the 4099 series of
condenser microphones feature supercardioid polar patterns for suype-
rior gain-before-feedback. Fully capable of handling extremely high
SPLs, — particularly important for trumpet players - these microphones
live up to their pedigree with sound as accurate as DPAs other
world-class microphones.

The 4099 Guiitar, 4099 Sax, 4099 Trumpet and 4099 Violin are muiltipurpose
microphiones. The mounts for the 4099s are meticulously designed and op-
timized for each of the four instriiment families, ensuring that the finest pos-
sible audio reinforcement is achieved when perfonming live.

INTRODUCING THE
PERFORMANCE SERIES

SERIES

The microphones for professionals
with uncompromising demands
for musical accuracy.

DPA:;:
% /|\\\

CROPHONES

DPA Microphones, Inc. 2432 North Main St.  Longmont, CO 80501 info@dpamics.com

1-866-DPA-MICS
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DM2000VCM

mobile solutions.

Whatever the need, wherever the gig, Le Studio
Mobile is or the job and ready to go. Based out
of Montreal, Quebec, Le Studio Mobile has easily
become one of Canada’s most trusted resources
for remote recording. Their latest truck, outfitted
with dual DM2000's, provides 24-bit, 96 kHz
performance at 96 channels, surround sound
panning, a full mixdown automation system and
sophisticated DAW control. Supporting major
acts such as Celine Dion and Sting and shows

at the magnitude of the Montreal Jazz Festival,
Le Studio Mobile delivers solid performance every
time every place.

? N When you need nelp, e zones shouldn't matter. Yamaha provides coast-to-caast .YAMAHA
= 24/7 technical suppert across the United States. With decicated staff and regional

service centers assistance is a~ound the carner. I we can't fix it over :he phane,
we’l put a part or a8 perscn on the next plane out. It's that simple.

Yamaha Commercial Ad&o Systemns, Inc. * P 3 Box 8600, Evena Park, CA S0620-6600

commercia audio

PC’DB Yamaha Commercial Audio Systems. Inc.

World Radio History




FROM THE €DITOR

P The Way We Work

‘ he last time AES came to San Francisco, we declared that the show was
' ] “putting the pro back in pro audio,” with advancements in core processing,
modular consoles and quality boutique gear ruling the show floor. But notably,
it also marked a trend that moved away from tricked-out products with supersized feature
sets toward gear with real functionality—products that reflect the way people really work.

For a long time, especially in the software market, it seemed that in the marketing
battle to outdo the competition’s offerings, basic funct.onality sometimes lost out. |
remember a columnist remarking, “Skip the features already!” Yet these days, it's clear
that while technology continues to come down in price, developers are also focusing on
efficiency.
| Who's really leading product advancements? In our industry, technology development

and workflow evolution often go hand in hand. This means that end-users lead the market;

they are every bit as much the innovators that manufacturers are. Engineers and producers

find new ways of working in response to industry shifts and technology developments, and
[ the manufacturing community responds. And so the cycle goes.

For example, when workstations came on the market, they were touted as
time-savers—freeing engineers up to be more creative. But as it turned out,
that just meant making a different set of decisions, working at a different detail
level. And with DAW technology, there’s probably more “fix it in the mix” going
on than ever. With hundreds of virtual tracks available, the “record 100 takes,
then comp/edit the final take” approach is fast becoming the norm—vastly

| different from the old-school “play it until you get it right” method.
As a result, consoles are evolving to become workstation front ends.
Networking is key in many new live products, from mixers to amps, system controllers
and loudspeakers. Changes in every aspect of our industry are focused on versatility and
control—streamlining production and distribution. Product innovation responds to new
| ways of working.
This month's issue of Mix includes some prime examples of producers whose
| creativity has been influenced by, and become a dialog with, technology developers. For
starters, there are cover producers Jimmy Jam and Terry Lewis, who, after moving to
| L.A,, tapped into digital technology to build more flexibility even as they downsized from
30,000 square feet to 9,000. TEC Hall of Fame inductee T Bone Burnett recently began
| examining digital standards (or lack thereof) and developed his intriguing new CODE
process, which promises to improve audio quality in any digital format.
The cost of entry has gone way down in every aspect of what we do. But there’s a flip
| side: Just having a tool doesn't create an instant problem-solver. With any technology, the
key is knowing what you want, but recognizing your limits—and working with the tools
| that best allow you to focus on your craft.
See you at AES.

Sarah Jones
| Editor

70 MIX OCTOBER 2008 | WWW.MIXONLINE.COM

EDITORIAL DIRECTOR Tom Kenny tkenny@mixonline.com
EDITOR Sarah Jones sjones@mixontine.com

EXECUTIVE EDITOR George Petersen gpetersen@mixonline.com
SENIOR EDITOR Blair Jackson blair@blairjackson.com
TECHNICAL EDITOR Kevin Becka kbecka@earthlink.net
GROUP MANAGING EDITOR Sarah Benzuly sbenzuly@mixonline.com
COPY CHIEF Barbara Schultz bschultz@mixonline.com
ASSISTANT EDITOR Matt Gallagher mgallagher@mixonline.com
LOS ANGELES EDITOR Bud Scoppa bsyz7y@aol.com

NEW YORK EDITOR David Weiss david@dwords.com
NASHVILLE EDITOR Peter Cooper skylinemix@live.com

FILM SOUND EDITOR Larry Blake swelltone@aolcom

SOUND REINFORCEMENT EDITOR Steve La Cerra
CONSULTING EDITOR Paul D. Lehrman lehrman@pan.com
CONTRIBUTING EDITORS Michael Cooper Heather Johnson
Eddie Ciletti Gary Eskow Barry Rudolph Bob Hodas

SENIOR ART DIRECTOR Dmitry Panich dmitry.panich@penton.com
ART DIRECTOR Kay Marshall kay.marshall@ penton.com
ASSOCIATE ART DIRECTOR Lizabeth Heavern

PHOTOGRAPHY Steve Jennings

INFORMATIONAL GRAPHICS Chuck Dahmer

SENIOR VICE PRESIDENT Kim Paulsen kim.paulsen@penton.com
VICE PRESIDENT Jonathan Chalon jonathan.chalon@penion.com
GROUP PUBLISHER Joanne Zola joanne.zola@penton.com
ASSOCIATE PUBIISHER Erika Lopez erka lopez@penton.com

DIRECTOR OF AUDIENCE AND BUSINESS DEVELOPMENT
Dave Reik dave.reik@penton.com

ONLINE SALES DEVELOPMENT DIRECTOR Angje Gates
angie.gates@penton.com

ONLINE PRODUCT DEVELOPMENT MANAGER Tami Needham
tami.needham@penton.com

SOUTHWEST ADVERTISING DIRECTOR Eriki Lopez

erika lopez@penton.com

FAST COAST/EUROPEAN ADVERTISING DIRECTOR

Michele Kanatous michele kanatous@penton.com
NORTHWEST/MIDWEST ADVERTISING DIRECTOR Josh Bailin
josh bailin@penton.com

ADVERTISER DIRECTOR, ONLINE SALES Thomas Chnstmann
thomas.christmann@penton.com

SENIOR MANAGER, LIVE & INTERACTIVE MEDIA Erin Hutton
erin.hutton@penton.com

CLASSIFIEDS/SPECIALTY SALES MANAGER
Kevin Blackford kevin.blackford@ penton.com

MARKETING DIRECTOR Kirby Asplund kirby.asplund@penton.com
MARKETING COORDINATOR Tyler Reed tylet.reed@penton.com

SALES & EVENTS COORDINATOR Jennifer Smith jennifer.smith@penton.com

DIRECTOR, SPECIAL PROJECTS Hillel Resner hillel.resner@penton.com

VICE PRESIDENT, PRODUCTION Lisa Parks lisa parks@penton.com

DIRECTOR, PRODUCTION OPERATIONS Curt Pordes
curt.pordes@penton.com

PRODUCTION MANAGER Liz Turner lizturner@ penton.com

CLASSIFIED PRODUCTION COORDINATOR Linda Sargent
linda sargent@penton.com

VICE PRESIDENT, AUDIENCE MARKETING Jerry Okabe jerry.okabe@
penton.com

OFFICE MANAGER Lara Duchnick lara duchnick@penton.com

COPYRIGHT 2008
Penton Media Inc.
ALL RIGHTS RESERVED.

FOUNDED IN 1977
BY DAVID SCHWARTZ, PENNY RIKER AND BILL LASKI

Mix Magazine is affiliated with _m_ @



......

Kyle Cook

Jim Ebdon G

""""" FOH Engineer

.« Paul Doucette P
. \ Guitdr/Keyboard .,
\ 7

. g
% o el e ﬁ"‘f{:h

RVAN
oy [ .

"

!
' LY b 1
o {
.4 4 it
~ ' A,/ v >
- k] s ¥ . R
‘ = 1) y & o S :
» ——= Thdl

||
L
N

b 1 -

\; 1’\1‘.:

‘.-_,'A, 4] | . - W

Royers On The'R6éad With ==
MATCHBOX TWENTY = -

oW

“Live guitars sound amazing with R-121 Live mics on the cabinets, and cem—m=a
they stand out well in the mix. Royers are warm, natural, present and : —

uncolored - not at all harsh like several of the other mics we auditioned,
and the band loves the natural sound they get in their in-ear monitors.

“I've used Royers on Aerosmith for a few years and currently on Match-
box Twenty and they've been among my most reliable microphones.
These are amazing ribbons.”

Jim Ebdon

FOH Engineer - Matchbox Twenty, Aerosmith, Annie Lennox

Visit us at AES booth 1433
Royer Ribbons - Hears Like Your Ears

Handcralted in Burbank, CA « www.royerlabs.com + 818.847.0121

Copynight Rover Labs 2008 Photo Ana Gibert




SCHoEPS

Celebrating 60 years of designing

and handcrafting superb quality
condenser microphones

IN-EAR MUSICIANS' MONITORS

Michael Prowda, Monitor
Engineer~David Bowie, NIN
Westone ES2 custom fit
in-ear musicians’ monitor

Y Westone

THE IN-EAR EXPERTS

WESTONE.COM/MUSIC
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The SSL Duende collection.
They’re like plug-ins, only better.

Designed to be the last word in compression, X-Comp uses Duende's powerful DSP to deliver
mastering-grade performance within a superb, sophisticated interface.

See the full range of Duende audio tools at www.solid-state-logic.com

Solid State Logic
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happened before (or since). |
In the Studio With the Lovin’ Spoonful L S T S il
drummer back in to track 1t again,
[ just finished reading Gary Eskow’s Lovin’ Spoonful article in Mix
(“Classic Tracks: The Lovin’ Spoonful's ‘Do You Believe in Magic,”” Au-
gust 2008), and had to tell you that John Sebastian told him the truth.
[ was [engineer] Harry Yarmark’s BP (affectionately known as “button-

pushers” because there were no remote starts on the tape machines) at

it would take all day to reproduce
the setup to match the other
songs and | would have to eat the
cost (and it would put the project
even further behind schedule).

I still had the track with the
bottom mic so | tried to work with
it but just couldn’t get a believable

PO YOU
BELIEVE IN ' o¢®
MAGIC

o

Bell Sound in the ’6o0s and wound up on a lot of the Spoonful dates.
At that time, I was a jazz piano player and just got off the road with

Lesley Gore. I got a job at Bell to meet all the musicians and to try to get

) 7. into the studio scene. So working for two hours to get a drum sound

\ . ! wasn't my favorite thing, and as hard as I tried Harry wouldn't let me off

the Spoonful dates. Looking back, though, it was a lot of fun and I re-

-
——
4

I

S sound-—it might have worked if

[the music] wasn’t heavy metal,
but this snare had to cut hard. |
pulled the top and bottom snare
tracks into [Syntrillium| Cool Edit
Pro and carefully replaced the
missing snare hits using the first

member that Zally [Yanovsky] was nuts (good nuts) and John was serious.
All this to say thank you for bringing back great memories.

i - Jim Czak

Nola Recording

Radical Mixing Tales

In keeping with the theme of the
feature “Mixing Outside the Lines,”
which appeared in the August

Mix, we askzd readers to tell us
about their own radical mixing
techniques.

I am mixing an album for a
Turkish/Swiss producer involv-
ing three European singers
(ltalian, Spanish and Turkish).
The album is currently called
Aventia Crooners and is a “Three
Tenors" type of album with
songs from movies from the
past 50 years.

The tracks were recorded in
Switzerland and then fully orches-
trated and overdubbed by the
Czech Philharmonic Orchestra
(103 musicians). Pretty normal, ex-
cept that this huge project started
at an SSL studio (Studio Relief in
Belfaux, Switzerland) and 1s being
mixed at my home studio using
a Pro Tools HD3 system running
at 96 kHz and feeding 30 outputs
into Inward Connections analog
summing mixers. The signal is
then converted back to digital and
fed into the digital input of my
audio computer.

So far, this is not so radical,
except for the fact that we are mix-
ing “live” while being about 6,215
miles apart. The mix arrives as a
48k MP3 stream at 320KB/sec,
high-quality settings via Rogue
Amoeba Nicecast software (which
I reviewed for Mix in the Novem-
ber 2007 issue). | put “live” in
quotes because there is at least a
two-second delay between hitting
Play in Los Angeles and hearing
music in Switzerland.

Here's the “radical” part: | use
Apple's iChat video conferencing
on my laptop to connect with the
producer in Switzerland. | then
use screen-sharing to take over
his computer from my laptop.
Once | have control of his laptop, |
navigate on his computer to open
screen-sharing and then connect
his laptop to my acdio computer
running Pro Tools. (I do 1t this way
so that | can input the password
to my audio computer without
him knowing what it is.) He can
now see my mix screen from my
audio computer on his laptop. |
close the screen-sharing between
our laptops and then re-establish a
video iChat between us.

Three computer events hap-
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pen simultaneously: He sees and
hears me using iChat; he sees
my Pro Tools screen from my
audio computer on his laptop;
and he hears the mix sent via
Internet broadcast (Nicecast) and
monitored by opening an Internet
stream in iTunes on his laptop.

Total cost (assuming you al-
ready have all the computers and
hardware): $40 (Nicecast, from
Rogue Amoeba).

Erik Zobler

Although the project was coming
out well, there had been a lot of
tension about the budget and the
tracking had taken longer than
planned. Then, during the mix |
discovered—to my horror—that
on one song the snare track ended
about a minute before the song
did. There had been a glitch and
the rest of the file was gone. | was
working on a Roland VS-2480
[workstation], and this had never

TALKBACK

half of the song for source mate-
rial and matching the timing with
the bottom track. After several
hours of tedious work, | trans-
ferred the tracks back to the VS-
2480, but the last part of the song
still sounded different. | tightened
the gate and compressed until |
could no longer hear the transi-
tion, and then EQ’d and added
ambience until | thought it was
acceptable. (I didn’t actually like
the snare sound but | felt | had
done the best | could.)

When the band heard the
mixes, they sent me an e-mail with
some minor changes and noted
how much they liked the snare
sound on this song and asked me
to make all the others sound the
same. | wasn't expecting that.

Michael Wagener mastered the
project. He immediately picked up
the odd snare sound and said he
thought it was sampled. Well, not
exactly, but what great ears. | guess
that's why he is where he is

Jim (The Reverb King) Brown

Next month, we focus on education programs
for all aspects of audio production. Mix wants

to know: How did you break into the business? E-mail us at

mixeditorial@mixonline.com.



- The First Step

...one small system from Genelec,
one giant leap for audio playback

The 6010A active loudspeaker and 5040A

active multi-channel subwoofer represent an exceptionally versatile and
accurate compact audio system from Genelec, the leader in professicnal
active monitor design for over 30 years. This system is intended for
close proximity use, as in computer sound systems, gaming or other
entertainment based workstation environments. Its small size,
smooth design, amazing sound quality and rugged construction

make it ideal for any type of listening requirement, for every

audio lover. Take your first step at www.genelec.comfirststep

6010A & 5040A features

Subwoofer Connectivity
from Stereo to 5.1 Multichannzl
Desktop System Volume Controt with Subwoofer
Active Crossover and Protection Circuitry
Dedicated Amplifiers for Each Driver
Room Response Controls
Iso-Pad™ - Isofation Positioner/Decaupler ™
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Computers

We offer a stellar selection of both Macintosh and PC
computers. When combined with the audio software and
hardware of your choice, we can even provide a custom
turnkey installation solution for your studio. And did you

know we build our own Creation Station PCs? These

powerful machines are made to suit your studio needs, with
audio-optimized drives, whisper-quiet operation, top-quality
components, and rock-solid reliability. Tower, rack, or portable,

Sweetwater has the right camputer for you!

B
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Apple Mac Pro

Toft Audio ATB-32

W& nerve center of your operation, and we know you
[ possible unit for your money. Our knowledgeable

ers are here to help you find the one that's just

e carry an incredible range of mixers from

ath, Mackie, Yamaha, and many, many more.
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Studio Processors Lexicon PCM95

At Sweetwater, you'll find exactly what you need to create some
of that elusive studia "magic,” thanks to our incredibie selection
of processors. Our huge warehouse is stocked with great reverb,
detay, and multi-effects units from Eventide, Yamaha, Lexicon,
and TC Electronic, plus a host of others.

- ' ftcelectronic lexicon <bx  @yAMAHA @

Computer Audio
Production

We know
how
critical it
is to get the best
production from your
studio. That's why
we stock audio
interfaces
from MOTU, M-Audio, and

PreSonus {among many others) as well as fully
featured console-style control surfaces from
several manufacturers, including Digidesign,
Mackie, and Euphonix. Sweetwater's got the nght
hardware for your studio.

Digidesign
ICON
D-Control

g cdigidesigmn

MACKIE. =fphony
M-AUDIO MOTU {PreSonus

T —— TR T TR TN O
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Preamps

There’s no more important item in your signal chain than

a good preamp — and we have a huge selection of them.
Whether you want to add “color” to your sound or seek
pristine transparency, Sweetwater has the preamp that's
justright for you, from great manufacturers such as Avalon,
Focusrite, PreSonus, and Manley, just to name a few.

Avalon AD2022

VINTECH I‘"']‘ Pr eSOnUS

<>,
waror W Focusrite

S~
Solid State Logic 4 Designs

www.sweetwater.com

World Radio History
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When You Cal
We Work Hard to D

It’'s more than just great gear at great pHc ur

staff of passionate musicians and engineers to help you

the right instrument or the latest piece of technology. Then el

that we stand behind you with the best FREE tech support in the f‘
including SweetCare, Sweetwater’s 24/7 online source for technical
support, user tips, resources, and more.

1-800-222-4700 Sweetwater
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ON THE COVER

Jam and Lewis Keep the Hits Coming at Flyte Tyme

he walls of Flyte Tyme studios tell a story.

Here, at Jimmy Jam and Terry Lewis’ Santa

Monica, Calif.,, facility, Gold records line
the hallway: Janet Jackson, Michael Jackson, TLC,
Boyz Il Men, Usher—the list goes on. A glass case
overflows with Grammy awards, ASCAP Awards,
a Billboard Award, an NAACP Award. A plaque
commemorates a star on the Hollywood Walk
of Fame. And there are the dozens of pictures of
the duo posing with a who's who of R&B and pop
legends—always looking sharp in their signature
bespoke suits and crisp fedoras.

Upstairs, five studios buzz with activity. In one
room, Asian pop sensation Tiana Xiao is tracking
her latest album; in another, work is being done
on The Time's upcoming release. Four years after
moving to Los Angeles and two years after settling
into their own digs, it's clear that the pair is work-
ing harder than ever and business is good.

It's been more than 3 years since these R&B/
pop icons first connected as high school students.
Although their roots were in performing—the two
founded Minneapolis funk band Flyte Tyme, which
evolved into The Time—their work on the S.0.S.
Band's hit “Just Be Good to Me” put them on
the production map, and after collaborating with
Janet Jackson on her 1986 smash Control, their ca-
reers skyrocketed. Jam and Lewis became one of
the most successful and influential songwriting/
production teams of the '8os and 'gos, shaping
the pop sounds of those decades and laying the
groundwork for pop and R&B music made today.

The sheer number of hits they've produced is
staggering: 100 Gold, Platinum and multi-Platinum
albums; 16 Number One pop singles; 26 Number
One R&B singles. Just as far-reaching is the diver-
sity of talent they've fostered, from Mariah Carey to
Sting, from Mary ). Blige to Bryan Adams.

These days, Jam and Lewis continue to pro-
duce music and are involved in various business
ventures including a record label and a publishing
company—and Jam is heavily involved in indus-
try outreach through his role as Chairman of the
Board of the Recording Academy.

California Love

Various factors contributed to the duo’s deci
sion to move to Los Angeles from Minneapolis:
Travel became difficult post-g/11, clients wanted

to work in a warmer climate, and opportunities
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By Sarah Jones

Jam {(left) and'Lewis in Jam's studio, which includes an SSL AWS goo, Pro Tools and, of course, a TR-808

simply abcunded out West. “The idea was to be
able to have more spontaneity in who we worked
with, and ;us: more efficiency as far as getting
zeodle into the studio,” says Jam. “I remember
we went through a period of time when [ was still
in NMinneapclis and Terry was out in L.A. [at The
Village]. And Terry would be working on two or
three projects at the same time, and I'd be work-
ing on one. And Terry would go, ‘Jam, you need
to come ta LA, man; it's jumping out here!™
Jam says :hat downsizing from their sprawl-
ng Minneapolis facility to their temporary home
on the third fioor of The Village taught them the
importarce of streamlining workflow in comfort-
aole surroundings. “So the thought of this place
was, we want to have an environment where peo-
p'e want to ning out, feel comfortable; intimate
roors, where if you're just writing with another
Derson, you're fine,” says Jam. “And then utilize the
fact zhat we're in LA—we didn't do a huge room
because -here’s many huge rooms around LA to
do Fuge strirg sessions or huge choir sessions.
“Basically, we took what we had in Minne-
apohis—which was five rooms, an office space, a

recreation area in 30,000 square feet—and we've
done the same thing here in about 9,000 square
feet,” he continues. “We made choices—like for
instance, there's a 2-inch tape machine, but rather
than doing one for all five rooms, we dia one taoe
machine. And everything’s tie-lined.”

For the most part, production has transitioned
to digital with a few exceptions: when resurrecting
old Time archives, for example, or working with
artists such as Blige, who prefers to mix down to
analog. “She likes the sound and somehow trat
feels like a finished master to her, so we have a nice
Studer machine just for that,” says Jam. The stucio
is equipped with Pro Tools rigs and SSL AWS goc's,
which Jam says offer the “best of both worlds. it
gives you a Pro Tools controller, as well as it's just a
sound board. One of my pet peeves is that | hated
walking into a room and | would hit a keyboard and
nothing would happen, and someone would say,
‘Oh wait, let me get the Pro Tools up."™

Both agree that focusing on extreme detail
can block the creative flow. “The engineer, a lot of
times, we'll say, ‘Bring that vocal up,’ and he'lf go,
‘How many dB?" says Jam. “! don't know, just
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turn it up. | don't know the difference between 1 dB
and 3 dB, but I'll know it when | he.r it.”

Jam is also amused by the way DAWs allow engi-
neers to work from a visual perspective: “We always
like to have drama in our productions. The songs
always start off at a lower point, and then we're add-
ing to it so the song grows; the beginning doesn’t
sound like the end,” he says. “And we had a couple
of younger engineers come in, and somebody said,
“You know what’s cool about your songs? The wave-
forms always start off kind of little and then they get
bigger,’ and I'm thinking, ‘What does that have to do
with how it sounds?'" Adds Lewis: “| don't believe in
old school, new school; 1 believe in school. You just
need to learn. Because three plus three has been the
same math forever. You gotta learn the basics be-
cause one day you might not have the technology.
Then what do you do?"

There have to be dynamics and rules and things
that make it acceptable or palatable, and knowable
by all so everybody can work the commerce. But
we made music when it wasn't business; it was
just a hobby, it was just something that we love to
do. We'd pay to do it if it didn't pay us. | always say,
'If you love music, it will love you back.”

“I've heard Terry say that,” adds Jam, "and a lot
of times, when he does say it, it's to record compa-
ny people who rather than listening to what the ac-
tual record is, they’re too busy trying to think about
the marketing. Listen, if the music isn't there, then
all the rest of the stuff doesn't matter.

“In the recording industry, the guys who were
great music guys, who had great ears and had great
passion, a lot of those people either aren’t around or
they're working independently, but they're not really
working under the major structure anymore,” con-

"Music is the soundtrack of life. But when you

take it and put it in a format that you try to

sell, there has to be business.”" —Terry Lewis

Digital technology has certainly changed the
way they collaborate, from iChatting to exchang-
ing tracks remotely—which can make it difficult to
strike a balance between emotional process and
intellectual process. “Music really stopped being
emotional when we started getting synthesized
instruments anyway,” says Lewis. “Because then
we could separate; one person could sit at home
and make a whole track. When we first started out
playing instruments, we needed a drummer, a key-
board player, a bass player; they'd all have to be in
the room at the same time, so it was always that
personal, emotional interaction.” “A great band is
like a great conversation,” adds Jam. “When you're
with a group of people and the conversation is just
flowing, and it's maybe a serious conversation,
and then the jokes start flowing back and forth
and somebody adds two cents here and two cents
here—that's what a collaboration of a band is.”

Music Matters Most

Jam and Lewis work for the love of the art, and the
business supports that. But that's not to say they
don't play the game. “Music is the soundtrack of
life,” explains Lewis. “If you go outside, there's mu-
sic in the air—you hear the birds tweeting, the cars,
the rumble of just the air itself. That's all musical;
it's all melody, it's all rhythmic. But when you take
it and put it in a format that you try to sell—you
make it an industry—there has to be business.
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tinues Jam. “And those jobs have been replaced, it
seems, with a lot of lawyers and accountants, and
people that think about, ‘How much is this going to
sell?’ rather than, ‘Wow, what a great song.””

These days, the entrepreneurs are gone, la-
ments Lewis. “The music business was built by
entrepreneurs: it was a guy who had an affinity for
music, who had an affinity for a particular artist.
That guy would go find that artist, pay for everything
out of his own pocket and would know the process
through and through. And when they would go to
market with it, there would be a marketing plan be-
cause you lived with it the whole way. Now it’s very
impersonal. You can turn your record in at the last
minute, and in two days, somebody says, ‘I like it,’
‘I don't like it’; nobody’s involved anymore. And it
totally changed the whole fabric of the industry.

“It's like a microcosm of America,” Lewis contin-
ues. “It was an entrepreneur spirit that built Amer-
ica, and those were the people who were guiding
America the right way. Now the record companies
are the way they are because there's no Herb Alp-
ert, no Mo Austin—there's not the same entrepre-
neurial spirit there. It's just a guy who says, ‘What's
hot?" ‘Who you know?' ‘Here’s some money, go do
it American music, especially African-American
music, is the only indigenous art form in this coun-
try. But then you take that and you take the people
who love that out of the equation, what do you think
you're going to get?

These days, Jarm and Lewis focus heavily on

giving back to the community. As Chairman of the
Board of the Recording Acadery, jam attended
both political conver-fions as a nonpartisan ambas-
sador to keep music part of the discussion. Anc
Flyte Tyme recently hosted a Granamy camp experi-
ence, giving 60 kids a chance to experience studio
life. “The responsibi‘izy we have is a divine respon-
sibility because we've been blessed to be able to do
it for so long; the giveback now is at the forefront of
our lives," says Jarm. “We wan: to get kids excited
about the possibilities that are cut sthere. We are very
privileged to be in the position we are in.” Ml

Sarah Jones is the egitor at Mix.
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music leads you, experience more.

FEATURES

* Naturat response ideal for professional monitoring | ¢ Closed-back cushionec earcups for isolation
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Jerrg I.Uexler'

away in mid-August of congenital heart disease
at a hospice in Sarasota, Fla.

Wexler, along with the late Ahmet Ertegun at
Atlantic Records, helped bring R&3 music into
the mainstream. The duo brough: the sounds
of Aretha Franklin, Ray Charles, Otis Redding
and other groundbreaking Africar-American
musicians onto the airwaves. Later, Wexler
would help define the careers of Dusty Spring-
field, Bob Dylan, Led Zeppelin and many more.

"He loved black music, R&B music, and
rhythm and blues was his foundation,” Solo-

Legendary music producer Jerry Wexler passed Mmusic... rh th m
and blues was
his foundation.

REN [

Compiled by Sarah Benzuly

1917-2008

mon Burke told fter hearing
of Wexler's passing. "He had a feeling
for it, he had the knack to keep it go-
ing in his heart and recognize the talent
that he felt was real. Jerry Wexler didn't

change the sound of America; he put
the sound to the public. He opened the
doors and windows to the radio sta-
tions—and made everybody listen.”
Wexler's first foray in the music biz
was landing a job writing for Billboard
magazine in the late 1940s after serving
in WWI! and studying journalism in col-
lege. At Billboard, he coined the term
“rhythm and blues” for the magazine's

He loved black

black music charts, they were listed under “race
records” previously. While at the magazine,
Wexler met Ertegun and so began the ground-
breaking label Atlantic.

E-mail mixeditorial@mixonline.com to share
your rmemories of Wexler or the ways he has in
spired you

Go Back to

“The Fast Lane”

MixBooks Releases Selected
Works of St.Croix

Stephen St.Croix’s “The
Fast Lane” was one of
the most popular col-
umns to appear in Mix
for 18 years. Now, two
years after the author's
passing, MixBooks re-
leases Life in the Fast
Lane: Selected Works of
Stephen 5t.Croix (Mix
books.com,  $29.95).
Included are some of the most important,
well-loved and controversial columns on
subjects such as piracy, pitch-shifting, electric
guitar recording tips, surround sound and,
most important, the meaning of music as the
soundtrack to our lives. Interwoven with the
columns is a private collection of St.Croix's
drawings, notes and personal photos.

PRODUCT NEWS.

VIDEOS.

BLOGS.

PICTURES.

NIGHTLY NEWSLETTERS.
TEC AWARDS.

TECNOLOGY HALL OF FAME.

Get your A€ES gear fix at

Ray Benson to Receive Les Paul Award

Ray Benson—Dbandleader, singer/
songwriter, multi-instrumentalist,
producer and studio owner—will
be honored with the prestigious
Les Paul Award at the 24th Annual
Technical Excellence & Creativity
Awards, to be held Friday, October
3, at the Westin St. Francis in San
Francisco. Sponsored by the Gib-
son Foundation. the award will be
presented by a surprise guest.

Best known for work with
Asleep at the Wheel, Benson and
the band have tackled almost ev-
ery style imaginable—from hon-
ky-tonk, Big Band and rockabilly
to folk, country and standards.
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Benson is also a
talented producer
and studio owner
of Bismeaux Studios in Austin, a
state-of-the-art facility with a huge
control room, a vintage API con-
sole, tons of outboard gear and the
latest digital systems.

BOB SARLATTE TO HOST
Tickets for the 24th Annual
Technical Excellence & Creativity
Awards are now on sale (avail-
able at mixfoundation.org or call
925/939-6149). Comedian Bob Sar-
latte will host the show, backed by
the all-star 2Cold Chili Bone TEC

mixonline.com/ms/aes.

Band. Sarlatte’s career took off as
an announcer, writer and regular
comedy contributor on the first
David Letterman Show for NBC in
1980. He then went on to appear
on the Late Night version of that
program more than 20 times, and
has followed Letterman’s show
with guest spots on the CBS ver-
sion, The Late Show. He has also
appeared in or voiced-over 5,000
radio and TV commercials and
cartoons, as well as numerous TV
series.



Broadcast Techs on the Rise

Projected, 2016

Occupation Employment, 2006

On Move

According to a
report by the U.S

Bureau of Labor Sta-

tistics, employment
for broadcast and
sound engineering
technicians and
radio operators is
expected to grow
faster than average
through 2016. Job
growth in radio and
TV broadcasting

technical advances. Offsetting that trend is a move toward digital broadcasting that will

A/V equipment
techs

Rodney Olson,
Loud Technologies
chairman/CeO0

38000

Broadcast techs

Mainresponsibilities:
lzad our team and
oversee the compa-

Radio operators

ny's growth.

Previous lives
+ 1998-2008, Cardinal

Sound engineering 16000
techs ~

increase employment opportunities.

PHOTO JULIENNE SCHAER COURTESY O MYC & COMPANY
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will be fimited by consolidation of ownership of radio-and TV stations, and by labor-saving

Brands CFO (1998-
2023), CE€O (2003-2008)

+ 1962-1998, Sabreliner Corp. CFO
+ 1978-1992, €rnst & Young staff

‘The most exciting thing;about joining the
audio business is...the opportunity to
lead a team of execs with more than 200
cumulative years of industry experience.

Currently in my iPod: the Rolling Stones,
Lynurd Skynyrd, the Allman Brothers, Bob
Seger.

When I'm not in the office, you can find
me...on the golf course.

—Billy.Joel, at a press conference
announcing the opening of the Rock
and Rotl Mall of Fame Annex in New
York in November ‘o8

HOU.I Low can vou Go') On August 12, Tim Storms (left) broke both of his

current Guinness world records for “the lowest

note produced by a human” and “widest vocal range for a male.” Measurements taken at Citywalk Studio with
engineer Mark Ower were performed using a Bruel & Kjaer Type 2270 so ind analyzer with a Type 4189 mic with
a LF extension adapter, which lowered the -1d8 cut-off frequency of the mic from 7 Hz to 1.5 Hz. The data was
saved to the analyzer's SD memory card and sent to Bruel & Kjaer for analysis (performed by Jim Weir, a senior

FTCwh-Re
C\Documerts ad Setign'pwew\Deskiop\Stom)_FFT b
|
H Low Frequency Tnal 3

\
——
—

FFT graph of low-frequency trial

application eng reer at the company).

For the low~frequency trials, the analyzer was set up
to measure maximum and exponentially averaged FFT
spectrum with a frequency span of 100 Hz and 400 lines
of analysis. In addition, five ambient noise-level measure-
ments were performed. The data collected showed that
Storms can produce acoustic output below 1 Hz (the lowest
frequency recorded was 0.7973 Hz) in repeatable trials.

During the widest-range trials, the analyzer was setup to
measure the FFT spectrum in a maximum hold mode. A fre-
quency span of s kHz was used with 6,400 lines of analysis.
The highest pitch recorded was at a fundamental frequency
of just over 800 Hz
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ICURRENT
TV Stars Rock at Netflix LIVE! L

Band From TV, a rock 'n’ roll group compris j
ing performers from popular TV shows (gui-
tarist james Denton from Desperate House-
wives, drummer Greg Grunberg from Heroes,
rock violinist jesse Spencer from House M.D.
and vocalist 8ob Guiney from The Bachelor),

took center stage with stars Teri Hatcher,
Hayden Parettiere and Adrian Pasdar on
August g as part of the Netflix LIVE! On Lo-
cation outdoor concert and screening series
(from Netflix's library of TV content) at the
Autry National Center in LA.

According to production director Tom
Nicks, front of house saw a Yamaha PMsD
board with Clair iO system EQ and control.
At monitor world was a Digidesign Profile
with Clair iO EQ. Crown MA-3600 amps,
QSC Wideline 10s and PL380s, and CBA
sub-lows were positioned onstage.

Indu Stry NeWS The RIAA celebrates 50

years of Gold Records

jonathan Firstenberg has been promoted to VP, business deveiop- this year; here are a
ment at Universal Publishing Production Music (L.A)..New York select few to take you
City-based Sterling Sound has promoted Jay Franco to masteting down memory lane.
engineer. In more promotion news, Christopher (Kimo) Kemp climbss. Visit mixonline.com for

the fadder at Elias Arts (Santa Monica, CA) and is now asscciate a full tist.
creative director...New composers at Modern Music (Minneapo- .
14): John Hermanson and Eric Fawcett...Euphonix (Palo Alto, CA‘)' !!‘ PraelmgC:;'o"s(ﬁC:ttzh;d
P IR named Mike Franklin to executive VP of worldwide single)

sales...Fairlight US' (Pasadenz, CA) new national
sales manager is Jeff Goodman...Bob Romero QTR
) ) ) Cast Album (first Gold
is Clear-Com’s (Alameda, CA) new global customer operations director. .. album)
Distribution deals: Radian Audio Engineering (Orange, CA) appointed
On the Road Marketing (New England, metropolitan New York) and Ark
Productions and Marketing (Upstate New York); Dale Pro Audio (NYC)
is master distributor for Linear Acoustic's (Lancaster, PA) range of gear;
and all TRUE Systems (Tucson, AZ) products will be distributed
n Germany, Austria and most of the EU by Synthax Audio AG.

Barbra Streisand's
The Second Barbra
Streisand Album

Pink Floyd’s
The Wall

Shania Twain's
Come on Over

Go to mixonline.com } | prefer to see a band at:
Total votes: and put in your « A small club

o) o) o) o) o)
4] %) 2 2 %) 7 %) 5 %) 2 2 %) 6 two cents: e An Qutdpor amphitheater
ROCK HIP HOP COUNTRY  CLASSICAL OTHER 3,901 OG5

e Sheds
o Other
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i
It’s personal. But I'll tell you one thing: my pen helps me create
sweet music.

Charlie here. | make music. In the studio, | bring my Intuos3
and use it with my Pro Tools and Fruity Loogs. My pen gives
me a natural way to work with faders and sliders, helping me
find just the right beat, the right sound.

We make sweet music together.

I’'m at the Pen Collective because I've just got so much to share.
| need to let it out. It’s like a tune you can’t get out of your head.

Listen. Share. Learn. *‘
Come to Grips with Your Pen Love. K
www.PenColiective.com WacCcom

2008 wacom Technology Corporation, Wacom is a trademadk of Wacom Company. Ltd
All other references to third-party software are recognized as trademarked property of their respective owners and used with their permission
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BASS—New Space for €ngineer, Musicians

Bay Area engineer Stephen Hart
(www.hartmixer.com) has found
a new home for his gear and proj-
ects: Bay Area Sound Studios (www.
bayareasoundstudios.com), a new
rehearsal/studio facility in San Ra-
fael, Calif. The 11,000-square-foot
business was conceived by Michae!

cording Academy’s P&E Wing, had
left Fantasy Studios (Berkeley, Calif.)
after seven years as chief engineer. At
BASS, he found spaces that he says
are “even and punchy. The larger
rooms aren't cavernous sounding,
but they have ef-
fective bass trap-

€ngineer
Stephen Hart
(left) with

LeValley's Live Oak Design Group.
“When we were designing the

building, the intent was rehearsal

space only,” LeValley says. The space

ping and quiet air.
Walls, floors and
ceilings were al-
ready nonparallel.

Michael
LeValley in
Studio 2.

was divided into 15 rooms of varying
sizes, from the 100-square-foot prac-
tice rooms geared toward individ-
ual musicians all the way up to the
2,000-square-foot Studio 1, which
is large enougn for professional
bands to rehearse on an arena-sized
stage. To ensure the best-sounding
environments, LeValley hired Sam
Berkow to tune the room acoustics.

“It then became apparent that
the rooms could serve other func-
tions,” LeValley says. “Right before
we opened, | was approached by
Stephen.”

Hart, who serves as regional
president and co-chair of the Re-

Room tuning is a
lengthy and costly
procedure, and it
was a massive benefit to me to have
the bulk of it done.”

Hart installed his full-blown Pro
Tools HD3 system with C|24 control
surface and an arsenal of plug-ins (he
acknowledges endorsement deals
with a few companies) in the studio
now called TheMixRoom, and had
it wired to BASS’ 1,300-square-foot
Studio 2. Two-way audio and video
were added for talkback. The studio
went online in April, and Hart has
already completed recording, mixing
and/or mastering projects for blues

artist ..ady Bianca, jaez star Terrence
Brewer, indie rock banc Buit for the
Sea and country guitarist Jacie King,
among others. He zlso continues
to balance his work at BASS with a
freelance career. When projects take
him to otker studios. BASS' audio
projects are handled by inhause en-
gineer Brad Dollar.

Meanwhile, LeValiey says bcok-
ing in the rehearsai reoms has been
healthy since day one, those clients
include high-profile z:tists such as
Tommy Castro, Carlene Carter, Pri-

mus and Van Morrison, as well as
working bands and music students.
"| believe in this as a contempo-
rary media facility,” Hart says. “It's
got recording, rehearsal, events—
we hosted a surround-sound event
for the P&E Wing and |BL last
month. There’s a lot of versatile
space. I'm fortunate to be in at the
inception of BASS where unexpect-
edly, with a modest investment
in infrastructure, | have access to
a large, beautifully tuned room.”
—Barbara Schultz

roject SO scmpeceorigin oo

Whether tracking happens in his four-room Stam-
pede Origin studio or he mixes tracks that were
recorded elsewhere, engineer Ryan Freeland (www.
ryanfreeland.com) is all about live performance.
“It's almost all | co,” he says. “For an engineer,
that's the most fun because you've got five or six
musicians in a room, and day one, take one, every-
body is playing live and it might be a master. You're
under extreme pressure to make sure you record it
properly; it puts me to the test, and | love that.”
Freeland tests well, apparently. His first job out
of college was at House of Blues in Memphis. First
gig as a second for this engineer/piano player: a
Jerry Lee Lewis session. Then he moved to LA. to
become Bob Clearmountain’s second engineer.
Freeland learned from the master mixer, and in off-
hours he built up his gear and freelance clients.
"Bob gave me one of his early Pro Tools sys-
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tems when he upgraded,” Freeland says. “Once
went independent, | started spending every dime 1
had on gear. | lived in a one-bedroom apartment in
Westwood, and | made a lot of great records in that
apartment. We did Aimee Mann recorcs there.”
Later, Freeland moved to West LA. and set up
shop in his living room. A year ago, he built cut
a guest house on his property to accommodate a
large control room and three additional tracking
spaces. *I designed and installed everything my-
self,” he says. “The drywall, the electrical, the patch-
bay—some jobs were more fun than others!”
Now, Freeland has a permanent Fome for his
Pro Tools HD Accel-based rig; his racks of vintage
mic pre's, compressors and effects; and his care-
fully chosen mic collection. Projects he's com-
pleted in the new rooms include mixing Mann's
@#%*! Smilers, as well as releases for locals Miss

Willy Brown, Gaby Moreno and Kristy Hanson.
He can also mobilize his gear. He's been working
with acclaimed producer Joe Henry for six years,
and they often track in Henry's home studio. For
example, Rodney Crowell's latest, Sex and Gasoline,
was recorded in Henry's Garfield House studio
ard tren mixed at Stampede Origin.

“Joe's studio is the bottom floor of his home in
Sauth Pasadena,” Freeland says. "I roll all my stuff
into his space, but he's got a lot of equipment there,
as well. The combination of what he has and what
I have is pretty lethal!” It also helps that both Henry
and Freeland use ProAc Studio 100 monitors.

"I record the way | want things to sound,”
Freeland explains. “So the playback everyone was
nearing on Rodney's record was the vibe everyone
was getting in the studio, and the vibe we wanted
for the final product. | would do roughs at the end



2 Scott’s ‘Modern’ Remedy

Darrell Scott was scheming and overdub-
bing, making a densely layered album
called The Invisible Man. It turned out to
beasuccess, withasongonitcalled “Hank
Williams' Ghost” winning last year’s
Americana Music Association Song of the
Year Prize. But in the midst of that proj-
ect, something was driving Scott crazy.
"I just hit the wall,” Scott says. “I needed
abreak fromit. SoI tried something else,
as medicine. I wanted to goin, record and
get out quickly.”

Scott called engineer Gary Paczosa.
The two were fans of the Sheffield Lab se-
ries of recordings from the 7os, in which
musicians recorded direct to master.

"Those had the immediacy and the
live vibe, but also
the studio control,”
Scott says. “It was
great sound, and
that's what I was
after. There was no
multitrack hiss to
them, and they were
audiophile quality.”

Scott and Paczo-
sa went into George
Massenburg’s  Stu-
dio C at Blackbird
(Nashville).
place
employs more than

Studios
Massenburg's

1,500 sheets of 1-inch-

ing tracking, you've got to fix that during tracking. The
real fun is when you capture the vibe. it could go out the
door that day. You could take the rough and it would be
a pretty good representation of what | was going for—as

long as Gavin Lurssen masters it!

“I'm one of those guys who was always into the

way records sounded,” Freeland con-
tinues. “I had a reel-to-reel in my base-
ment from age 12, and when | went
to Interlochen Arts Academy for high
school, I took the bed out of my dorm
room to make more room for equip-
ment. Now I've got a proper studio.
it's nice not to sleep in the middle of
my studio anymore.” Il

of the session, and the mix part at my place was basi-
cally a touch-up of the rough. The important thing is the
recording has to work at its core. If it's not working dur-

thick, medium-density fiberboard, cut in
unique tines. The place looks like some
futuristic city art project that taxpayers
gripe about, but its construction allows
musicians to stand in the room and hear
each other without headphones. It was
built for mixing, but Scott and Paczosa
wanted to track there.

"There was close-miking, but we
also flew overheads so information was
shared,” Scott says. "We did almost ev-
erything live, without headphones, and
we had no click track and did minimal ed-
its. It made for something kind of tight,
yet with a vibe of looseness.”

Scott and a crew of musician friends
recorded 12 of his favorite songs, from 12

favorite songwriters,
and then Scott went
back and worked, re-
freshed, on The Invis-
ible Man, released that,
and now he has also
released the Studio C
album, Modern Hymns.

"These are songs
I love, and this is Mas-
senburg’s vision of a
room and this is Pac-
zosa working his mag-
ic,” Scott says. "With
all that, we got music
that is immediate and

PHOTO SCOTT SIMONTACCH!

in the moment.”

RODAEY CROWELL
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Track Shee

Slipknot spent four months recording their fourth
album, All Hope Is Gone, at Sound Farm Studio and
Recording Environment (SFSRE) in Jamaica, lowe.

The album was largely produced and
engineered by Dave Fortman (Evanes-
cence, Mudvayne), but the studio owner,
producer/engineer Matt Sepanic, was at
the helm for a few tracks. The band also
filmed the video for their first single
off the album, “Psycosocial,” at Sound
Farm...Dubway Studios (NYC) went mo-
bile to record a number of performanc-
es for iTunes’ “From SoHo” series at
the small theater inside the Apple Store
in Manhattan. Artists re-
corded by Dubway’s chief
engineer, Jason Marcucci,
include Gnarls Barkley,
Gavin DeGraw, Puerto Ri-
can rockers Black Guyaba
and Disney’s mega-pop
stars the Jonas Brothers...
Janis lan is releasing a
new autobiography to be
accompanied by a career-
spanning double-CD. Most
of the 30-plus tracks on the
collection were remastered
from original source mate-
rial; all work was done by
Don Cobb and Eric Conn
at Independent Mastering
(Nashville)..Summer sessions at The
Cutting Room Studios (NYC) included a
writing/tracking collaboration between
Danger Mouse and Julian Casablancas
of The Strokes, who worked with as-
sistant engineer Tom Gardner and
producer Eshy Gazit. John Legend also
returned to The Cutting Room to work

Send “Sessions”

on new tracks with engineer Anthony
“Rocky” Gallo..At Catalyst Recording
(Charlotte, NC), Final Cune recorded
their debut CD for Fallen Brother Re-
cords. Studio owner/producer/engineer
Rob Tavaglione describes the release
as “old-school-inspired thrash metal.
Guitarists Mike Plowman and Madison
Steagle lead the band through a set of
up-tempo, staccato rockers punctuated
by blazing guitar solos and dreamy, clas-

Slipknot's Sid (red mohawk) faces
producer/engineer Dave Fortman
{with laptop).

sically inspired quiet sections.”...Avatar
Studios (NYC) introduced a Sessions
Blog offering practical advice for studio
engineers and recording artists. Topics
include tips for choosing an assistant
engineer for your project and where/
why to keep safeties. Check out blog.
avalarstudios.net.

news to bschultz@mixonline.com.

Ryan Freeland mixes Joe
Henry's productions and
others in his Stampede
Origin studio.




S.F. Spotlight

_ ecording industry veterans may associate the 1340 Mission St.
R\l building in downtown San Francisco with Coast Recorders, a
| well-known studio that opened in 1969. Artists and engineers
who worked there in the "gos will remember it as Toast. Now, the prop-
erty is simply called 1340 Mission, and partners Matt Boudreau and
mastering engineer Michael Romanowski, along with industry vet/mas-
tering engineer Paul Stubblebine and producer/engineer Michael Wing-
er, are infusing the historic facility with a vibrant new energy by offering
a classic recording space
(redesigned by Bill Put
nam in 1970), excellent

by Heather Johnson

wrong with the window in front,” says Stubblebine. “With the console
facing west, not only does it take the window out of the acoustical
equation when monitoring, | find that it allows you to focus more on
what you're hearing.”

The Bob Hodas-tuned room features a 28-input Trident 16 console
and a set of Klein + Hummel 0300 monitors with an 0800 sub. Record-
ing options include Pro Tools HD2 Accel with Lynx Aurora converters and
four Universal Audio UAD-1 expansion cards; Studer A827 2-inch analog
with either 24- or 16-track headstack; and a Tascam DV-RA1000HD for
high-resolution mixdown. Outboard gear includes Universal Audio mic
pre’s and compressors, and an EMT 140 plate, among other items, and

the solid mic list includes models from Royer, Neumann, Au-
dio-Technica, Shure, Earthworks and BLUE.

equipment and talented
personnel. Most impor-
tantly, it's a place where
musicians can work in an environment that emphasizes collaboration,
communication and creativity rather than the more isolated situations
that are now so common in our industry.

The facility turned a corner in 2007 when Boudreau decided to
move and expand his Broken Radio studios and join Romanowski,
who had worked in the building alongside industry vet Stubblebine
since 2002. “Paul and | had been here for years and wanted someone
else to run the recording studio,” says Romanowski. “When the lease
came up for renewal, Paul asked me if | wanted to take it over, but
I didn’t want to run a recording studio either! So I decided to find
a partner who really cared about music,
about building a scene and doing good
work. Matt was the perfect choice.”

Expanding into a 30x40-foot studio
was quite a jump for Boudreau, but
the timing seemed ideal for him and
Romanowski to bring their vision of a

Boudreau and
Romanowski at the
28-input Trident 16
console

collaborative, creative environment to life. “For years, Michael and |
talked about having a group of people in one facility,” says Boudreau.
“Then he came to me one day, and said, 'Well, do you want to move
over and join me?"”

He and Romanowski put a plan into action that would not only
incorporate their ideas for a community-based environment, but also
put money in the bank. “Matt’s focus was to make the studio afford-
able and a model where everybody pays the same price,” says Winger.
“His concept is very independent artist- and producer-friendly and
more suited to today’s recording climate.”

On Stubblebine and Romanowski's recommendation, Boudreau
re-oriented the control room go degrees so that the window is posi-
tioned to the side of the console instead of directly in front. That alone
opened up the 20x22-foot control room considerably.

“ struggled through making several records in here and felt it
wasn't ever going to work acoustically because the proportions were
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] While Broken Radio was settling into its new space, Stub-
blebine and Romanowski reconfigured their mastering studios
| and combined equipment to make space for the Tape Project,
‘ a record label of sorts co-owned by Stubblebine, Romanowski
and Dan Schmalle that offers a limited number of reel-to-reel
analog releases to a growing number of audiophile subscribers.
Romanowski’s studio is now the duping headquarters for the
Tape Project and home to the Scully lathe for album cutting.
Around the same time, Winger moved in his Pro Tools HD3 Accel
rig, Yamaha and Genelec monitors, and other gear upstairs to create
an intimate mix room in what was previously unused space.

With all rooms online, 1340 Mission has seen a flurry of activity, with
clients ranging from George Winston, Joshua Redman and the Kronos
Quartet, to regional talent such as Winger's own band, Super Adventure
Club, folk-rock band Cannons and Clouds, indie pop-rock artist Nate Ben-
nett, jazz artist Jacqui Naylor and alt-rock band Dialectic. Boudreau is also

PHOTOS: MARSHA VOOVIN

finishing up a mix for a new Karaoke Revolution videogame.

It's not uncommon at 1340 Mission for clients to exchange ideas
over a cup of espresso in the lobby. In fact, that’s one of the key “mis-
sions” of the facility. “It's nice to see the musicians, independent of

us, making a connection,” says Boudreau. “I see this place as a hub.
Among the four of us, we have a ton of resources and a lot of experi-
ence to offer the community.”

Heather Johnson is a contributing editor to Mix and author of If These
Halls Could Talk: A Historical Tour Through San Francisco Recording
Studios.
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L.A. Grapevine

wo years ago, David Bianco performed an extreme makeover
on a once-great studio and brought it back to life. It was a
' significant act of landmark preservation, but for the Grammy-
winning producer/engineer/mixer, who has a discography running
from Johnny Cash to AC/DC, it was also a crucial career move.
“Nore and more,” Bianco says, “A&R guys would call, and tell me,
‘My artist really wants you to mix his record—you have your own place,
don’t rou?" It became obvious that to keep the standards high during
a time of declining budgets, it would be necessary to get my own spot.
After several years of looking, | spotted a fisting on Craigslist for what
had been Mama Jo's.” ]
Built in the late 1960s by producer/engineer Freddie Piro, the
tracking room/control

David Bianco in Dave's
Room, formerly Mama
Jo's room

room facility at the
northern tip of North
Hollywood had drawn
the likes of the Alan
Parsons Project, Burt
Bacharach, Smokey
Robinsen, Pat Benatar, Ambrosia and other big names before falling
into disrepair in recent years.

“| grabbed a friend to go check out the place,” Bianco recalls.
“When { pushed open the door, | saw that it was double-thick, with
a resilient channel in the wall. It was a cave in here; the floor was
all uneven from a water leak. We started looking around with flash-
lights, and 1 said, ‘Man, this is the real deal!"”

Bianco stands in the renovated tracking room of what is now
called Dave's Room,
its walls covered in the
original dark-wood pan-
eling and period fabric.
“Look at this wall," he
says, opening the double
door to show its thick-
ness. “You don't see this
in your basic Sheetrock
project studios. It would cost several million to build a studio like
this today.”

He took a five-year lease from the landlord, a furniture-store
owner who'd bought up the whole block. "My landiord was unaware
of the quality or history of the studio and intended to tear it down,”
he says. “So it was serendipitous that | showed up. | did some bar-
tering to renovate it—trading out studio time to a guitarist/flooring
guy and a drummer/electrician.”

The new system features an
Audient Sumo and Digidesign
Pro Control incorporated into
an original acoustical design
by Vincent van Haaff.

Piro's original Trident desk was long gone, but that was a non-is-
sue for B anco. "I didn't fee! a need to go that route,” he says. "There
was no deep-pockets investor. | was using savings to get up and
running, and the expense and maintenance of a vintage console was
not part of the plan. | felt deeply that, having spent much of my early
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by Bud Scoppa

engineering years constantly figuring out how to bypass electronics
in consoles to find the cleanest signal path, that there was little point
in having a board. After all, it’s not like we're limited on tracks and
have to combine stuff all the time. It's not necessary in the mixing
process, either. | like using great mics with my favorite preamps and
equalizers, and going directly into the drive.”

We walk into the restored, Vincent van Haaff-designed control
room. “That's my console,” he says, pointing to a compact Audient
Sumo, a Class-A summing mixer with a selectable G Series—style
compressor and an insert point to which you can connect a different
compressor, equalizer, etc. He uses it with a Digidesign Pro Control.
“1 like to break out of the box, and | like a fader every now and then,”
he explains. “I'm old-school in that way.”

Bianco records through a Neve Suitcase with direct outs,

and for additional preamps he uses a combination of old (in-

‘ cluding API and Altec) and new (Great River, SSL, Little Labs

and Digidesign). “I like the Neve for the kick and snare,” he

[ says, “but for the clarity of overheads, | like a clearer pre, so

I'll use something a little newer. I've got all my favorite colors

here—Neve, API, Quad 8 and the modern stuff for record-

ing—and when | mix | have the option of running it through

them or not. But they're not attached to an enormous bus matrix

with lots of wires and a bunch of amps that are taking the signal and
deteriorating it. It's just the pure signal.”

Bucking the conventional wisdom has been working for Bianco
in the year and a half Dave's Room has been in operation. He's P/
E/M’d albums for Big Head Todd & The Monsters, Blues Traveler
and Keaton Simons, while serving as engineer/mixer for producer
George Drakoulias on soup-to-nuts projects for Paddy Casey, Tift
Merritt and, most recently, Susan Tedeschi. The bookings have been
filled out with a variety of mix jobs.

“One of the biggest pluses about this place,” he says, "is that
the acoustics are phenomenal, with just the right amount of live
to dead material to allow the natural timbre of instruments to be
recorded in a very pleasing manner. It's also the perfect amount of
space for up to six musicians to record live, vibing off one another,
with great sight lines and plenty of separation. I've been getting
spirited and often magical takes that have so much more soul to
them than I'd get from building the tracks, which is what people
wind up doing with their home studios.”

Send L.A. news to bs7777@0aol.com.
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NASHVILLE Skyline

hey knew it was wrong, and they did it anyway. They gathered

in a little place called Big Studios. They recorded Epiphone

acoustic guitars direct. They played without rehearsing first.
They didn't use a click track. They mixed in the box via a Digidesign
soundboard. They never went to tape. They used Shure SMs7s for
room rrics. They wrote charts from cell phone recordings. And they
wound up with one of the most compelling country music albums of
the new century.

"I don't care what it takes as long as it sounds good,” says T.W.
Cargile, who manned the board for the recording of Jamey Johnson’s
That Lonesome Song, an album that has won nearly universal praise
and broken into the Billboard Top 10 country charts with a sound that
is much more reminiscent of Waylon Jennings’ outlaw swagger than
of the feel-good, minivan-friendly music that usually dominates the
modern country mainstream.

“We didn't even know we were making an album,” says Wayd Bat-
tle, who, along with several musicians and co-conspirators, is credited
as co-producer on That Lonesome Song. {On the Mercury Nashville al-
bum, Johnson ‘isted "The Kent Hardly Playboys” as producers.) “But
then we startec playing, and | was looking at Moose, and Moose was
looking at Swire, and Swine was looking at Cowboy, and it felt like
church in there. | called my wife, and said, 'Something's happening
here. We're not making demos."

Church? Swine? Cowboy? Moose? Ah, yes. Take a deep breath.
Nashville is back. And it sounds like 1972, only it's digital.

“I didn't realize how much | didn't like what was going on un-
til | started producing some stuff,” says Jim Brown, the Kent Hardly
Playboy who's called "Moose.” "The typical way records are made in
Nashville is a kind of wall of sound. There’s a couple of acoustic parts,
a couple of electric rhythm parts, and then a piano and a Hammond
B-3. They limit and compress everything so the level can stay hot ail
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by Peter Cooper

the time. When you need to go to a chorus and it needs to go some-
where else, you can't; you're already there. So sometimes the biggest
parts of the song sound smaller. Because when everything kicks in,
the compressors kick in harder 'cause you have to keep the vocals up
front. And, well, that's not how we did this one at all.”

The musicians learned the songs on the fly, with handwritten charts
that Brown and Kevin "Swine” Grantt wrote out from the demos Johnson
kept on his cell phone. Then the men stood and made music, in real
time, with the acoustic guitar
and bass recorded mostly di-
rect into Pro Tools HD. Cargile
hung Shure SMs7s as room
microphones to capture the
guitar tones and drum sounds
that rocketed through the
small space, and most of the
album was made in a day, be-
tween 2 p.m. and midnight.

"And that was stopping to take a drink every now and then," says
Grantt, who played his bass parts through a Vox DI using a Sadowsky
Vintage 5 bass made of swamp ash.

The songs were often recorded without intros as such things
require planning. Johnson, who had been released from a deal with
Sony-BMG and gone through a divorce and no smalf number of hang-
overs prior to That Lonesome Song, just called friends together to play
songs. Those songs wound up sounding altogether different from
anything else being polished on Music Row, and Universal Records
boss Luke Lewis decided to put the album out sounding as raw and
real as Johnson wanted.

“lamey was looking for something different, and so was |,” says
Cargile, who spent 15 years at County Q studios before joining with
Noah Gordan to lease the building off 18th Avenue that they're calling
Big Studios. "My whole reason for moving here was to get a specific
sound. Thanks to Jamey, | got it. And we knew this wasn't the way
you're supposed to record. It just felt right.”

That's not to say that Big Studios doesn't have fine microphones
or capable gear. Johnson's vocals were recorded into Pro Tools
through a Manley Gold reference microphone, which Cargile praises
for its substantial bottom end and tingling high-end edge. And the
mixing took awhile, not because the basic tracks were problematic,
but because Cargile spent time attempting to mix in a traditional
manner, with outboard compression and all.

1 did the typical mix thing, started with drums and added bass
and then compression,” Cargile says. “it didn't sound right. It wasn't
vibing. So | went back to the roughs, added little touches, all in the
box, and that was that.”

The mixing also took a little extra time because of all the revelry
going on in the studio. The guys would start at about 2 p.m., and then
by late afternoon it was time to amble down to a Nashville bar called
Loser's. There, they couldn't help but talk up their unorthodox project,
and by 6 p.m. there were usually 30 people or so who just had to go to
the studio and hear what all the excitement was about.

"They all said the same thing," Cargile adds. "It was, ‘I haven't lis-

L-R: Jim “Moose” Brown,
Kevin “Swine” Grantt, T.W.
Cargile and Wayd Battle at
Big Studios

tened to country in years because it doesn’t sound like this anymore.""
Jamey Johnson and his Kent Hardly Playboys would smile at that.
It was Back to the Future stuff—via Pro Tools.

Send Nashville news to skylinemix@live.com.
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he World Series is upon us once again, but this month’s
T “Metro” turns our ‘ocus back a few months to another huge

baseball event: The 79th Major League All-Star Baseball Game
held in 'uly was the longest All-Star contest in history. But for at least
cne interested observer—composer Brian Langsbard up in Yankee
Stadiura's ancient audio booth—it was a 15-minute portion of the pre-
game ceremony that felt like an eternity.

Stakes were extra high on that July 15th, because as 2008 is the fi-
ral year of operation for the Yankees' historic home park (in bus'ness
since 1923i, the game was the final All-Star event ever to be held there.
Months oefore the contest, the L.A.-based Langsbard was informed
by Major League Baseball (MLB) that his services would be needed in
the Bronx, not simply to compose 25 minutes’ worth of original anthe-
neic music, but also to trigger the pieces live auring the ceremonies.
As an experienced TV composer (Snapped, City Confidential), MIDI
preview orchestrator for film (Air Force One) and videogame com-
poser (Buzz Aldrin's Race Irto Space, The Sirapsons: Virtual Spring-
field) as well as a veteran of previous MLB on-field presentations.
Langsbard was ideal for executing the dual ass gnment.

“3aseball is the only sport with a true musical tradition—where
everyone stands up and can sing the same song [*Take Me Out tc the
Ballgame"] together,” Langsbard points out. "The MLB producers have
the best ears of anyone I've worked with. They're quite demanding be-
cause they're used to licensing live orchestral music. So I have to con-
vince them that I've used a live orchestra or it doesn't get approved.”

A self-confessed film-score fanatic since high school, Langspard
was unkrowingly preparing for the MLB gig by pushing the compos-
ing and recording envelope every chance he gat. His big break came
working with Joel McNeely or1 the 1997 blockbuster film Air Force One.
“Joel wrote a third of the music of that movie for Jerry Goldsmith,”
Largsbard says. “It was my job to produce orchestral mockups of
Joe.'s music for the director, Wolfgang Petersen. Joel held me to ex-
tremely hign standards of making that music sound as realistic as
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possible since that would have a big impact on how the director felt
about the score. Then, being able to hear the real orchestra version
of Joel's music later allowed me to A/B my mockups with the real
thing."

Langsbard got an order for six different pieces of music for the
79th All-Star Game, including an intro, themes for the roll call of the
National League and American League starters and non-starters, and
one for the first pitch. Of particular interest, however, were the
pieces that accompanied the entrance and roll call of 49 of the
64 living Hall of Fame Baseball players—an event of unpredict-
able length that would test Langsbard’s nerves and experience for
proper playback on the day of the big game.

Working out of his digital/analog hybrid personal studio in
Mar Vista, Calif., Langsbard set to work using his Mac Pro Core 8
running a Logic & front end for Pro Tools HD. The computer side

is complemented by out-
board gear that includes
- a Manley SLAM!, Avalon

Comp Brian Langsbard 747, Empirical Labs FAT-

surveys the All-Star Game SO and Apogee PSX-100

opening ceremonies at converters. Of supreme

SRS Db importance to Langsbard

are the East West Sym-

phonic Orchestra and Vi-

enna Symphonic Library,
taking up multiple gigs of memory on his hard drive. “I should
give credit to those sample libraries,” Langsbard says. “I would
never choose one or the other when | could have both.”

Langsbard set out to reflect the MLB sound. “We always toss
around words like cinematic, heroic, orchestral, patriotic, mov-
ing and a certain degree of Americana,” he says. "For the Hall of
Fame piece, MLB wanted the energy sustained for a full 15 minutes.
Compositionally, | used every trick in the book: new transitions, vary-
ing themes, keeping a driving percussion track running—which helps
give it a constant feeling of movement and progression, and always
save the choir for the big finish!”

With his history scoring for the big screen and past MLB events—
including on-field presentations for the 2005 World Series and 2007

All-Star Game-—Langsbard's experience in combining live events and
cinematic composing sensibilities would pay off for the New York City
show. “After doing two gigs previously, | know what to expect and how
it's going to feel in the stadium,” notes Langsbard. “This event is like a
montage of scenes on the field that unfold, all scored to music meant for
a crowd, where it's simply doing the job of supporting an emotion.”

At Yankee Stadium on game day, MLB wisely decided that only
Langsbard should be trusted with triggering the music cues dur-
ing the ceremonies. Squeezed into the smallest major-league audio
booth imaginable, when game time arrived he triggered his cues off
a trusty and fortuitously tiny Mac G4 laptop from the live-mixing
program D).

“| cannot quite explain just what a rush it is to hear my music
blast through the sound system at Yankee Stadium,” Langsbard says.
“Without a doubt, the regal and historic nature of this event far sur-
passed any other job I've been a part of, and 1 was very proud to be
part of such a tight production team. | may have aged at a slightly
quicker rate during that whole week—I wouldn't trade it though!”

Send New York news to david@dwords.com.



Hardware shipping now!
Check www.steinberg.net for

the FREE Cubase 4.5 update... Teddy Riley

"Steinberg gives me everything | could ever want
for working with audio and MIDI instruments.”
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Michael Wagener

"The MR816 CSX is a fantastic solution at a great
price that truly helps you cancentrate on your music.

it helps you get back to thinking with the right side

of your brain without having to think about shortcuts,
which can take focus away from the creative process."
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By Blair Jackson

TBone Burn
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Burmett was selected to be this year’s recipient of the TEC Hall of Fame Award before
CODE was made public—purely on the basis of an amazing career that stretches back to Bob
Dylan’s ramshackle Rolling Thunder Revue. Highlights include a handful of intelligent and
provocative records with the Alpha Band and solo; an array of brilliant albums he’s produced
for the likes of Los Lobos, Elvis Costello, The Wallflowers. Roy Orbison, Counting Crows.
Gillian Welch, Cassandra Wilson and, yes, even Spinal Tap: and creative soundtrack work for

films ranging from the Grammy-winning O Brother, Where Art Thou? to Cold Mou