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Built-)n Melodyne pitch correction and over 100 more .;"‘
powertul enhancements. Sixty-four-bit audio engine.
Intuitive one-window interface with drag-and drop
everything including access to thousands of Exchange
community resources without ever leaving the program.
Integrated Mastering Suite and instant web upload.

Stop fighting masses of menus that get in the way -’rScudiuum_,
of inspiration and creativity. Crossgrade to Studio One 2
Professional. Visit your PreSonus dealer today or download C
afree trial copy from our website.
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Studio-Quality Sound
Goes the Distance

Get the revered sound quality, deep Pro Tools* integration, and direct plug-in support of VENUE SC48, now with
remote /O flexibility. With the new VENUE SC48 Remote System—featuring the award~winning SC48 console
and all-new VENUE Stage 48 remote box—you can position your I/O anywhere for optimal sound, elimnating
cable clutter at front of house. And with fully redundant Ethernet AVB snake connectivity, you can bring the Sound

of the studio to any live performance—with the utmost reliability.

Create large, detailed mixes with up to 80 mix channels VR e N T e e

Easily handle large monitor mixes with 24 aux busses, 8 matrix, plus LR

Re-create the sound of the studio with direct support of
industry-standard plug-ins

Record 32 tracks of audio for show archiving and Virtual Soundchecks
using the built-in Pro Tools interface

Stage 48

Customize your 1/0 with support for up to two Stage 48's—66 :nputs and 50 outputs tctal

Lean more—www.avid.com /VENUE

€ 2012 Avid Technology, Inc. All nghts reserved. Product features, specifications, system requirements, and availability are subject to change without notice. Avid the Adid logo and
Pro Tools are trademarks or registered trademarks of Avid Technology, Inc. arits subsidiaries in the United States and/or other countries. All other trademarks contained herein are
the property of therr respective owners.
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Use Your Sweetwater Gard an
Get 18 Months 0% Interes
On Great Recording Gear’

Fill Your Studio with Select Gear from Avid, Lauten Audio, RODE,
Rupert Neve Designs, sE Electronics, and Many Others! Gall for Details.
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b, * Portico 517 O Portico Il
i Put an incredible preamp/compressor right into your 500 Series Imagine classic Neve preamp, EQ, and compressor elements — all
‘ 3"‘ rack! Designed by the legendary Rupert Neve, this outstanding packed into a handy 2U channel module. Here it is! The Portico il lets
: module gives you an impressive front end for both mics and you add color to your tracks or tweak transparently. Ilts amazing Texture
’ ‘ instruments. In fact, you can blerid both the mic input and the section actually allows you to manipulate harmonic content, so you can
L - o direct input together, for excellent recording options. go from vintage to modern character — and everywhere in between.
\

Mbox Pro *

Ali the I/0 you need plus all the features you want, ina
desktop-friendly interface! Packed with premium preamps,
quality converters, and features you’d expect to find on much
more expensive interfaces, the Mbox Pro puts the controls
you need at your fingertips. You even get an onboard tuner
and a DSP engine for cue mixing. This is a powerful interface
— and an incredible value!

AVID
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Need miore than : =W FREE Warranty**
- - DNFIDEN! We cover nearly every item
just recording gear? " SN o2 minimum of two ears
Call Sweetwater for all your live Value Added FREE™ FREE Shipping
sound and musical instrument needs! Reseller o o ispmic ) Amost every piece of
0 - gear ships 100% free

All Access Platinum Card*
Apply for your card today at
Sweetwater.com/AliAccess!
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(800) 222-4700

756002 1
Contemporary mic sound and modern
reliability meet classic tube vibe! This
beautiful-sounding large-diaphragm tube
condenser mic lets you choose among all the
pickup patterns you could ever need, and an
onboard pad and a bass roll-off control let
you use it on all kinds of sources — in all
kinds of environments. It's a perfect addition
to any mic locker!

Reflexion Filter 4
The elegantly simple, portable, and affordable way to make
your projects sound better than ever! The Reflexion Riter
easily mounts on your mic stand and puts effective studio
treatment right where you need it. No matter what kind of -
space you're working in, this handy filter improves it!

RODE

MICROPHONES

Atlantis FC-387 P>
4 NT1-A Bring the best out of all
Get astoundingly clean, clear mic your sound sources, with
performance — at an incredibly low this amazingly versati‘e FET
price! The NT1-A gives you the best of all condenser mic! The Atlantis
worlds: accurate sound, exceptionally low FC-387 gives you three voicings.

self-noise, and a high SPL rating. Use
this studio-workhorse mic on vocals,
amps, and much more!

4nT5-8
Perfect overhead drum mic and
more! Whether you’re miking
hi-hats, stringed instruments,
or vocal ensembies, you'll love
the crisp, clear performance
you get from this compact
small-diaphragm condenser
microphone.

Music Instruments & Pro Audio

(800) 222-4700
| Sweetwater.com

three gain settings, and three
polar patterns. Meet your new
go-to studio microphone!

Clarion FC-357 >

With selectable multipie
pickup patterns plus gain and
attenuation swiiches, this ' e Auoio
amazing large-diaphragm
condenser combines the
classic sound you love with
the modern, low-noise
performance yodJ demand.

ProGear and SweetNotes
are now mobile!
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THE UTTERLY GLORIOUS FUSION » OF TECHNOLOGY AND AR'TT{TRY.

SHURE KSM MICROPHONES Exquisite craftsmanship and exceptional engineering that sets a new
standard of clarity and control. Ultra-sensitive, with extremely low self-noise and superior handling of high
sound pressure levels. Pure audio mastery. Period.

SHURE

www.shure.com/americas LEGENDARY
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From the Editor

YOU CAN'T GET THIS AT HOME

wo days after I write this I'll be going with my daughter Jesse and her bovfriend,

Alec, to see the Avett Brothers at the Greek Theatre in Berkeley, one of my absolute

favorite venues in the world and it’s right in my hometown. It’s where 1 took Molly,
Jesse’s sister. as a 6-month-old to see Jerry Garcia and Jimmy Cliff. It's where I've seen Bob
Dylan, the Dead, Stephen Marley, Ben Harper, Wilco, Michael Franti and a rockin’ Death
Cab for Cutie show. So many others over the past two decades. Every major lown has al
least one good venue, and every true music fan has at least one or two favorites. whether
it’s Roscoe’s Bar or Red Rocks. The Greek is one of mine.

I'm excited to be going out for a couple of reasons. First. I'm a big fan of the Avett Broth-
ers, having seen them live for the first time a few years back with the same Jesse and Alec
al Outside Lands in San Francisco. We “discovered” them together at an outdoor stage
on a Saturday afternoon, and I tell you, there’s still no belter way 1o experience music, or
to connect with a band, than when they’re in the zone and the crowd is right there with
them. Four years later, they’re back, and so are we.

I’'m also excited because it’s my first real concert of the season. I've been 1o a few club
shows and the like, but normally by the middle of June I would have heen 10 a festival or
two, at least a couple of shows at the Fox Oakland. and maybe once to Mountain Winery.
I'm not what you would call a crazy-avid concertgoer, but I am slightly more than casual.
Right now I'm itching to be in the crowd and feeling the energy. Hearing great music on
a great system. Anticipaling a favorite song, then sharing it with family and friends and
strangers all around me. I want the experience, the loud guitars and the wailing vocal.
Kenny Chesney fans feel the same way, so do fans of Zac Brown, the Peppers. Rufus
Wainwright and Death Cab.

Live music, like sports and museums. is something that you will never truly be able to
get at home, not even with the best multimedia room or virtual reality suit that money can
buy. When a band kicks it in right after the fifth-song ballad and has the house jumping,
there's a connection you can’t find on Facebook, a brilliant insight that you can’t Tweet,
a cell-phone video that doesn’t capture the moment, not at all.

Besides all that, have you been to a concert recent!ly? The sound is so much better than
it was even 10 years ago, indoors or oul, large venue or small. That's another reason I'm
so hot to go see some great live music. | don’t know about you, but I don’t have line arrays
al home or Dave Rat mixing for my backyard parties.

Every night ol music makes a memory, but the great nights make magic. It’s summer-
time. Go out and see some greatl music. You'll be glad you did. And if you liked the sound,
nod al the front-of-house engineer on the way out.

Tom Kenny
Editor

One more thing: I would like to publicly welcome Lori Kennedy to the Mix team as
managing editor. She comes to our pro audio world from Keyhoard magazine, and before
that Remix and Electronic Musician. She has a wicked (as in, dark) sense of humor, a great
love of language and detail, and a wide-ranging appreciation of music. You will be seeing
her byline shortly. Welcome, Lori.
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Building the sound of the future.

www.yamahaca.com

Tried and True

As competition comes and goes, Yamaha's
PMSD remains the #1 requested digital
mixing console in the world. Rider-friendly
and tested time and time again with top-
notch artists in famed venues, the PM5D
delivers with flying colors at each and every
show. Whether it be a festival in the hot
desert heat, or a classical act in a
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TECHTICKER

INDUSTRY NEWS STUDIO

InfoComm 2012

The Music Group made a lot of news with a pre-
show announcement of the acquisition of Tur-
bosound, adding to the Behringer-Midas-Klark
Teknik family. Then they debuted the Midas Pro1,
with 24 mic/line inputs with preamps and GUI
based on the flagship XL8, 48 channels of pro-
cessing, 24 analog outs and 96kHz 40-bit floating-
point processing throughout. And it's only $9,999.
Not to be outdone, DiGiCo showed the SDS, fit-
ting nicely between its SD7 and SD10 models and
a replacement for the D5 (trade-up supported).
It includes 124 input channels, 56 configurable
buses, and the Waves effects package built in. It
comes with a MADI connection to a star router, a
24x24 matrix, and a 56-channel SD-Series rack.
Line 6, having made a bold announcement at
NAMM of its musician-centric live system, added
to its wireless packages and range of monitors by
showing the StageScape M20d touchscreen visual
mixer, with digital processing on every channel,
including multi-band feedback suppression, as
well as multichannel recording and remote con-
trol capabilities via one or more iPad devices.
PreSonus has integrated Smaart sofiware from
Rational Acoustics into its remote-control/editor/
librarian software for StudioLive. The first mod-
ule to be implemented will be Smaart Spectra, a
time-frequency-level analysis tool for locating
problem frequencies causing feedback. It is part
of PreSonus Universal Control 1.6, a free upgrade.
QSC has turned its spotlight on integrated
system control, bringing its large-scale, stadium-
size Q-Sys technology to restaurants, nightclubs,
schools, hospitals and churches with the Q-Sys
Core250i/500i. The Core 250i provides up to 64
network channels and the Core 500i up to 128
channels. QSC also showed solutions for seamless
video/audio network control at large-scale venues.
There’s a whole lot of talk about control these
days, whether network or system. Lectrosonics
introduced the 32x32 Aspen Dante network pro-
cessor, able to address both the ASPEN and Dante
matrices and add mixing. gain and delay func-
tions to the digital audio signals. The company
alsa displayed the new Breakout Box, with 8-in/8-

8 wMix
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out, two Dante ports and iPad control.

Shure, meanwhile, had a crowded booth every
time this writer walked by, with much of the focus
on the addition of dual and quad receivers to the
ULX-D Series, single-rackspace units with indi-
vidual gain controls, LED meters and XLR outputs
for each channel. The new dual and quad receiv-
ers feature fully digital audio processing and RF
transmission, as well as AES 256-bit encryption
and integrated Dante networking.

DPA Microphones showed its d:vote range of
instrument mics, building on the design of the
company’s 4099 instrument clip mic series. It was
also a first look for many at the d:facto vocal mic
series, introduced last year and based on the clas

NKNOWN
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COMPILED BY THE MIX EDITORS

sic 4011 design, and the d:fine headset mic.

It wouldn't be an InfoComm show without new
speakers, and there were offerings from Martin Au-
dio (MLA Compact), D.A.S. (Artec Series), Outline-
(EIDOS 265 LA Compact Line Array), Atlas Sound
(AH Series) and JBL (CBT-200LA-1 constant direc-
tivity; 6.5 feet tall, emphasis on vertical coverage),
and Yorkville Sound (PSA-1, part of the Paraline
Series of compact full-range loudspeakers).

This InfoComm debuted a new speaker com-
pany. as well, Vue Audiotechnik, headed by in-
dustry vets Kenny Berger and Jim Sides. Vue de-
buted three lines: the more affordable A Class, the
booming H Class and the i Class for installers. Be
sure to check out the HS-28 subwoofer online.

Auralex showed five new products, including
pads and diffusion. But the most popular seemed
to be the Utilitek absorbent panels, based on the
ProPanel Series but more affordable, and the
SheetBlok-AF, pliable but dense sheets of isolation
material that is PVC coated and ready for painting.

Primacoustics also has recognized the demand
for acoustics to work with aesthetics, debuting its
line of Paintables, a series of panels made from
2-inch thick high density 6-pound glass wool for
even absorption. The front face and edges are en-
capsulated in a fiberglass mesh and the panel is
then finished in white paintable latex.

Furman showed its SmartSeguencer power
products, but bragged about its remote-control Blue-
Bolt energy management system.

Hosa, one of those companies whose products
you can’t do without, debuted the CBT-500 cable
tester. It's solid and field-ready, with every connec-
tion you might think of, including MIDI, Speakon,
3-pin, 5-pin and USB-A to USB-B. Only $69.95.

Kaltman Creations, makers of the acclaimed
Invisible Waves spectrum analyzers, has added
to the line with the RF-id Solo and RF-id Station.

Though it was announced at NAB, Gepco gave
contractors their first look at RunOne powered
speaker cables, each combining one channel of
power with 2, 8 or 12 channels of 110-ohhm bal-
anced audio for line level, mic level or digital AES
audio signals.



BOB WALTERS, 1924-2012

Bob Walters, a member of the Mediasound Studios opera-
tions team in the late-'60s/early '70s, then co-founder of
the legendary Power Station studios with Tony Bongiovi in
1977, passed away in early June at the age of 87.

While Bongiovi—a producer known for his work with Glo-
ria Gaynor, Chic, the Ramones and Talking Heads—gets a lot
of the credit for designing and building Power Station, Wal-
ters was his operations partner in every sense of the word and
helped build the facility into an internationally recognized
brand synonymous with the making of hit records: Chic’s C'est
Chic, Bruce Springsteen’s Born in the U.S.A. and The River. Da-
vid Bowie's Let’s Dance, Madonna’s Like a Virgin. Dire Straits’
Brothers in Arms, Steve Winwood's Back in the High Life and
Peter Gabriel’s So, just to name a few of the hundreds that came
out of the former Con Ed building on West 53rd in Manhattan.

“Bob and I had a true working partnership,” Bongiovi says. “Bab essentially ran the business side—
anything to do with clients, labels, staff—while I designed the place and produced projects. He made it
possible for me to be creative, and we had a run as a very successful team. I'm real saddened by the loss
of Bob, and he will be missed by all of us.”

A young engineer from Media Sound, Bob Clearmountain, also made the move to Power Station and
became their first staff engineer, working with The Boss, Bowie, Roxy Music, Rolling Stones and count-
less others. “Early in 1977 Tony Bongiovi told me he was thinking of building a new studio in New York
and asked if I'd like to be involved,” Clearmountain recalls, who today owns the Neve 8068 from Studio
A. “He said the only problem was that he needed someone like Bob Walters to run the business part of
it. A week later Tony said he found that guy and, in fact, it was Bob Walters! This was a good thing be-
cause I believe the Power Station would never have become the iconic recording Mecca it was without
Bob’s influence.”

Zoe Thrall, now studio director at Studio at the Palms in Las Vegas, pestered Walters for months for
an internship fresh out of school, and after four months got her foot in the door, soon becoming an assis-
tant, then studio manager through the '90s. “The thing a lot of people said about Bob is that he did have
a knack for picking good people,” she says. “Think about the engineers and producers that came out of
that studio—Bob Clearmountain, Neil Dorfsman, Jason Corsaro, Scott Litt, James Farber, Roy Hendrick-
son, Ben Fowler, Robert Smith and so many others. It was a very special place, and a very special time
in New York. Bob gave this shy but motivated kid a chance, and it changed my life. I'm forever grateful.”

Wallters is survived by a sister, three children and six grandchildren.

George Marino, RIP
George Marino, a three-time Grammy-
winning engineer who mastered such clas-
sic albums as Stevie Wonder’s Innervisions,
John Lennon & Yoko Ono's Double Fantasy
and Guns N’ Roses’ Appetite for Destruction,
died june 4 after a yearlong bout with lung
cancer. He was 06s.

Marino got his start in the mastering de-
partment at Capitol Studios in New York in
1967, then joined Record Plant as a partner
briefly before moving to Sterling Sound in
1973. He worked at Sterling until the time of
his death, his most recent Grammy coming on Arcade Fire'’s 2011 Album of the Year, Suburbs.

“Sterling Sound and the music industry as a whole has suffered a tremendous loss,” the company said
in a statement. “Words cannot express the sorrow we feel. George was family to us all, and' we will miss
him dearly.”

SPARS Sound Bite

The Internship Value

By Kirk Imamura

One of my heroes, Ray Bradbury, passed away
recently. In my youth, I devoured his books
and he was one of a few who influenced me
to pursue a technical career. Later, | had the
good fortune of seeing him speak on several
occasions and discovered how inspiring he was
as a person. He often talked about pursuing
your passion for something and letting it drive
what you do in life. He was a real-life example
of that. “You must live life at the top of your
voice!” he said.

In our case, having the same kind of passion
for audio engineering is what we look for in our
interns. The ideal candidate has the notion that
spending hourstoiling in a studio environment,
no matter what the task, is fun as opposed to
work or drudgery. A lot can be gleaned about
the business if you learn to pay attention to
details, even the most seemingly insignificant
minutiae. That has to be the mindset required
nowadays because things are not easy.

Looking at it from the intern’s perspective,
what kind of inspiration do they glean from
working for you? What does your studio or fa-
cility stand for? What kind of work ethic do you
display? What does your assistants’ behavior
say about the values exhibited by your business?
Sharing your thoughts with interns is certainly
important, but they'll learn far more by observ-
ing your actions and the example you set in
dealing with employees and clients.

There have been a few articles in the press
lately regarding the increased use of unpaid in-
ternships and a couple of cases of exploitation,
which resulted in lawsuits. It would be a shame
if opportunities for internships were reduced
for fear of lawsuits. | don’t want to downplay the
seriousness of taking advantage of interns, but 1
think people know the value and benefits of an
internship when it works.

Go back and remember what got you into
this business in the first place. What excited
you and where do you want to see the in-
dustry go? It is our responsibility as owners
and managers to help shape that direction,
one intern at a time. Isn’t the long-term
viability of our industry ultimately more
important than short-term gain for your
business? If you inspire your interns, a law-
suit would never be a concern. At the very
minimum, you have to offer something of
concrete value in return—school credits, a
job opportunity, letters of recommendation
or even some counseling/guidance. Keep in
mind that a former intern could become a
future customer.

mixonline.com MIX 9
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“In my recent work on Van Halen's ‘A

Different Kind Of Truth’, | coptured the power

of Ed's amazing playing by

blending R-122V's with 57's. ||E

The dimension and tonal size B8 Sl

the microphone gives is o —

undeniable. - —
o

"Since the late 90's, R-121's

have been my go-to mics for

guitor recording. The newer

tube ribbon design of the

R122V is  onother gome

changer that advances ribbons

to a new level. Its midrange

thickness vith clarity makes for

o perfect blend with the

standord 57."

Ross Hogarth
(Grammy Winning Engineer/
Mixer/Producer - Van Halen, Ziggy
Marley, Sick Pugpies, John Mellencomp,
Mitley Crie)

\
0. Royer Ribbo s

T 818.847.0121

FR)' www.royerlabs.cont

Cool Spin

Beach House: Bloom

Don't let the band's
name fool you. This
is not sunny summer
pop—at least not
in the conventional
sense. As the ever-
growing legions of
Beach House follow-
ers know (out of the box, this album made it to
Number 7 on the Billboard Album chart and hit
Number One on both the Indie and Modern Rock
charts), there's a darkness and mystery in many
of the songs that the Baltimore-based duo of
Victoria Legrand and Alex Scally have turned
out over the course of four albums, and espe-

| cially on this latest effort.

>>mixonline.com/cool-spins

SoundWorks

The SoundWorks Collection talks with the
sound team of director Ridley Scott’s latest
science fiction film, Prometheus, including Su-
pervising Sound Editors Mark Stoeckinger and
Victor Ennis, Sound Re-Recording Mixers Ron
Bartlett and Doug Hemphill, Sound Designers
Ann Scibelli and Alan Rankin, and Sound Effects
Researcher Charlie Campagna.
>>mixonline.com/post/features/video_sound-
works_collection

BT

s

Every month, we get to interview people in the “trench
es” of our industry, working hard to make things hap-
pen and finding ways to achieve success in less-than-
stable times. Every once in awhile, we have the pleasure
of talking with someone who’s achieved great success.
Last year, we talked with Grammy Award-winning
producer/engineer Andrew Dawson, who is best known
for his work with hip-hop star Kanye West. We figured
there would be no one better to profile a second time
especially considering the exciting projects he is work-
ing on. Check out the next installment of “Confessions
of a Small Working Studio” at mixonline.com to find
out what those projects are and how there seem to be
no limits on where they will take him.
>>mixonline.com/studio_unknown
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CLAUDE KELLY

Hit Songwriter Goes for Feeling Above All s,

here isn't a swing or slide in sight—but

don't tell that to Claude Kelly. Seated

inside the control room of KMA Studios

in New York City, one of the millenni-
um’s most successful songwriters expects a full
day of serious fun to unfold in front of him.

“1 consider the studio my playground,” Kelly
says. “It’s one of the few places where | feel totally
uninhibited and free. The beauty of it is | have great
people around who get me, and all the toys and
tools are there to help enhance my imagination and
the stories I'm telling.”

David Wei

While a lot of people have to work hard to attain
the stratospheric hit levels Kelly has reached, appar-
ently all he has to do is...keep playing. A short list of
chart-toppers that he’s written or co-written include
Bruno Mars' “Grenade,” Ledisi's “Pieces of Me,”
Fantasia’s “Bittersweet,” Kelly Clarkson’s “My Life
Would Suck Without You,” Britney Spears’ “Circus,”
Chrisete Michele’s “Blame It on Me,” and Miley
Cyrus’ “Party in the USA.”

Just one of those bonanzas might satisfy some
songwriters, but the New York City-born Kelly,
whose songs have sold more than 25 million cop-
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ies to date, seizes everv day as a chance to pen an
exciting new tune—preferably in a different genre
from yesterday. “The business model that I created
for myself is that 1 refuse to be pigeonholed,” he
states. “l won't be forced to do R&B, rock, country
or pop every time. Taking out those boundaries
gives me a lot of freedom When | come into the
studio, 1 have no idea what I'm going to do that
day. It’s a fun adventure.”

On a recent visit to KMA, the intimate world-
class studio that Kelly co-owns in Times Square’s
legendary Brill Building, his genre-busting creative
workflow was visible in full force. There, he was
in different stages of development on two songs
with the emerging artist Masha, whose power-
fully expressive voice is central to a collabora-
tion between Kelly and Nashville-based producer

mix 11



Music > Claude Kelly

Nathan Chapman (Taylor Swift).

First, Kelly listened via the Griffin main moni-
tors in KMA’s spacious control room as Masha
overdubbed a dynamic lead vocal on the song
“Ugly.” “l have an anything-goes mentality in
terms of what I'm listening for on a vocal record-
ing,” he explains. “I really don't care too much
about pitch. I believe in good pitch, but that’s
never as important as emotion to me.

“For that matter, no plug-in or mic is so pre-
cious that I'll take it over emotion,” he continues.
“The problem with a lot of studios and musicians
is that they boast a lot of fancy stuff. 1 say, ‘Yeah,
but do I believe or feel anything coming out of
the studio? All of this stuff was invented to aid in
us getting chills, not prevent it. 1 always remind
myself that AutoTune and Pro Tools are great,
but are they aiding us in getting songs that will
be the soundtrack to our day? If not, I don’t want
anything to do with it.”

An avowed multitasker, Kelly hits his email
for a few minutes to get caught up on multiple
projects, then quickly refocuses on Masha as he
hits the live room, where he'll move a new song
forward with the singer and her musical collabo-
rator John Lardieri, playing acoustic guitar.

Seated behind the piano, the Berklee-trained
Kelly quickly helps flesh out the as-yet-untitled
song, which has most of its lyrics and a simple
melody line written, but little else. As Masha
sings, Kelly is able to track many things at once—
tempo, pocket, bridge, counter-melody, and lyri-
cal ideas—and seems to sculpt the song on-the-
fly. Throughout, he maintains a sense of humor
and perspective to ensure that the music, and
not his ego, remains the most important thing

12 mix

mixonline.com

in the room.

Meanwhile, Keily’s longtime engineer, Ben
Chang, mans the Avid ICON in the Studio A con-
trol room, recording every second—a measure
Kelly insists is made, no matter how much hard
drive space it takes up. “There’s a lot that’s record-
ed that’s probably wasted space,” he acknowl-
edges, “but it's worth it for the two or three
seconds of experience when you want to find it.
Sometimes two hours after you start writing, the
tempo slows down—you want to be able to go
back to the beginning and hear what your natural
instincts were.

“For me, the hope is that we'll catch synergy,
so keep the mics going so I can hear everything.
I may get up, hit the bongos and give us exact-
ly what we needed. 1 learned that early on in
Berklee: Everything had to be rehearsed perfectly
and presented there, but it’s actually the things
you can't control that might be essential. I've
studied some of the old Michael Jackson record-
ings, and he sold millions of records because he
didn’t sacrifice the feeling. The people around
me have learned that philosophy: Those are the
things that make a song magic.”

Far from keeping his sauce secret, Claude
Kelly is on a mission to show as many people
as possible how a song unfolds in production.
“We in the studio need to be more open about
our process,” he states. “If people realized how
hard we worked to make a two- minute-and-
30-second song the best possible, they wouldn't
steal it. Beyonce and Lady Gaga take nine months
to make an album for a reason: It takes all that
time to record, mix and master it so it becomes
something that people can dance to.”

BRYAN CLARK
AND THE NEW
LYCEUM PLAYERS

laying with familiar forms and attempting
Pto update them is central to the music-mak-

ing process—as is championing a particular
regional sound. Taking something familiar and mak-
ing it your own, however, is an elusive feat. On
Southern Intermission (Rainfeather Records), Nashville-
based Bryan Clark and The New Lyceum Players take
traditional American rock and roots influences and
elevate them beyond their Music City, Memphis and
Delta foundations.

Clark is a remarkably
literate songwriter and
storyteller, and The New
Lyceum Players (Clark
on guitar and vocals,
Adam Fluhrer on guitar,
Benjamin “Mo” Levine on
bass and John Toomey on
drums) are an ace band,
able to inject these vivid songs with performances that
are red-hot one minute, nuanced and subtle the next.
The album’s centerpiece, “Leave the Devil's Garden,”
displays the instrumental thrills, arranging dynamics

BRYAN CLARK, &
THE NEW LYCEUM PLAYERS

and lyrical craft.

Produced, engineered and mixed solely by Clark
at his Rainfeather Studios, he gives the instruments
plenty of breathing room even when the band is
wailing, so as horns or strings enter the mix, the
songs never crowd, only deepen. Recorded live in the
studio, with ribbon mics (no EQ) through a Tascam
DM-4800, with vintage outboard gear including
an EMI TGi2413 Zener-Limiter and a Shadow Hills
Optograph into Sonar X1 Producer, the album is
infused with a warm sonic richness that allows for
little touches of Hammond and gospel vocals to
sharpen the tracks.

Plus, Southern Intermission is a guitar player’s feast.
Clark and Fluhrer seamlessly cover tremendous stylis-
tic ground. A chicken-pick riff might drive one section
only to segue into some liquid, Allmans-inspired dual-
leads the next. Tasteful lines reminiscent of Mark
Knopfler laying back give way to grimy slide vamps.
There’s something like John Scofield jamming with
Lynyrd Skynyrd here, and modal jazz runs meshed
with full-tilt, '7os tube-driven boogie there.

Producer/engineer/mix engineer: Bryan Clark.
Assistant engineers: Mark Lange, Alan Litten.
Recorded at Rainfeather Studios, Brentwood, Tenn.
Mastering engineer: Jim Demain at Yes Master!

—Malcolm Rhoads
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Music > News and Notes

CHICK COREA AND GARY BURTON
MARK 40 YEARS

Two of jazz's busiest and most prolific players, pianist Chick Corea and vibraphone
master Gary Burton, have managed to get together periodically to make beautiful
and challenging music for 40 years. They celebrate that milestone on their forthcom-
ing September release, Hot House (Concord/Jazz), on which the duo takes a spin
through imaginatively arranged tunes by Jobim, Brubeck, Monk, Gershwin & Weil,
The Beatles, Bill Evans and more. There's also one track written by Corea featuring a
string quartet—the delightful “Mozart Goes Dancing.”

The album was recorded by Corea’s longtime engineer, Bernie Kirsh, at the pianist’s
Mad Hatter Studios East in Clearwater, Fla. (except “Mozart...," which was cut at Avatar
in New York City). “We set them up fairly close together with no baffles between the
instruments,’ Kirsh comments. “The vibes were set up to the left of the piano—on the
side of the piano opposite the lid opening—and Chick and Gary were facing each other.

“I used two mics on each instrument—they were all the AKG C12 VR model. For
preamps | used a pair of Neve 1073s for the piano and a pair of Neve 1081s for the vibes.

“The mic placement for the piano was a near coincident pair—like an ORTF setup—inside the piano, about where the curve of the piano is located. For
the vibes, | used a spaced AB pair over the instrument. When | mixed, | panned the pianc hard left and right, and panned the vibes somewhat less wide,
which seemed to work out well” -Blair Jackson

THE VILLAINS RECORD IN NASHVILLE

The Villains, out of Atlanta, draw inspiration for their vocal-driven, country-inflected rock
from the catalogs of The Band, The Eagles and Fleetwood Mac. For their 2012 sophomore
release, Velocity (Toucan Cove/Universal Republic), the band turned to producers Stan
Lynch (Tom Petty and The Heartbreakers, Don Henley) and Billy Chapin (Backstreet Boys,
Edwin McCain), recording in Nashvitle’s Sound Emporium and Sound Kitchen, with Gordon
Hammond engineering. “The Villains have three lead singers, and each singer required a
style and ‘scale’ of production that allowed his voice to shine, Lynch says. “It's like mak-
ing three different records at the same time that have to all work together. Billy and | had
never worked with the band. The songs had not been ‘road tested’ and we had two days to
rehearse, so we all worked hard and fast to arrange the tunes and give them a band feel.
-Matt Gallagher

Photo: Drew Crozier

ZEHNDER: LIVING IN THE MOMENT

Los Angeles-based band Zehnder (bassist Timothy Gibbs Zehnder and guitarist
Tom Zehnder, with drummer Mike Boggio) set out to simply have fun in the studio
as they produced their latest self-release, Now. “The basic theme was that sense of
play, getting back down to your roots, to be light-handed on what we'd add to the two
vocals, bass, guitar and drums,” Tim Gibbs Zehnder says. “We allowed each song
to have its own approach! They recorded and mixed in Tom Zehnder’s Vapor Trail
Productions, a 280-square-foot room with a Pro Tools|HD 3 system. “l mixed every-
thing in the box,” Tom Zehnder says. “In general, | used room mic tracks along with
small-room reverb plug-ins. Before any of the reverbs were engaged, | contoured the
individual channels with EQ and compression, but not on every channel. | chose to
squash some drum channels and not others.” -Matt Gallagher

14 X mixonline.com
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Classic Tracks

THE B-525

“Love Shack”

eddings, bar mitzvahs, backyard barbecues... it just wouldn’t be
w a party without “Love Shack,” The B-52s" campy, happy dance

song from their 1989 album Cosmic Thing. It’s become the al-
ternative, tongue-in-cheek equivalent of Kool & The Gang’s “Celebra-
tion.” It’s odd to think that this monster hit was sort of an afterthought.

By all accounts, the members of the B-52s were feeling somewhat fragile
when they reunited to make Cosmic Thing, the follow-up to Bouncing Off
the Satellites. The group that hit big with their off-the-wall approach to
groavy dance/surf punk had scored mega-hits in the late '7os and early
'8os with songs like “Private Idaho,” “Planet Claire” and, of course, “Rock
Lobster.” Built on the band’s funky experimental sounds, their first four
albums all made it to Billboard’s Top 40.

However, as is well-known, guitarist Ricky Wilson—brother of vocalist
Cindy Wilson—was doing his best to mask his decline as he suffered from
HIV/AIDS during the recording of the band’s fifth record, Bouncing Off the
Satellites. He passed away during the sessions. In the few years that fol-
lowed Ricky Wilson’s death, the band took a hiatus and debated whether

By Barbara Schultz

to re-form. But after taking a little time, drummer Keith Strickland took on
the guitarist’s role and began working on new material. By summer 1988,
original vocalists Cindy Wilson, Kate Pierson and Fred Schneider, as well as
now-guitarist Strickland, were ready to make the next B-52s album.

The band split Cosmic Thing between two musician/producers, recording
half of the songs with Nile Rodgers and another handful with Don Was, who
says he had come to love The B-52s back in Detroit, where he began his career
and where he recalls The B-52s were considered an R&B group. “So, the fact
that they called me must have had something to do with Was (Not Was), and
us being white people who made this dance/party music that wasn't disco,”
Was says. “Whatever reason they called me, | was thrilled to do it.”

The band sent Was demos of four of the songs they wanted him to pro-
duce. “But ‘Love Shack’ was not included,” he says. “It was ‘Bushfire, ‘Dry
County, ‘Junebug’ and ‘Channel Z.”

Was traveled to Woodstock, N.Y., where the band went into a few days
of pre-production/rehearsals in a barn on the property of Bearsville Studios.
Then they moved to Dreamland Studios, also in Woodstock, to record. “We
had booked seven days in that studio, and everything went so smoothly
with those three songs that we had an extra day before we were going to
break down and do overdubs,” Was recalls. “That’s when they said, ‘Well,
we've got this other song, and as long as we're set up, we could try it. But
it's 12 minutes long and we don’t know what to make of it.

“Now, the way they write songs, they would just jam on a groove, and
they would sing stream-of-consciousness riffs; a lot of it would be unre-
markable, but some of it would be amazing,” Was continues. “And when
someone said something amazing, they'd write it down on a piece of yellow
legal paper and tape it to the wall. They'd start at the ceiling, and when
they got down to the floor, they'd figure, ‘We must have a song. It was all
disjointed stuff, a little like George Clinton: ‘Free your mind and your ass
will follow’—that kind of thing.”

Was took the band members out on the lawn outside Dreamland, where
they spread out all of those pieces of paper. “It started as this disconnected
thing on a groove that was just like ‘Cool Jerk,” Was says. “We untaped the
pages, and I guess it took someone objective to say, ‘Well, it looks like this is
about...a love shack. And maybe this thing that you have in here once—The
love shack is a little old place where we can get together'—maybe that’s the
chorus. Most of those yellow pages had nothing to do with the love shack,
but once we had that form, we cut it down to four or five minutes.”

So, with their extra day, the band went back to work, recording the
song that had become “Love Shack,” with Was and Dreamland’s then-chief
engineer Dave Cook.

“The process for recording ‘Love Shack’ was the same as it had been for
the other tracks we recorded,” Cook says. “In the big room, which used to
be a church, we had [Charley Drayton’s] drums. Keith’s guitar amp was in
an iso booth along with Sara Lee’s bass amp. We put the three singers in a
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smaller room off the main room that the control room looked directly into;
it had a small booth that Fred was in by himself, peering through a very
small window, which looked kind of amusing, and we built booths for the
girls out of gobos. They were somewhat cramped, but we wanted to isolate
them as much as possible and still be able to cut all three vocals live.”

All of the Was-produced tracks were recorded analog, to a Studer A8o
machine, using the studio’s early '7os vintage AP1 console. “1 used Neumann
U 87s on all of the vocals,” Cook recalls. “All the preamps were onboard, in
the console. | used a couple of Pultecs on drums, and probably dbx 160s on
their vocals; [Shure SM] 57s on guitar amps and a Neumann U 47 fet on
the bass amp, as well as a DI. The biggest challenge was to get the vocals
isolated so we could get all the punches we needed. Later we would do dou-
bles and fixes, and add the horns. | remember we listened very quietly on
Auratones while doing vocals. Don was very focused on the vocals, and he
heard pitch best when he listened quietly on small speakers. It is a method
I've used myself ever since.”

All of the basic tracks were live, full takes, of which there were many—to
the point where the band almost gave up on the song. “The first take was
great, but when it started to kick back into that ‘Love shack, baby love shack’
part, it fell apart,” Was says. “So we went for take two, take three. It got up to
take 25, and every take felt worse. We knew it better, but it lacked spirit. We
went to dinner really bummed, but we said, ‘The first take felt great, right?
It just fell apart at the end. We went back and listened, and it was amazing.
1t had spirit that none of the other takes had, and that’s when it occurred to
us: Why don’t we just punch everything in after ‘Your tin roof—rusted. All
we have to do is get the ending right. 1 don’t know why we hadn’t thought
of that, but it wasn't the sort of thing you did as much then. With Pro Tools,
everyone approaches a song like this thing with little modular pieces, but
back then we didn't think of it that way; it was a performance.”

Cook says that the mood in the studio was professional and generally

pretty upbeat, except for Cindy Wilson. “] remember her being
pretty down for a lot of the process,” Cook says. “1 would look at
her, thinking, ‘Wow, this must be really tough on her.”

“You can hear it in that ‘Tin roof—rusted’ thing,” Was says.
“Cindy got very emotional. It was like in 12 seconds she went from
extreme glee to really depressed about that roof rusting. The inten-
sity of what she did was startling.”

That show of feeling may have been difficult for the band to
follow, but it ended up being one of the most memorable bits of
the song, and that line seems to have its own little spotlight in the
final track, which was mixed by Rodgers’ engineer, Tom Durack.

Durack mixed the Rodgers-produced tracks on the SSL 4000E
at Skyline Studios (New York City), where he and Rodgers worked
regularly, but when he began working on Was’ tracks, that room
wasn'’t available, so he took a couple of songs to Electric Lady. The
first song he mixed there was “Love Shack.”

“l remember finding [Dave Cook’s recordings] easier to mix
than the tracks 1 had recorded,” Durack says, “probably mostly
because 1 came to them with fresh ears. But Dave Cook’s tracks
were really well-recorded, and when the arrangement and perfor-
mances are really right as well, a song can sometimes almost mix
itself. 1 also remember being very happy with the sound of the
room tracks from Dreamland, and making a lot of use of them in
the drum sound.

“I'm always struck when | hear it, how dry a mix for its time ‘Love Shack’
is,” Durack continues. “The drum ambience is just the Dreamland room,
compressed. There may be a little EMT 140, too, elsewhere in the mix,
but the ambience you hear on Kate’s, Cindy’s and Fred’s vocals—as well as
Keith’s guitar solo—are mostly just short delays, which I probably worked
up with Lexicon PCM 4z2s and/or 41s, perhaps an AMS DMXi5-80 as well.”

Durack listened mainly on Auratones and Yamaha NS-10s. He worked
in Studio B—also fitted with an SSL console—but he says that his strongest
memory of that session has nothing to do with technology. “I've never forgot-
ten this. 1 got to the studio early and set up the mix, and Kate Pierson was
the first member of the band to arrive. She comes into the control room just
beaming, and asks me, ‘Do you realize where we are?” And | said, ‘Yeah, this is
Electric Lady. And she said, ‘Yeah, but do you realize where we are? We are in
Studio B at 52 West 8th Street” We took that to be an excellent omen.”

Omen or not, Cosmic Thing brought The B-52s back to the top of the
charts; the album reached Number 4 on the U.S. album chart in 1989,
partly on the strength of the Number 2 single “Love Shack.” “It’s the big-
gest single I've ever been involved with,” Was says. “It was a life changer
for everybody involved.”

Was went straight from Cosmic Thing to producing Bonnie Raitt’s
Grammy-winning Nick of Time; those two releases combined made him
one of the most in-demand producers in the business. Cook and Durack
both launched freelance engineering careers. Durack does a lot of mixing
and mastering in his personal studio, and Cook owns and operates AREA
52 Studios in Saugerties, N.Y.; he combines his recording work there with
touring as FOH engineer with Laurie Anderson, Medeski Martin & Wood,
Natalie Merchant and others.

Meanwhile, The B-s52s continue to be part of everyone’s party soundtrack.
They're on tour this summer, co-headlining many dates with Squeeze, and PBS
has been airing a concert special celebrating the band’s 35th anniversary. i
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NEW WEBCAST NOW ON DEMAND: WIRELESS THEATER—OPTIMIZING SYSTEMS FOR VOCAL CLARITY

RUFUS WAINWRIGHT

Warm, Complex Sound Showcases New Songs

ufus Wainwright begins his set in

near darkness at Oakland’s Fox The-

ater. Only the lowering of the house

lights and the glimmer of a hand-

ful of flickering candles tell the audience that

the artist is about to begin. Next it’s a soaring, a

cappella performance of “Candles,” a song from

Wainwright's latest album Out of the Game: *1

tried to do all that I can,” Wainwright sings, “But
the churches have run out of candles.”

The solemn spell is soon broken. After “Can-

dles,” the color lights flash on, and there’s Wain-

wright, decked out in glam shades, a tuxedo jacket

and gold lamé trousers, swaying and singing
“Rashida,” one of the great pop songs on Game.
1t’s a perfect start for a Wainwright concert; the
son of singer/songwriters Loudon Wainwright 11
and Kate McGarrigle has a rich musical heritage,
and a repertoire that ranges from opera and tradi-
tional pop to rock 'n’ roll and beyond. Onstage, he
weaves easily from his own lush, thoughtful origi-
nals to his parents’ folk songs and back.
Wainwright shares the stage with an eight-
piece band: outstanding backing vocalists
Charysse Blackman, Krystle Warren and Teddy
Thompson (who also plays acoustic guitar); key-

RUFUS WAINWRIGHT
by Barbara Schultz

NEWS AND NOTES
by Barbara Schultz

ALL ACCESS:
DEATH CAB FOR CUTIE
by Steve Jennings

VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

By Barbara Schultz

boardist Andy Burton; saxophonist Tim Ries;
drummer Ben Perowsky; bassist/musical director
Brad Albetta; and electric guitarist Sharief Hob-
ley. There’s a boatload of talent on that stage, and
Wainwright is a generous performer, even giving
up the spotlight to Warren and then Thompson
at one point, for each of them to sing a cover of a
Kate McGarrigle song.

But a lot of the focus in Wainwright's current
tour is on the new record. “The new album has a
lovely, old-school *70s feel to it,” says Wainwright’s
front-of-house engineer Suneil Pusari. “My aim is
to keep that warmth, space and groove to it.”
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Live > Rufus Wainwright

Photos: Dave Vann

Pusari, wha has been on Wainwright’s tours for
five years, has also worked with a range of artists in-
cluding Snow Patrol, D] Shadow, Gomez and Rufus’
sister Martha. He’s currently mixing Wainwright’s
shows on an Avid VENUE Profile. “At the moment,
were doing one-off and promo shows before the
proper run of shows begins. We're also doing quite
a few fly shows and picking up boards locally, so the
Profile is ideal, as it is so easily available, and I'll al-
ways have a show on a USB stick with me.

“I do tend to use quite a bit of outboard also, to
warm things up,” Pusari continues. “On this show
1 like to use [Empirical Labs] EL-8 Distressors on
drums, mainly kick and snare. They have so much
control over attack and thickness of sound that
you can tonally control drum sounds so easily.”

Other key pieces in Pusari’s arsenal include
Tube-Tech LCAs for bass and acoustics, and a
Summit DCL-200 on the grand piano that Bur-
ton and Wainwright each play at different times
in the show. “This softens the transients that you
get from harmonics within an acoustic grand that
microphones tend to exaggerate, and to have some
nice valves in your chain doesn’t hurt,” Pusari says.

Pusari has to be flexible, however, because it’s
not always practical to carry all of the rack pieces he
would choose. “I also have my show file set up to do
everything onboard the Profile, for countries where
finding high-end outboard just isn’t an option,” he
says. “So, when this happens, there are a few plug-
ins 1 like to use to help achieve a similar sound. 1 like
the Phoenix Crane plug-in, especially on acoustics.
Most of all, I love Massey plug-ins, especially the
TapeHead tape-saturation simulation; that brings a
warmth to the instruments and a certain soft space
that I think is missing on most digital desks.”
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Suneil Pusari is Rufus Monitor engineer

Wainwright’s front-of

Magali Couturier

house engineer

Pusari also carries an Apogee Big Ben word
clock and a Dolby Lake tablet for system tuning.
The tour is using house P.A. systems, but they are
carrying all of their own mics and monitors.

On that grand piano, Pusari uses the Earth-
works PM40T piano mic system, which com-
prises two mics and an adjustable bar, plus a
Neumann TLM 103 in the middle and an SMo1 at
the low end: “I use the Earthworks for the main
sound and continually change the blend of the
TLM 103 for warmth and the 91 for attack,” he
says. “This gives me greater control over tone,
phase and how the piano sits in the mix.”

That warm, elegant piano sound is one of the
most important elements onstage, as Wainwright
will perform solo at the piano at different points,
playing intimate songs of his own such as “The
Art Teacher,” as well as songs borrowed from his
folks, like McGarrigle’s “On My Way to Town.”

For Wainwright's vocal, Pusari likes the open-
ness and detail of the Shure KSMo. “Rufus’ range
is quite large, not only dynamically but also ton-
ally,” he says. “He will sing from his chest, his
throat, his nose—the KSM9g manages to replicate
this quite accurately without being too clinical.
His voice can also be quite sibilant, so I like to
compress his vocal in two stages: I sidechain an
EQ to a Focusrite ISA 430 to act as a de-esser,
ducking the whole signal level very fast—as com-
pared with just the top end—then overall com-
pression is through an EL-8 Distressor.

“We have so many great singers on this stage,
the balance of the vocals is key to the whole per-
sonal nature of the show,” Pusari continues. “I've
also been working closely with Brad Albetta on
highlighting each song’s musical strengths, be

that a certain harmony or keyboard line. There’s
a lot of pushing faders and a lot of textural and
special changes.”

Mixing monitors for this complex produc-
tion is Magali Couturier, an eight-year veteran of
Wainwright tours. She’s currently using a Midas
Heritage 3000 board (though she says she prefers
a Midas XL model when she can get one). She says
she uses very little outboard: “Just some 31-band
EQ, a few channels of compression, and [Lexicon]
PCM81 reverb.”

The band is on L-Acoustics 115XT HiQ wedges.
“With a 10-piece band onstage, quite tight together,
I wanted a coaxial box with a narrow dispersion,
and there’s no better box than these L-Acoustics,
especially for this dynamic music,” Couturier says.
“It’s a musical box for a very musical band.”

Couturier says she gets few specific demands
from Wainwright. “He just wants to hear music,”
she says. “The challenge for me is the ability to
multitask—taking care of nine humans while
never taking my eyes off of Rufus, as well as deal-
ing with musicians swapping instruments or
places. The key is to keep an open mind and not
be too set in any way. Be the brain. You can’t just
rely on a digital desk’s ‘brain.” W

more online|®

Watch
Wainwright
perform “The Art
Teacher” live




Love the sound of your room, mics and instruments?
Why let your preamp mess with them?

Earthworks ZDT 1022

Eliminate sonic degradation.

When engineering the Earthworks ZDT Preamps, we had one goal in mind: Wire
with gain. Our preamps are not for those looking to have their preamp add color,
mud, warmth, noise or any other sound characteristic to their signal. However, if
you want to hear every iota of crystal clear sound available from the instruments to
the room and everything in between, meet the ZDT Preamp. It is a microphone
preamp that is so fast, so clean and so transparent, you don’t even know it's
there. Earthworks Zero Distortion Technology Preamps. Available in 1, 2 and 4
channels. Handmade in the USA.

Earthworks:

HIGH DEFINITION MICROPHONES™
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=| MONGOLIAN MUSIC
=1 FROM ANDA UNION

Anda Union Engineer Tim Pearce on miking the horse-head fiddle: “The horse-head fiddle is like
a smaller, two-stringed version of the cello. One of the main problems I had using a mic on a stand
[on this instrument] is that they are so energetic—it was impossible to keep them close to the mic.
With up to eight of these playing at any one time, that is a lot of open condenser mics picking up
a lot of ambient sound. The perfect solution was the DPA 4099C instrument clip mic, which I at-
tach using the cello mount on the strings below the bridge. The mics sound excellent live, and by
keeping them away from the openings to the sound box and close to the strings, | avoid feedback
problems and get an excellent level, as well as sound. 1 use the same setup on an ancient instru-
ment called the lkil—a forerunner of the modern horse-head fiddle—with excellent results.”

CLUB TOUR: THE BODEANS

As The BoDeans' longtime live mixer, John Michaels, points aut,
not every band has the luxury of carrying full production: “We
would like to be carrying more audio gear, but with 11 guys on
a tour bus and the industry where it is right now, there’s just no
money. For now | use a few of my own mics, including a Heil
PR30 in combination with an SMs57 on Kurt Neumann]’s guitar
amp. | use a Sennheiser 935 on Kurt’s vocal, but | recently tried
out the Earthworks SR40V, which was amazing. We also carry
an API Lunchbox with two Shadow Hills Mone Gama mic pre’s
for Kurt’s guitar, an APl 512 and a Shadow Hills Optograph com-
pressor for his vocal and an Inward Connections Magnum mic
pre. We bring the different mic pre’s that can be used for different
rooms and consoles. You never know if vou'll want brighter or
darker pre’s, and the Shadow Hills have the three different trans-
formers, so they are very versatile.

“Some of our gear is custom-made. Dave Rapp of Raptor
Chops in Denver designed a custom Leslie chop for this tour,
and the guitar amps are all Fulton Webb customs made by Jesse

Duke—Eric Johnson’s guy—in Austin. The way | approach our live mix is to use eight VCAs to control kick and snare, toms and overheads, bass mic and DI,
all the keyboards and accordion, as well as Jake Owen’s electric and acoustic, the two mics on Kurt’s amp, the vocals, and a DDL fed through a 'verb. This

gives me easy control for any surprise leads, breakdowns or big vocal endings.”

QSCP.A. FOR SKULLY'S

Skully’s Music-Diner (Columbus, Ohio), a hip-hop and rock venue, has purchased
a new QSC KLA Series active line array loudspeaker system. Four tlown KLAI2 12-
inch, two-way loudspeakers per side, purchased from local retailer Sound ldeas,
Inc., were installed to improve coverage to Skully’s upstairs balcony area. “Cover-
age was really an issue,” says house engineer Luke Wells. “Adding a line array really
made sense to reach all the areas and the balcony. I've had compliments from guest
engineers since we installed the KLA system.”

Skully’s features D] and dance nights every week and promotes local bands, in
addition to hosting national touring acts such as The Black Keys, Zola Jesus, Heart-
less Bastards, Talib Kweli and Gogol Bordello.
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GC Pro carries the gear
you want from the world’s
most respected brands

A-Designs
ADAM Audio
Allen & Heath
Antares

Aphex

APl

Apogee

Apple Computer
Audient

Auralex

Avalon Design
Avid

Avid Venue
Benchmark

Blue Microphones
Bock Audio
Brauner Microphones
Bricasti Designs
Burl Audio
Cakewalk
Chameleon Labs
Chandler

Crane Song
Crown
Dangerous Music
DAS

dbx

DPA

Drawmer
Dynaudio Acoustics
Earthworks
Elysia

Empirical Labs
Euphonix
Eventide

Focal

Focusrite
Furman

Genelec

Giyph

GML

Grace Designs
Great River

JBL

JDK Audio

KRK

taChapall
Lexicon

Lucid

Lynx

Manley
Martinsound
McDSP
Millennia
Monster Power
MOTU
Neumann

Neve 500 series
Neve Genesys
Ocean Way
Peavey
PreSonus

Purple Audio
Qsc

Radial

RME

Royer

Rupert Neve
Schoepps
Sennheiser
Shure

Solid State Logic
Sonnox

Sony

Sterling Mics
Steve Slate Audio
Summit Audio
Tannoy

TC Electronics
Thermionic Culture
True Systems
Unity Audio
Universal Audio
Vintech

Waves

Yamaha

... and more!
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When it comes to making recordings that sonically stand the test of time, having a solid analog front
end in your studio is an essential ingredient to achieving superior results. Using 500 Series preamp,
EQ, and compressor modules, you now have access to the sound you need at a fraction af the price.

500 Series modules offer the world-class sound you expect
HOW It WO rkS from high-end outboard gear, but occupy a small footprint.

You can set up a chassis in minutes, and then create your own
configuration by selecting modules from several 500 series manufacturers, includirg Neve, BAE,
Radial, and many more.

step 1: Chassis

To begin, start by selecting a

chassis that best suits your needs.

You should decide how many slots you want (keeping future expansion in mind), as well as any additional features you
might need such as portability, or a desktop versus or rack mounted setup.

step 2: Microphone Preamp

Many 500 Series mic preamps are built with the same meticulous attention to detail as
larger outboard pres. With preamps choices offered by companies such as Chameleon
Labs, Burl Audio, and Neve, you can dial in anything from a classic retro sound to the
most modern punchy vibe.

When it's time to sculpt your sound, 500 Series equalizers
are up to the task. Manufacturers such as Neve, Moog, and
Empirical Labs offer the diversity and precision you'll want to
have at your fingertips.

szep 4: Compression

No 500 Series chassis is complete without a selection of dynamics processing. Whether you're
adding punch or just keeping unruly signals under control, Chandler, Elysia, Pendulum, and other
companies offer 500 Series compressors for the versatile dynamics that your recordings demand.

orpny wnnpua]

For more information and special offers on 500 Series chassis
and modules, contact your local GC Pro Sales Rep today!

GCPRO

WwWW.gcpro.com
877-70-GCPRO
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All Access
DEATH CAB FOR CUTIE

Death Cab for Cutie, fronted by Ben Gibbard (above) and backed by the Magik“Magik Orchestra,
played three nights recently at the Fox Theater in Oakland, Calif. Eighth Day Sound supplied the
package: consoles, wedges, front fills, cabling and any extras that came up. P.A. was house pro-
vided. The Fox Oakland has a house Meyer Sound system.
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Photos and Text
by Steve Jennings

“'m mixing on a Midas PROG,” says front-of-house engineer Will
Markwell. “I love the pop groups and the B area to the right. | keep my
vocals over there, and | can move between all 56 inputs pretty quickly.
The preamps sound great and you can really change the character of
the input by how you drive it. This desk doesn’t have plug-ins like the
[Avid VENUE] Profile. There is an internal rack with graphic EQs.
reverbs, multiband compressors and delays. Rack gear consists of a
Midas XL42, Distressor and SPL de-esser.”

As for mixing the added orchestra, Markwell says, “The conduc-
tor/arranger wrote parts that really filled in the gaps and didn’t
conflict with the guitar parts. | would just try to get them as loud as
1 could and then bring up the band around it. Some days were a lot
casier than others. It really depended on the room design and where
the P.A. was flown or stacked.”

Ben Gibbard (vocals/quitar/keyboards} uses a ZVex Box of Rock,
Boss reverb, Line 6 delay and micro POG in his footpedal arsenal. He's
using Dr. Z 2x10 cabinets running offstage and two onstage as back-
ups. The Acme Silvertone was made by Chris Walla’s previous guitar
tech as an update on the Silvertone 1484; a Heil PR 30 mic is placed on
his guitar amp. Gibbard's amps are made by Jesse Quitslund.




Bassist Nick Harmer plays an Ashdown ABM EVO 11 500 through a 2x1s cabinet,

with a Heil PR40 mic on his amp (pictured at left).

“I'm using an Avid Profile with an Apogee Big
Ben external word dock,” says band monitor
engineer Christina Moon. pictured at left. “|
love the functionality of the snapshots. As
for plug-ins | use the Focusrite parametric
EQ and compressors, also the Crane Song

Phoenix. And for outboard rack gear I use the RNC compressors. The band's vocal microphones

are Shure SMs8s. Their in-ear monitors are Sensaphonic 2MAX, Sensaphonic 3MAX and

Ultimate Ears 11 Pros with Sennheiser G3 wireless units. We also use some d&b M2 wedges.”

“I'm mixing on a Venue SC 48, which works great for the orchestra,” adds Eric McCallister,

monitor engineer for the nine-piece Magik*Magik. “Each player has their own in-ear mix,

using the Shure PGHW hardwired belt packs. The overhead microphones are AT4051b, which |

don’t use for their in-ear mix. On every instrument we have a DPA 4099 microphone.”

“On this tour I'm work-

ing as stage manager,

SL guitar tech for Chris

Walla and keyboard

tech for Walla and Ben

Gibbard,” says Trevor Sellers. “We use two keyboards, a Nord
Electro 3 73-key on top and a Nord Stage 3 88-key on the bot-
tom. Both are run into Radial direct boxes. Chris also plays a
Korg MS-20 synthesizer with a Boss tuner on top.

“Chris Walla's setup consists of older Fender Bassman
amps run into a Dr. Z 2x12 cab with the original speakers
replaced with a Celestion Governor and a Celestion Legend.
The second amp he uses is an Audio Kitchen; they're a UK
company, a really interesting amp. That is run into a Dr. Z
2x12 cabinet, as well. We have also use an Ampeg 6x10 pow-
ered with an Ampeg Portaflex head for our Korg MS-20. The
top cab 1s miked with an SMs7, an AKG 414 and a Beyer 160;
for the bottom cab we use a Heil [mic).

According to drum tech Jackson Long,
“Jason McGerr’s drum kit microphones are
a Shure SMor and Electro-Voice 868 on the
kick, Shure SMs7 on snare top and bottom,
Audio-Technica 450 on hi-hat, Sennheiser
604s on toms, older AKG 4i4s on over-
heads, KM-69 on ride and an Altec 633 on
the whole kit.”

mixonline.com
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Sound Design for Ridley Scott’s Frightening Return to Space

—————— BY BLAIR JACKSON e el Tt




- S

idley Scott has already directed two iconic and highly influential sci-fi
classics: Alien (1979) and Blade Runner (1982). Three decades down the
line, he has returned to the genre with Prometheus, an ambitious 3-D
space epic that combines the gory horror and gripping dread of Alien

with a high-minded story involving the very creation of life on Earth and

our possible extraterrestrial origins. Though conceived many years ago as a prequel to

Alien, what he eventually put on the screen is a standalone original saga set to a time

a little before Alien, but which still “shares some the DNA” of its famous predecessor,

Scott has said. (When you see it, you’ll know what he means.)

Always a great storyteller and a visual poet, Scott also cares
deeply about sound, and his team on Prometheus certainly
had their work cut out for them, between dealing with vari-
ous unusual exterior and interior environments, late 2Ist-
century space ships—the “Prometheus” is one—and land
vehicles, particle storms, indescribable alien creatures and
beings large and small, futuristic gizmos of every variety (la-
sers, holograms, tracking devices), assorted com voices and
warnings, and mayhem always lurking close by.

Co-supervising sound editor Mark Stoeckinger—an Os-
car nominee in 2010 for his work on the runaway train film
Unstoppable—did some minor sound editing work on Scott’s
Gladiator, but he got his first intensive exposure to the director
when he supervised the dark, grim 2010 take on Robin Hood
with Wylie Stateman. That project couldn’t have been more
different—it was set in the Middle Ages, shot almost entirely
outdoors and required an extensive palette of organic, mostly
realistic sounds. Nevertheless, Stoeckinger says, Scott’s ap-
proach to working with the sound crew on each was similar.

“He really likes sound that helps tell the story or set the
mood,” he explains. “He’s such a big-picture story person, he’s
always cognizant of when the sound is supporting what he’s
trying to do. At least from my experience, he never seems to
get bogged down in the nuances of what might contribute to
the big picture. Instead, he gives you a lot of freedom, which
is refreshing and rewarding. He expects you to bring it, figure
it out and present him with interesting ideas.”

Is he a director who will want to hear multiple versions of
something or choose between several different approaches?
“No,” says Stoeckinger. “Interestingly, | think we were in the
ballpark more with Prometheus than Robin Hood as far as
the way his notes were. | don’t exactly know why that was.
Maybe one of the reasons is because Prometheus is far more
abstract, so there was more latitude in a sense.”

Stoeckinger’s co-supervisor on the film, dealing largely
with dialog issues, was Victor Ennis, an Oscar nominee last
year for Drive (and Stoeckinger’s assistant supervisor on Un-
stoppable). Much of the post work on Prometheus took place
in Hollywood at Soundelux (where both Stoeckinger and En-

nis work), though Foley and the mix by Doug Hemphill (FX)
and Ron Bartlett (dialog and music) were done over at 20th
Century Fox in West L.A,; the final was at the Neve DFC-
equipped John Ford Theatre.

Hemphill—a seven-time sound Oscar nominee; he won for
The Last of the Mohicans in 1992—and Bartlett have a long his-
tory mixing films together: In just the past few years, their slate
of big-budget action pictures has included Terminator Salva-
tion, Sherlock Holmes, X-Men: First Class, Rise of the Planet of the
Apes and the 2007 “Final Cut” version of Blade Runner which,
Hemphill says, “we spruced up more than we changed it. Some
of the sounds are not as sophisticated as what you would hear
today, or the recordings weren’t quite as good, but that's part of
the alchemy that makes the original tracks interesting.”

The same could be said of the original Alien, yet Stoeck-
inger, Hemphill and Bartlett all spoke admiringly of that
film’s sound design, and kept it in mind as they created the
new sonic worlds of Prometheus.

“When | went to England [while the movie was still be-
ing shot],” Stoeckinger says, “I met Ray Merrin, who mixed
on the original Alien, and Terry Rawlings, who was the pic-
ture editor, and that was as helpful as anything just because
they're great guys—now retired—with a lot of interesting
memories about the making of Alien. The inspiration 1 got
out of that was, ‘Yes, we're doing this film that’s based in part
on another classic, but it doesn’t have to be this more mod-
ern, polished version of it. It’s still a meeting of the real world
and the sci-fi world. There are a lot of aspects of the sound [of
Prometheus] that are old and clunky and metallic, like they
had in the original film to a certain degree.

“Also, even though we can obviously do more with electron-
ics now than they could then, if you listen closely to the original
film, they used things like fax modems connecting and various
phone sounds and alarms very effectively, so a lot of the sounds
started off that way for us as well. The end result would be
something that was a little granular-gritty and not overly clean;
like some of the sheen had been taken off it.”

“We spoke with Ridley a lot about Alien—what he liked
about it, what the cool elements were,” Bartlett says. “We
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(L to R) FX mixer Doug
Hemphill, director Ridley
Scott, and music and dialog

mixer Ron Bartlett

tried to take some of those concepts into the new
one, and there were some specific things: like Da-
vid, the android character, has a certain moment
in the film where his voice is altered, so he’s talk-
ing in that same altered way as a character in the
first Alien. He’s got that same kind of gargly voice.
We analyzed that and tried to come up with our
version that would be slightly different, because
it’s a different kind of android, but hearkening
back to the first Alien.”

Stoeckinger adds, “I called [Soundelux editor/
sound designer] Charlie Campagna and asked,
‘What would they have done in 1979 to create that

|
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warbling effect in his voice? | know
how we could do it now, but how
would they have done it then?
Let’s reverse engineer this a bit.
So we broke out a bunch of gui-
tar pedals and used things like an
MXR flanger and found ways to do
something similar. And what can
we do for the gurgling and gak-
king? 1 had a bottle of water and a
microphone on my desk and made
some weird, wet, sticky voice sounds and that got
processed a little bit. So we took inspiration from
what they’d done and put our own spin on it.”
Hemphill also suggested using an Electro-
Harmonix Ring Thing, a single sideband ring
modulator. That came in handy for the android
character at one point and, Bartlett says, “I also
used it in a weird way, where 1 was trying to age
this character who'’s supposed to be very old. Rid-
ley had commented that he sounded too young,
so 1 used that [Ring Thing] and it gave him the
sense of a little phlegm in his throat; it roughed
up his voice a bit, so it wasn’t such clean ADR.”

(:RAS People

— Dave Kaminsky

Wanna BE CRAS? Contact us to learn how you can
become skilled in studio recording, live sound engineering,
production/post production for film and television, and
video game sound. Apply Today and BECRAS!
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Hemphill also employed some “old school”
Fulltone ETC-1 tape delay/echo. “I have a quad
delay built into the board [DFC], but it doesn’t
give quite the same feedback characteristics as 15
ips [tape]. So if ] wanted a certain sproing-y sound
for caverns, 1 would use that.” Hemphill used an
Eventide Space delay judiciously, as well as more
conventional reverb tools, such as Lexicon 480
and 960 and an Altiverb Pro Tools plug-in.

Another challenging aspect of the sound was
the large amount of dialog that is spoken in-
side bubble space helmets. Production Record-
ist Simon Hayes placed radio mics in the space
suits and captured what he could that way, but
the combination of fans inside the suits to keep
the actors cool and changes in the sound as
they moved and turned their heads led to a fair
amount of that dialog having to be replaced.
Having lead actress Noomi Rapace hold one of
the fishbowl-like helmets in front of and slightly
above her during ADR “sounded pretty good, but
it wasn'’t controllable,” Stoeckinger says.

Bartlett interjects and further explains: “So
Charlie [Campagna] took a helmet from produc-
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In 1987 Focusrite, then owned by Mr Rupert Neve,
introduced the ISA 110 wide bandwidth Microphone
preamplifier and EQ module, designed at the request of
Beatles producer Sir George Martin for the custom Neve
consoles at his AIR Studios in London and Montserrat.

This was the genesis of the Focusrite brand and an uninterrupted
progression of the ISA family from then until now. The ISA

(Input Signal Amplifier) microphone preamplifier, featuring a
Lundahl input transformer and proprietary Zobel network, has
remained essentially unchanged and at the heart of every ISA
Range product and of course the famous Focusrite Studio consoles.

Announcing the latest chapter in the ISA legacy, ISA Two.

Responding to numerous requests Focusrite is pleased to offer two
channels of this highly praised mic pre in a 1U, 19” rack-mounted
format. The only things we’ve added to the original design are four
switchable input impedances, balanced inserts and two useful
user-calibrated eight LED output meters.

At the heart of every great studio is great sound. That will be your
legacy. It’s ours too - Sound is Everything.

Focusrite

www.focusrite.com/ISATwo
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Dual Mono Mic Pre
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\ ISA Two

Like all ISA Range products ISA Two specs
out beautifully!

* EIN is -127dB (at 60dB gain, 130 Ohm
source impedance).

Noise at main output is -97 dBu (22Hz-22k 2
bandpass filter).

Frequency response at 60dB gaia -2.5dB at
2)Hz., -3dB at 120kH>.

ISA Two joins the ISA One, ISA 430 MKII,
ISA 828 and the ISA 428 MKII in the 2012 edition
of the legend that is the Focusrite ISA Range.
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Mark Stoeckinger

tion, placed it over a speaker and miked the inside of it,
sending a sine wave through it and recording it. Then it
was processed through Altiverb, and it makes it, in es-
sence, a reverb chamber. I took that and sent adry record-
ing of the ADR through that reverb and it re-created the
helmet. It worked great.”

Ann Scibelli designed the creature sounds in the
film, as well as many of the interior cave spaces, and cre-
atively emploved electronic blips, bleeps and zaps, alang
with Alan Rankin, who created all the vehicles. “Atan
made a lot of interesting sounds for the Prometheus
based on real-world sounds—rocket-type sonunds and
metal sounds and also organic vocal elements, but the
vocal elements are very covert; they're just helping to
give some shape and movement, rather than creating
a sound,” Stoeckinger notes. (Stoeckinger, Scibelli and
Rankin all worked on Unstoppable and Star Trek togeth-
er; they're quite the team.)

Stoeckinger notes that “the flamethrowers and most
anything that blows up always has a vocal element of sorts
to give the sound either pitch and tonality, or just some-
thing to color the sound and make it more intense or evil-
sounding.” Scibelli's sonic legerdemain included recording
her parrot, Skippy, and tweaking the sound electronically,
aswell as using altered dog recordings for part of the sound
of the high-tech tracking/sensing devices (called “pups” by
one character) used to explore mysterious caverns.

Remember Pop Rocks—that candy that exploded on your
tongue? “We put them on different surfaces and recorded it,”
Stoeckinger says. That was Foley artist Dan O'Connell’s idea.

“Also, Charlie and 1 roamed around the Fox lot where
they had these huge old blowers and water cooling sys-
tems from the old studio days that are still in use, and used
that as one of the elements of the interior of the ships,”
Stoeckinger says. “It was this big, bulbous sound of wa-
ter bubbling or gurgling. It's very unsettling, and it doesn’t



s

matter that you don't see water.”

“The way we worked,” Hemphill notes, “we
weren't trying to literally create sound for what
we see; we were trying to do a feel thing. If it’s
cool or interesting or what we were trying to say
story-wise, it doesn’t matter if it's what we were
actually seeing.

“Do we want people to feel claustrophobia in
this part? Or do we want to impart the vastness of
something? The original Alien had oodles of that
claustrophobia, and we definitely brought that
out of the toolbox a few times. So much of it is
about creating a mood and a feeling, so whatever
it takes to communicate that.”

THE FINAL MIX: LIVE!

After two temp dubs, when it came time to start
the final mix, Bartlett relates, “Ridley walked in
the first day and said, ‘Here’s what 1 want to do:
1 want to go through the whole movie in, like,
three days, so | can really get a look at it. So it
was all predubs up—hundreds of tracks—and go!
It was big moves and a flow. ‘Play a scene, don’t
stop. Give me a flow of what you're feeling!”

Hemphill adds, “When Ron says Ridley said
‘Just play the scene,’ what he meant and expected
was for us to respond to the movie with our hands
on those faders. You're working on instincts in
the mix, so you work very quickly and work on
the concepts, rough 'em out—what the sound of
a particular environment is, the creatures, what
the flow is, the pacing. Because he was very into
creating mood. It was a barrel of fun.”

Bartlett continues, “It’s a real performance-
based way of looking at it. We would latch
onto something and he'd say, ‘Yes, yes, more
of that! Get rid of that other stuff. That’s what
1 want!” It was a real good way to sit back and
watch the flow of the film. It’s so easy to get
caught up in the minutiae that you lose sight
of the film as a whole.”

“And of course that’s not how the audience
sees it,” Hemphill says. “Sometimes a scene
becomes not about the details of what you see
but of the flow of energy that’s building toward
something. And that is more important than any
detailsin any film, but especially a film like this.”

Of course, following this fast-paced three-
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day exercise in big-picture flow came weeks of
more traditional final mix work—fine-tuning
the dialog and effects tracks (some because of
late-arriving visual FX) and balancing those
with Mark Streitenfeld’s haunting and evoca-
tive score, which combines traditional orches-
trations with processed instruments and tones.
“There may be times you’ll be hard-pressed to
tell when music starts and sound design ends,”
Stoeckinger comments. “Ridley responds really
well to musical sounds, no matter where they're
coming from.”

“Ridley is one of the most creative inspira-
tional people I've ever worked with,” Hemphill
says. “When I start a mix, the first thing | think
of is mood and story and character; that’s what
drives me. Ridley is one of the masters of that,
so working with him was a real pleasure every
day. Part of mixing a Ridley Scott film is work-
ing directly with him. Some directors will come
in and hear final playback or whatever, but it’s
sitting there with Ridley and getting his ideas
and having a group of people work with him
that really makes it spark. W

Ta!entproaudiocablesandstandsdo their job
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Carefully engineered and produced from selected 4
materials, Talent accessories won't let you down.
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BY STEVE LA CERRA

icking off on June 2 at the Raymond James Sta-
dium in Tampa, Fla., Kenny Chesney and Tim
McGraw’s Brothers of the Sun tour will play to
more than a million and a half fans in 22 stadium
shows over the course of this summer.

In addition to music from his extensive catalog,
Chesney and his band are debuting their newest release
Welcome to the Fishbow! (BNA Records), including the
hits “Come Over” and “Feel Like a Rock Star,” the duet
with McGraw. It’s a huge undertaking, boasting state-
of-the-art P.A. and video, special guests Grace Potter
& The Nocturnals and Jake Owen, and an encore that
promises to rock the house.

A tour of this magnitude has serious audio respon-
sibilities, being expertly handled by Bryan Vasquez
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(front of house), Phill “Sidel'hill” Robinson (monitors
for Chesney and guests) and Bryan “Opie” Baxley
{monitors for Chesney’s band). Lights, staging and P.A.
are provided by Morris Light and Sound (Murfrees-
boro, Tenn.), and each of the three engineers is using
a Midas PROg digital desk to handle approximately 60
inputs from the stage. Front-of-house P.A. is an Elec-
tro-Voice X-Line with XLC boxes for the delay system.

Vasquez—Chesney’s FOH engineer for the past 12
years—explains the nature of this particular tour: “We've
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done stadiums in the past, but these are back-to-back
Saturdays and Sundays. We'll roll in Friday morning for a
normal stadium load-in, giving us the option of a sound-
check on Friday night. But after the show on Saturday
we head for the next city, and that puts a squeeze on us.
We won't have time for soundchecks before the Sunday
shows. It's going to be run-and-gun. In order to make
this work, we have two separate rigging packages out,
plus some redundant peripheral gear like snakes to front
of house. So we can roll in the second day with the P.A.
and the lighting rig, fly it, set up the consoles and band
gear and do the show.”

Chesney and his entire band are using in-ears. Drum-
mer Sean Paddock and keyboardist Wyatt Beard have
their own mixers onstage, while the rest of the band use
Sennheiser 2000 Series wireless systems, with JH Audio
JH16 Pro earpieces. Chesney is using the Shure PSM 1000
ear system, also with JH Audio JH16 Pros.




Supplementing the ear mixes are wedges (Nexo 45 N-12 arrayable line monitors)
and fill speakers. Baxley creates “seven stereo ear mixes for Kenny’s band, but each
one of those mixes also has a wedge for low end and fill, and we have sidefills for
the guys downstage. We started rehearsals with just the ears, and once we got the
mixes comfortable for each musician, we added what they felt was missing in the
wedges and fill speakers. The ears do reproduce those frequencies, down to around
50 Hz, but you miss the feel factor, that air movement that you get in a live setting
where there are a lot of wedges or where it’s a smaller stage. There’s a lot of separa-
tion between each guy on such a big stage.”

Robinson concurs, saying, “The fills and wedges help keep up the energy onstage.
When we started doing bigger shows three or four years ago, we built a ‘T’ out to the
audience, and it was simply not possible to carefully watch both the band and Kenny
while Kenny was out on the T. That’s why we split up the monitor mixes. When
Kenny's in front of the proscenium in the sound field of a 60-cabinet P.A. system
we have to make sure that the energy stays the same and that there’s no feedback.
The start of the show is a little nerve-wracking because Kenny flies in from front
of house on a rig that puts him 12 feet above the crowd, directly in front of the P.A.
With a giant P.A. that can fill a stadium, it gets interesting some days to make it loud
enough without feedback.”

“As Kenny flies around,” Vasquez adds, “I'll pan his vocal very slightly to the left
as he is in front of the right side of the P.A. and vice versa. After working with Kenny
for 12 years, I'm able to kind of anticipate problems before they happen.”

Chesney’s vocal microphone is a Shure Axient AXT200 wireless transmitter
with a KSMgHS capsule, set to hyper-
cardioid. According to Vasquez, “Ken-
ny likes to cup his hand around the
capsule of his vocal microphone. The
amazing thing about this Shure is you
don't get that change in tonality, or
the feedback, that you get with other
microphones when cupped. There’s
no outboard processing whatsoever—
1 just use the preamp in the Prog, and
I try to use as little compression as
possible so I can let it breathe.”

It may come as a bit of a surprise
that all three engineers use minimal
processing, almost all of which is on-
board the Progs. Baxley says that he
uses one of the Prog’s onboard Klark
Teknik reverbs in an unconventional
manner for the top snare drum micro-
phone: “You know how you can dial
in the LF or HF on the reverb? We're
actually using that on the snare top
mic to get a little bit more 250 Hz out
of the snare—we're doing it with the
reverb, not the EQ. I have the reverb
inserted on that channel and | use the
dry/wet mix to make sure that the level
of the snare is the same whether the
insert is in or out. It sounds crazy that
1 am using a time-based processor on

an insert, but it works.”

Baxley also notes that he does not use gates on the drum mics because Paddock
plays brushes in ane or two spots and likes to be able to back his dynamics way
down without worry that he'll hear gates popping in and out. Mics for the drum
kit include Audio-Technica AEsioo for hat and ride, ATM650 for snare bottom,
AT4081 ribbons for overheads (“They sound like you're standing next to the kit,”
states Baxley), Heil PR28 for toms, Shure SMs7 for snare top, and Shure Beta 52 and
Yamaha SubKick on the kick drum.

Vasquez notes that some of the guitar amps are “placed offstage and some of the
guys have cabinets behind them. The offstage cabinets are placed inside big foam-
lined boxes with Shure SM57s—30 years and still working! Bassist Steve Marshall
has an 8x10 cab onstage, but 1 take my signal from the balanced line output of an
Avalon Vt-737, and he uses the other output for his rig. | don't mike the cabinet,
it’s just the Avalon.”

YOU CAN LEAVE YER' HAT ON
According to Robinson, Chesney’s main requirements for his ear mix are “clarity, a
lot of vocal and some reverb. [ have a [Yamaha) REVs stuck at the bottom of the rack
as a comfort from the ‘old world’ for Kenny's vocal. It’s a verb I can adjust on the fly
without need for a menu.” (In Robinson's absence, Baxley quips, “I think that Phill
has been using that thing for almost 14, 15 years now. He is married to that reverb. If
it goes down, he’s screwed!”)

“During soundcheck,” continues Robinson, “I'll wear my baseball hat because
the timbre of the mic can change depending on the type of hat Kenny wears. His

From left: Phill Robinson,
Bryan Vasquez and Bryan Baxley
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main hats are a straw cowboy hat that doesn’t give me
any problems, but he also has a black cowboy hat that
is stiffer and more reflective. When you have 75,000
people screaming at your head, all that sound is coming
up, hitting that hat and bouncing back into the mic.”

PUT ME ON THE GUEST LIST, PLUS 8

Although Chesney and McGraw have toured together
previously, this one is unique due to the encore. All mem-
bers of both bands take the stage. Luckily for the three
engineers, that doesn’t mean the number of inputs from
the stage is doubled. As Vasquez explains, “In Kenny’s band
we have three main guitar players: Clayton Mitchell (lead],
Kenny Greenberg [rhythm] and Jon Conley, who doubles
on guitar and fiddle. Jim Bob Gairrett is our steel guitar
player who also plays acoustic guitar on some songs. Some
of the guys have more than one guitar rig. For example,
Clayton plays a stereo rig, and a mono dry rig, all miked
with SM37s, but | leave the channels up all the time. He has
the ability to go back and forth as he chooses and they’ll
always be there. This means that some of the inputs for
the guests are already in place from Kenny’s band, which
miakes things a bit more manageable.”

“Tim’s band is sharing much of our instrumenta-
tion,” Baxley elaborates, “because most of our guys
have separate rigs coming through two channels—for
example, one for a Strat and another for a Les Paul. So
if my guy is playing the Strat for a song, then the guest

will take up his Les Paul rig. The monitor mixes for the

guest players are run from Phill’s desk because he has

open mixes. It’s just a few more channels.”

At this point in the show, Robinson and McGraw's
monitor engineer, Jonny B, are tag-teaming, working
together to create 11 more wireless ear mixes from the
same Prog. All those ear mixes—combined with wireless
vocal mics for Chesney and McGraw and the wireless
instrument systems—yield a significant amount of RF
activity. Since the DTV reorganization, Baxley has no-
ticed “smaller and smaller gaps for us to fit in our wire-
less channels, especially when we get to bigger cities. For
example, out in the Meadowlands [New Jersey], there are
alot of TV and cell towers. You fire it up and it’s a bit of
a headache. Stadiums like that where there’s a lot of TV
coverage sometimes have a wireless coordinator who
might come in on our first day and help us find some
holes for our systems, but we're usually self-sufficient.”

“Terry Fox is our keyboard tech and general fix-it
guy,” Robinson adds. “He has a wireless workbench in
his world and | have a wrreless scanner in my world, so

together we figure out what everybody needs and set

up frequencies.

Vasquez, Baxley and Robinson all agree that one
of the big challenges of this tour is maintaining con-
sistency night to night. The tour carries a mic package,
but Baxley says they “take it a step further and use the
same microphone on the same instrument every night.
For example, we have four identical Heil PR28 mics for
the toms, but we’ll make sure that the same mic is used
for the same drum each night. It sounds a little crazy,
but we want it consistent throughout the whole tour.

“On the days we don't get a soundcheck, the band
1s really relying on us to get it right during line check.
They'll only have about five minutes to tinker between
Tim tearing down and our video rolling to start our
portion of the show. They’ll never play as a band until
the first song starts on Sunday.”

Nerve-wracking indeed! W
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CONSISTENT APPROACH CONNECTS BAND AND AUDIENCE

BY BARBARA SCHULTZ PHOTOS BY DAVE VAN

ed Hot Chili Peppers are into the third leg of an ongoing

tour supporting their most recent album, I’'m With You,

and the live record Factory of Faith. Despite occasional

personnel changes over the years, the Peppers deliver

consistently powerful, detailed sound, in part thanks to
front-of-house engineer Dave Rat, who’s coming up on 22 years
with the band. Rat’s long tenure has allowed him to develop
streamlined—albeit somewhat idiosyncratic—techniques that
help him stay on top of a very rhythmic, dynamic show.

every day as possible. | trust him.

“During line check,” Rat continues, “1
just have crews checking; | don't have the
actual band, so I'm not getting really accu-
rate information from the stage volumes
or the way they play. But I dont change
very much from day to day on the console
side; 1 just listen to the room, then wander
around a little during the support act until
our set change. The only thing that really
changes for me is the house EQ, and it'll
take me less than five minutes to figure

out any house issues and be ready to go.”

“The Peppers, for the most part, do not soundcheck,” Rat says. “They'll soundcheck at the The Peppers’ current tour started with dates in South America and Asia, during which

beginning of a tour, and then go for 10, 20, 30 shows without a soundcheck unless they | Rat used afew different P.A.s. By the time the production reached Europe, they had locked

make a major change in the setlist. Because of that, we need a high level of consistency | into carrying an L-Acoustics rig comprising K1, KARA, ARC and SB28 boxes, powered

from the techs. My FOH tech, Jim Lockyer, will get the system set up as close to the same | by LA8 amps. Rat mixes with an all-analog setup, built around a Midas Heritage 3000.
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FOH engineer Dave Rat at the
Midas Heritage 3000

“I want to see everything all at once,” he says. “For me, [working analog] is about ergo-
nomics and visuals. | want to know everything that’s going on instantly without touching
a single button. 1 also set up my board sideways so | can look along the length of it and
see all the meters. If you have a board in front of you sideways—normal-ways—you have

used is a Kemble Ui Silent Series K121C,” Rat says. “It’s an upright, acoustic piano that
has a pickup system in it for every string. I'd heard Thom Yorke play live at Coachella,
and | know that piano sounds phenomenal, and 1 knew that was the sound Flea was
after, but we were about to go into full production rehearsals and we didn’t know
where to find the piano. So our production people talked to Thom Yorke’s production
manager, somebody talked to Thom Yorke, and the next thing we knew, Thom Yorke's
piano was shipped to our rehearsals in a Radiohead road case! The piano has several
pickups, and there’s a footswitch—the middle foot pedal—that stops the hammers
from hitting the strings; they only hit these three regenerating pickup transducers.
The electronic out is pristine; it doesn'’t feed back, and it sounds great—like a real
piano. Eventually we bought a couple for the band: one for Europe, and one for

to scan across it to find something.”

Working by feel is also essential to Rat. He uses no external
board illumination—just the onboard meters and LEDs; also, no
tape, and no labels. He likens his methods to the guitarist who can
play while maintaining eye contact with the audience, as opposed
to one who has to look at his fingers.

“This way, I'm standing more as an audience member and
focusing on the show, rather than focusing on turning knobs,”
Rat says. “It’s important because the Chili Peppers are about com-
munity energy and experience. All live sound is, really.”

To maximize that connection between band and audience,
there are certain rack pieces that Rat has come to rely on. “l don't
use more than two effects,” he says. “One of them is an old Lexicon
PCM 6o, which | use for all of my reverbs—vocals and drums. The
other is an Eventide H3500, which serves as a vocal flanger reverb
on some of the slow songs. | reprogram it and it does the delays
for the vocals on other songs, and [ reset it again and reassign it as
a phaser effect for ‘Dani California’ All my key effects are done off
that 3500. I really want to minimize the things that I'm altering.”

Other go-ta gear on this tour includes Brooke-Siren DPR
404 compressors and Empirical Labs’ EL-8 Distressors. “I've been
adding more and more of those,” Rat says. “1 have five or six right
now. | like that their metering is in 1dB increments so [ can really
sce what’s going on. They're extremely flexible in the amount of
range | have to control the attack time.”

As for microphones, the Peppers continue to employ a hand-
ful of tried-and-true models: Audix OM7s on all vocals; Shure
Beta 98s on many of the pieces in Chad Smith’s kit, some percus-
sion, and bass guitar; Royer R-122s on crash cymbal and other
percussion pieces; and SMs7s on guitars.

One new develop-
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RED HOT CHILI
PEPPERS CREW
Front-of-House Engineer: Dave Rat
FOH Tech: Jim Lockyer
Monitor Engineer: Tim Engwall

dition of a piano. Some
of the songs on I'm With
You have essential piano
parts, which were appar-

ently inspired by bassist
Monitor Tech: Taka Nakai

Crew Chief: Tommy LBC Curaisco
Technicians: Andrew Gilchrest,
Brett Heet, Manny Perez,
Chuck Smith

Flea’s recent work with
Radiohead’s Thom Yorke.
“l contacted Thom

Yorke’s people and found

out that the piano they

Stateside. It's the perfect solution to getting a great piano sound in an arena.” W
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ALL ABOUT THE VOCAL

BY BARBARA SCHULTZ

ric Roderick has been mixing live sound for Zac
Brown since the artist was performing as a solo
singer/songwriter in clubs around his home state
of Georgia. Since the Zac Brown Band was formed
eight years ago, Roderick—who has also worked
with R&B group Jagged Edge—has grown with the produc-
tion, adjusting to mixing in larger and larger venues.

“It’s definitely been a learning curve,” Roderick says.
“When | did bigger shows with Jagged Edge, | was a
monitor engineer. Then | moved over to doing front
of house, and then went from small rooms to larger
rooms. It's been a good three or four years now that
we've been in pretty big arenas and stadiums.”

This summer, the roots superstars are playing a
variety of arenas and amphitheaters, performing for
fans and festival crowds around the country; in July, for
example, they’ll hit Milwaukee’s massive Summerfest,
as well as individual headlining shows and a few state
fairs. Their P.A., provided by Special Event Services
(with offices in Winston-Salem, N.C., and Nashville), is
a Martin MLA system. Roderick helms a DiGiCo SD7—a
recent addition at FOH.

“It’s still fairly new to me,” he says of the console.
“We just got them in February. I like its clarity. It's so
crispy, and the high end is smooth. The navigation on

it is great, too; it just feels real natural. 1 was on an Avid

Eric-Roderick
v
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VENUE for four years, but the switchover to the DiGiCo
was seamless, and it’s a great-sounding board. We're

mixing our shows at 96k, which a lot of people don’t
have the opportunity to do, and with the Martin MLA,
it’s a very smooth, responsive sound system.”

Roderick is using all onboard effects and processing,
including Waves Renaissance plug-ins and SSL EQs and
compressors. “On Zac’s acoustic, | use the SSLs,” Roderick

says. “He plays a nylon acoustic most of the time, and it can

be kind of thin and plinky. The EQ really warms it up and
gives it a nice tone, and the compression keeps it in line.”

Brown’s vocal is captured mainly with a Sennheiser
e 865. The tour has an endorsement deal with
Sennheiser, and monitor engineer Jake Bartol—who
mixes on a DiGiCo SD10 console—provides his mix via
in-ears and 2000 Series transmitters.

The engineers also use Sennheiser mics in a number
of applications: e 9o6s and e 609s on electric guitars, an e
9oz as well as a DI on bass, and a 908D on rack toms. “We
also use a lot of Shure stuff,” Roderick says. “The Beta 52
is my favorite kick drum mic. On Zac’s guitar, we use a
couple of Heils, PR 30 Bs, and also PR 22s on the snare.

“Square One for me is the vocals, though,” Roderick
continues. “Over the years, Zac has given me tips as to how
he wants it to sound, and he always would say, ‘Just picture
the Eagles' vocals on their records” The vocal harmony is
such a big part of what these guys do. The other thing that
Zac always wants to emulate is James Taylor’s acoustic gui-
tar playing, his finger picking, so that’s the second thing 1
look for. He's so good at playing a melody and a rhythm part
at the same time, and bringing that out is really important.
Then 1 just push everything else up under it.

“There is a lot going on musically onstage,” Roderick
concludes. “It’s definitely challenging finding a place in
the mix for everything, but we have the tools to do it.
The MLA sound system has such a wide stereo field that
we tend to have a little more space than most people
to tuck things away—to keep the vocals and any other
really important parts out front.” I
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KEN SCOTT

New Memaoir
Sheds Light on an
Exceptional Career

By Blair Jackson

he great British engineer/producer Ken Scott has had one of the

most remarkable careers of anyone in the record business. He

worked with The Beatles on Magical Mystery Tour and The White

Album, with Bowie on a handful of classics including Hunky Dory
and Ziggy Stardust, with Elton on Honky Chéteau, Lou Reed on Transformer,
Mahavishnu Orchestra on Birds of Fire, Supertramp on Crime of the Century
and dozens of others with the likes of John Lennon, George Harrison, Devo,
Jeff Beck, Pink Floyd, Kansas, Billy Cobham, Duran Duran, Missing Persons,
Dixie Dregs, The Tubes and so many more.

But even with all those notches in his belt, there was no guarantee that
he could put together a book as richly detailed, fascinating and funny as his
extraordinary new memoir, Abbey Road to Ziggy Stardust: Off the Record with
The Beatles, Bowie, Elton & So Much More, co-written with Bobby Owsinski
(Alfred Music Publishing; alfred.com/abbeytoziggy).

This is easily the best book of its sort I've ever read, and it works on so
many levels—it’s got great stories that give us insights into some of the big-
gest names in music; it offers a history of recording technology and tech-
niques from the late '6os to the present; and coursing through it all is an
unflinching and often self-deprecating biography of our hero as he negoti-
ates the perils, pitfalls and triumphs of a life in the music business. It’s a
testament to his and Owsinski’s skills as storytellers that 1 was as interested
in sections dealing with bands I either didn’t know (Happy the Man, Level
42) or have actively disliked (Kansas, Supertramp), as 1 was in the sections
dealing with some of my favorites. His hair-raising account of managing
Missing Persons is a detour that says much about the '80os, and his adven-
tures creating the EpiK DrumS library of drum sounds bring his career and
the book very much into the present day. I learned a ton, and so will you.

Rather than have Scott recount episodes from the book (we don’t want
to spoil it for you), we asked him about some issues prompted by some of
the anecdotes and from his more general discussions about engineering
and production.

You took a certain route coming up, which was typical of the English

system of the day—teaboy, then assistant and working up through the
ranks, and then the great break comes along. | wonder what you think the
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current landscape is like, now that there are so many recording school
graduates and more technically experienced young people coming into
the job market.

To a point, even with the engineering schools and everything, nothing
has changed. Because what generally tends to happen is people come out of
engineering school, they'll go and start at a studio, and guess what they're
doing for the first few months—they’re picking up Chinese food and clean-
ing toilets. And they better get damn used to it, but also use their time there
to the best of their abilities—listening to what’s going on in the studio—
more what’s being said and how things are being done. rather than listening
to the music. The music is important, of course, but one of the major parts
of all of this is learning how to deal with people, and that’s not something
that’s taught much in engineering schools.

You talk in the book about the importance for engineers and producers to
try to make decisions quickly, and live and die by them, rather than what
has become the norm in studios—putting everything to the end: “Let’s
have 450 versions of this part to choose from!”

The whole thing of people not making decisions is not just in recording
studios. That’s something | see in life every day. You're walking through



a supermarket and you’ll hear a guy on his cell
phone asking, “Which can of beans should 1 buy,
honey? There are 20 different varieties.” They're
bloody baked beans. Just pick one! [Laughs.] We
have bred a bunch of people that don't like to
make decisions.

That's true, but in the recording industry it's been
driven partly by the changes in technology...

Technology has absolutely made it possible
to put off making decision. But | can't say it’s the
driving force. 1t's a mental thing of not wanting to
make a decision. The technology just happens to
have given that part of the mentality the way of
putting those decisions off.

How do you deal with that as a producer or engi-
neer: when the perfectionist artist wants to go
for that 75th take of something?

Well, 1 probably wouldn't be working on that
session. [Laughs.]

I can’t say 1 get bored in the studio—I love
being in the studio. But 1 can get bored doing
the same thing day-in and day-out. 1 come from
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the time when an album would be recorded in
two weeks. We just kept moving: “We've got to
do this.” And we got it done. | don't like getting
bogged down on a particular part. If it seems like
it'’s not happening, to hell with it. Move on to an-
other song and we'll come back to it later when
we're all fresh.

What would you say was the most radical adjust-
ment you had to make technologically in your ca-
reer? Going from 4- to 8-track? Pro Tools?

Actually, 1 think the hardest one for me was
something like Level 42: suddenly going from an
American studio that 1 did a lot of work in, and
which really had everything | needed, and then
going to England and everyone was sampling and
all that. That was a lot to get used to: the original
AMS, and we were suddenly throwing in all these
little parts. That was a big learning curve.

In the '90s, we had the great democratization of
recording with ADATs and DA-88s and the lower-
priced Mackie boards. Do you think that was basi-
cally a positive development for recording?

Wow, that’s a tough question. Probably. 1
think too much importance is put on gear, basi-
cally. What sells a record is what happens in the
studio. It’s the performance and it’s the song. 1
don't think a record is ever sold or not sold be-
cause a hi-hat was slightly harsher because it was
recorded on one console vs. another, or because
it'’s 2 dB higher or lower. It has to happen in the
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The all new JOEMEEK Q2 Series is the result of a collaboration between designers Allan Bradford in the UK and Paul Wolff in the USA,
that takes the hugely successful JOEMEEK Q Series to a whole new level of performance! With a top of the line Cinemag microphone
transformer and Burr Brown OPA2134 low noise OpAmps throughout, the turbocharged Q2 Series ranks among the best in the world!
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studio. Obviously, we all want to get something to sound
as close and as good as to how we imagine it. But the bot-
tom line is the performance. My problem is that with
technology too many people have veered away from the
performance: “Okay, that will do. We can put that in tune
with AutoTune. We can move it around so that it’s more
on time. We can cut out that bad note.” It needs to ema-
nate from the person in the studio.

You've seen the evolution of studios. What was the worst
period for recording studio design from your perspec-
tive? We had the “dead sound” in the '70s for a while...

I must say, | sometimes think it’s been a devolution, rather
than an evolution. Most of the time, though, I've been very
lucky with the studios I've worked in. There was one occa-
sion—and I talk about this in the book—my first trip over to
the States, with Mahavishnu Orchestra, at Criteria [in Mi-
ami), and it was terrible. Not just for me as the engineer, but
for the band, too, because they couldn't get the sounds they
were used to, because the studio was so dead. But that stu-
dio was great for other things in that era. For disco stuff—the
Bee Gees and all that—it worked perfectly. In England, we
had changed and moved away from the really dead sound—
which really started with the Beatles, 1 think. Most studios, as
long as | can get the monitors to sound the way I like moni-
tors to sound, | can generally work in them.

You've worked with a lot of bands where all the players
were essentially virtuosos and that obviously brings up its
own problems, because everybody wants to be heard and
has an ego invested in it—even more so than a band with a
leader and sidemen. Can you talk a bit about the psychol-
ogy aspects of the job dealing with groups like that?

It's so dependent on who it is and what you're trying to
do. For me, I'm always thinking about the end-product. 1f 1
feel someone is over-playing, 1 let them know and I try to
point out why it isn’t working. Quite often, when you have
the virtuosos and they hear back what they're doing, they
say, “Oh, yeah, I'm over-playing.” But then they go back out
[into the studio] and they start the competitive thing again,
Sometimes it takes time for them to calm it down in the
studio, because they’re used to playing that way [live]. But
once they get it, they really get it and it can affect the rest of
their career, as with Dixie Dregs’ [drummer Rod Morgen-
stein]. You hope you don't have to fight the entire time.

You've also dealt with every kind of artistic temperament
there is, and each is special in his own way—John Lennon,
David Bowie, whoever. Is there something you can say
about dealing with the artistic temperament in the studio?

You deal with it moment by moment. 1 think 1 learned
that from being with John, because you never knew how
he was going be, really, from second to second. You learn



to stay on your toes and deal with it. It’s no dif-
ferent, in some respects, to working in a store
and you've got different kinds of customers and
they're all going to go through their moods.
You might have a regular who comes every
morning and he’s friendly and he talks to you
for ages, and this one morning he got up out of
the wrong side of bed and he’s really pissy, so
you suddenly have to deal with him differently.
It’s the same with artists. They’re human. They
may have more extreme tendencies than most
people, but they're still more similar to us than
they are different. They have moods and good
days and less good days.

I'm a firm believer in teamwork. I think that
the team when we were doing Ziggy and Hunky
Dory and Aladdin Sane worked extremely well
together. We almost knew what each other was
thinking. We knew our strengths and weak-
nesses. It’s been like that through so many of
the things I've done. The Beatles were a great
team. They did so much better, in my estima-
tion, together than they have apart. Though
they’ve done great things apart, too, of course.
But there was this really special thing when they
were all together.

With George Martin, I don’t think I appreci-
ated him for what he was while I was actually
working with him.

Why do you think that is?

1t may be that he made it look too easy. It
almost looked like he wasn't doing anything at
times. But I have come to realize, walking in his
shoes, exactly the same thing: There are times
I'm sitting there and it looks like I'm doing abso-
lutely nothing. That’s the way to work it at that
given point. It's knowing when to leave the tal-
ent to create, because that’s what they’re in the
studio to do.

What are the advantages and disadvantages of
working on multiple projects with the same art-
ist? You worked with Bowie a lot, and Elton. At
some point does familiarity breed contempt?

1t certainly can, yes. My maximum with any
act has been four albums, and that’s enough.
At that point, | think everyone needs a change,
because each of you starts to come up with the
same ideas, so it becomes a little repetitious. 1t’s
almost like the difference between having one
songwriter in a band and having two songwrit-
ers in a band. The two play off of each other so

they can constantly change what's going on.
When it's one writer, eventually everything
starts to sound the same. | think it’s the same
in the relationship between producer and act.
Eventually, everything starts to sound the same.

I love the way Devo did it. They were very
much into learning. Each album was with a dif-
ferent producer. The first one with Eno, then
me, then Bob Margouleff, then Roy Thamas
Baker. It would have been interesting to see
what might have happened if they'd made two
albums with each of us.

Is there an artist with whom you did only
one album that you really would've liked to
make another?

1 guess 1 would have to say Missing Per-
sons, because 1 had so much invested in that
band. The second album could’ve been so good
and they could have had a much bigger career.
It’s disappointing when you put so much into
something and it never reaches what you think
it could reach.

Your career managing Missing Persons is such
an interesting part of the book because it's such
a left tun that takes you out of your comfort
zone and throws you into this horrendous world
of record biz stuff | wouldn’t envy anyone go
through. Yet your basic attitude about it seemed
so positive and it sounds like you'd do it again.

Absolutely. Not the break-up part of it, of
course. But the managing part I loved because it
was taking me out of my norm. It was a learning
experience. And that goes back to the number
of albums an artist and producer should work
on together. As long as youre learning from
each other, it's a good relationship. Once you
stop learning, it then becomes repetitious and
you're not moving anywhere, so for me, it’s time
for a change. W
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new V4 and X8 racks, you can take
your Tonelux anywhere, in any
country, at any voltage without fear
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“I'm very picky about compressors, but
this is a honey. It takes more effort to
adjust than most, because there’s more
to adjust. But, | couldn’t find any signal
that didn’t sound good with it—the
parallel compression was great for
drums and program material, while the
feedback/feedforward options can give
very different characters with acoustic
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and voice rocked.”

-Craig Anderton on the TX5C
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PORTABLE e
P.A. SYSTEMS

Simple and Convenient

t used to be that you needed a degree in rocket science to set up a PA.
system. Mixers, compressors, reverbs, delays, crossovers, power amps
and loudspeakers all required careful matching and a fair amount of
technical background to ensure proper operation. As technology has
progressed, becoming more efficient and miniaturized, many of these com-
ponents have been simplitied and/or integrated.

The portable-P.A. market has certainly grown since the mid-1990s, Richard Ruse,
when the first powered loudspeaker intended for sound reinforcement  senior  director  of
was introduced, and today it is experiencing something of aboom, with  global sales for JBL
a plethora of products ranging from powered speakers with onboard Professional, sees “an
mixers to compact line arrays that can be set up easily by a single (non-  incredible surge in

bodybuilder) person. portable P.A. sales in
Hartley Peavey, founder and CEO of Peavey the price range be-
Electronics Corp., has seen his tween $600

Turbosound NuQ-10
and  $1.000.

That is the ‘meat
and potatoes’ of portable P.A.
right now and it is essentially powered speakers. Until the
time we introduced the original EON, you needed an exter-
nal amplifier, and if you planned to use a subwoofer you'd
need another amp and a crossover. If you really wanted to
run the system correctly you'd also need an EQ, a compres-
sor, and somebody who knew how to wire everything togeth-
er and set them up so that the system did not sound like a
telephone. The men and the boys were separated technologi
cally by hew much gear they brought to the gig.

“These days, it’sall about simplicity and convenience,” Ruse

share of changes. “Back in
the 1960s when | entered the
sound reinforcement mar-
ket,” he says, “youhad achoice
of the Shure Vocal Master or
Kustom K200 [which was ba-
sically a warmed-over gui-
tar amplifier]. At the time
the Vocal Master retailed for
$1,000, and if vou scaled that
amount to today it would be
about $10,000. With the first
Peavey 100-watt ‘packaged’
P.A. selling for around $600,
we were trying to bring the

continues. “People want to get in and get out. Take the average
customer of a mobile D): the wedding party. They don’t care
about the technical details, but in general they’re exposed to
better audio now than they were five or ten years ago. It’s simi-
lar with the local blues band.”

While the market may be booming, it’s not necessarily be-
cause af any recent revolutionary breakthroughs. “Innovation
in this category does not come along quite as frequently as it
did before,” says Ray van Straten, director of marketing com-
munications at QSC Audio Products. “How many ways can you

price down to a point where
musicians could afford it. We
really haave come a long way
in terms of the value we can
offer our customers for their
dollars, and packaged P.A. is
still a very large part of our
business.”

Mackie HD1531
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skin a P.A.? It used to be
that you'd go to a trade
show every year and say,
‘Holy cow, did you see
that?” When you don't
have these frequent, gi-
gantic leaps in technol-
ogy, it allows companies
to quickly catch up with
the state of the art. It’s
great for the customer
because it creates com-
petition and keeps ev-
eryone on their toes.
Because of that, high
levels of product perfor-
mance are now accessi-
ble to a very broad range
of users.”

Peavey agrees, stat-
ing, “Technologies prog-
ress fairly rapidly until
they reach a certain point
where the progression
slows down. Right now
it’s like automobile rac-
ing. One race car is not
three laps ahead—may-
be 20 feet, but not three
laps. The speaker is still
a cone, a coil of wire and
a magnet. With all of the
problems inherent in that
design, it’s still the best means of
moving air in a linear way.

“That being said, we're always trying to find bet-

pared to a conventional
HF compression driver,
you'll never go back.”
Advances in tech-
nology do drive product
quality up while keep-
ing prices competitive.
Recently, Mackie in-
troduced its HD Series
of powered loudspeak-
ers. According to Greg
Young, Mackie’s direc-
tor of product manage-
ment, “The demands
of our customers for a
powered  loudspeaker
were simple—in theory.
They want huge power,
amazing sound quality,
a high portability fac-
tor, installability and, of
course, a good price. In
short, the market want-
ed an affordable, truly
pro option. Our HD Se-
ries delivers this for users
who need more output
than our SRM or Thump
Series to fill larger ven-
ues, achieve wider cov-
erage and create higher
output. This leads to a
wide variety of customers
including DJs, sound reinforcement
companies, rental houses and festivals. The HD Se-
ries is also great for our install customers who need a

JBL PRX425

ter ways of doing things like using a ribbon for the  variety of rigging options.”

high-frequency driver in our Impulse 12D powered

speaker,” Peavey adds. “The ribbon generates a pla- All Aboard

nar wavefront for increased intelligibility without —Onboard processing has become the de-facto stan-
need for a phase plug, which creates distortion and  dard for portable P.A,, including crossover, compres-

increases listening fatigue. Once you hear that com-  sion, system EQ and feedback correction. At the same

DAS Aero 38

time, certain traditional audio specs, or measures, are

used less and less for comparison.

“When dealing with
a powered speaker
you have a closed
system architecture,
Ruse says. “Wattage
ratings become ir-
relevant because you
are tying amps, input

modules and onboard
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behringer.com
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dasaudio.com
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eaw.com

Electro-Voice ELX215
electro-voice.com
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fishman.com

JBL PRX 425
jblpro.com

L-Acoustics 12XT
|-acoustics.com
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line6.com

Mackie HD1531
mackie.com

Martin Audio Blackline F15
martin-audio.com

McCauley SA122-2
mccauleysound.com

Meyer Sound UM-1P
meyersound.com

NEXO GEO 512
nexo-sa.com

Peavey SP 4BX
peavey.com

QSCKW153
gscaudio.com

Renkus-Heinz PNX121
renkus-heinz.oom

Turbosound NuQ-10
turbosound.com

WorxAudio 15A/Ai
worxaudio.com

Yamaha S215V
yamahaproaudio.com

Yorkvitle U215
yorkvitle.com



Peavey SP 4BX QSC KW133 Yamaha S215V

DSP to the sensitivity of the drivers you're using. Power rating is only
one feature of a system where the whole becomes greater than the sum
of the parts.”

According to van Straten, “The questions asked by today’s customers
are no longer, ‘How much power does this thing deliver?’ but simply, ‘Does
it do what ] need it to da?” and, ‘Is it reliable?’ Looking at
it from a performance standpoint, we are experiencing a
sort of palarization in the market, where there is a lot of
price-driven product at the bottom, and pro-level, perfor-
mance-driven gear at the top. The gear that is price-driv-
en typically offers one or two measures of performance
that the manufacturer can hang their hat on from a mar-
keting perspective, like total SPL. We don’t have a purely
entry-point product in anv of the categories that we serve
because that’s not who we are as a company. Qur goal is to
provide high performance and overall value to the profes-
sional customer at a small premium.

“For example, when QSC brought the K Series to
market against the existing competitors in the space,
we were $100 to $200 more expensive per cabinet,” he
explains. “Why would you do that? Because the profes-
sional customer who values the inherent advantages in
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our products recognizes what they are getting for their money and is
willing to pay for it.”

Batteries Not Included

In spite of the popularity of powered speakers, demand for passive models

is alive and well. Peavey cites the PR Series of loudspeakers as one
of its most popular product lines. Mackie recently introduced its
S500 Series, and JBL has rolled out its PRX400 Series. But aren’t
passive speakers dead?

“There are still large markets around the world where pas-
sive speakers and dedicated amplifiers are the preferred system
topology,” Young says. “Our customers in these markets have
consistently requested these solutions, so we are very pleased to
offer the new S500 Series speakers and FRS Series power ampli-
fiers to fill this demand.”

Ruse sees “a huge worldwide market for passive speakers due
to the proliferation of legacy amplifiers out there, plus the fact
that there needs to be a low-cost installation solution for small
bars, VFW halls, civic buildings and churches. One of the rea-
sans we've put M10 suspension points on all of our new speakers
is to ensure safety and consistency in those applications. An-
other concern is this: If 1 have a church, where do 1 plug in pow-
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Line 6 StageSource L3t

ered speakers? | need an electrician to
install outlets near the speakers, at a
cost close to that of the amplifier 1 al-
ready own.”

All of the manufacturers we
spoke with agreed that the house-
of-worship market is strong. “Frank-
ly, there’s not many new clubs being
built,” Peavey quips, “but there are
incredible numbers of churches be-
ing built. What’s unfortunate is that
sometimes they’ll build a glorious-
looking building without thinking
about acoustics. You'll find hard walls
and floors, and it echoes like a cham-
ber. The intelligibility goes out the
window so they come to us for help.
In fact, | believe that our Sanctuary
Series is the only line of products spe-
cifically designed for churches.

“The thing that keeps us alive in
the sound reinforcement field is the
ever-growing level of expectation,”

Meyer Sound
UM-1P

Peavey concludes. “Back when 1 was a young guy, 1 had a ’57 Chevy with
an AM radio. 1 was perfectly content with that AM radio because 1 didn’t
know any better. Then FM or tape or a CD player comes along, and we
expect that higher level as the norm. It is the job of engineering and man-
ufacturing to design better and better loudspeaker systems to meet that
expectation. That’s why we exist.” W
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Steve La orra is Mix’s soul nd-reinforcement editor.
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TUBE PREAMP-OPTO COMPRESSOR-EQ

The ART PROCHANNEL 1™ is the answer to your recording and
computer audio interface needs. The second-generation discrete
Class-A microphone preamp provides clean quiet gain while
maintaining incredible transparency.

The same ultra-smooth Opto-tube compressor from the award winning
ART PROVLA |l subtly controls transients while adding unmatched
dynamic range to even the most demanding source material. The
Opto-electronic VCA-less design coupled with a 12AT7 tube makes
the PROCHANNEL [l ideal for critical audio applications.

A fully featured semi-parametric EQ offers wide tune-ability and can be
patched before OR after the Opto-tube compressor. Separate insert
jacks allow integration of external signal processing gear immediately
after the Mic preamp and before the EQ and dynamics processor.
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e Fully Featured discrete class "A" Tube Microphone Preamplifier
¢ Smooth musical sounding Optical Compressor

« Versatile Parametric EQ

¢ Selectable Tube plate Voltage

e Variable Preamp Input Impedance

e Large VU and LED meters

» Selectable Source for monitoring of each section on VU Meter
» 1/4" High Z input on the front panel

» Two insert loops

« Toroidal power transformer for low noise

For more information on any ART products including the PRO CHANNEL ll, please visit
www.artproaudio.com




ALL GAIN,

NO PAIN

New Mic Preamps Look to
Stand Out From the Crowd

By Mike Levine

The mic preamp market has become quite crowded as
of late, with—by our count—more than 50 manufac-
turers making and selling them. With so much com-
petition and variety, it is a buyer’s market, including
everything from super-high-end, boutique models to
inexpensive budget boxes—and a lot in between. Do
you want the pristine, solid-state, transformerless
sound, or do you want a more colored, warm-tube
feel? Do you require remote-control capabilities for
location work, or do you require something small for
your traveling rack? Do you need multiple channels,
or do you need just one or two?

There are rackmount pre's, tabletop pre’s and, more recently, pre’s de-
signed for the APl 500 Series format. In this article, we’ll look at the
current state of this busy segment of the audio marketplace and take a
gander at some of the newer units released since AES 2011. No audio in-
terfaces with built-in mic pre’s are included; we covered them in the May
2012 issue.
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Hardware Plug-Ins

In looking over this latest crop of preamps and talking with both manufac-
turers and retailers, the most consistent trend is the continued growth in
sales of 500 Series units, more companies and more models. The 500 Series
(or Lunchbox) format has been around since 1984, but only aver the past few
years has it really taken off.

“You can get a cool piece of outboard gear for well under $1,000, and
that's really appealing,” says Eben Grace of Grace Design, whose company
jumped into the 500 Series fray last year with the M-501. “Most people who
are populating 500 Series racks are doing so with things like APls and trans-
former-coupled, vibey-squishy, rock 'n’ roll kind of stuff.”

“I think it's here to stay,” agrees Joel Silverman of Millennia Media, which
also released a Lunchbox-size preamp last year, the HV-35. “People are un-
der the impression that it’s convenient to be able to have a bunch of toys and
swap them out when they need
them. If they're traveling around
and want to go to different facili-
ties, it’s easy te bring their tools or
expect the facility to have a rack.
It’s just like with plug-ins, where
you expect them to have a com-
puter, and you bring in your USB
stick. I think the analogy is that
it's like a hardware plug-in.”
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Ryan McGuire of the retailer Vintage King said that over the past three-
to-five years, 500 Series units have been the company’s best-selling category
of preamps. Sweetwater Sound, a retailer that deals in both the pro audio
and the home-studio market, has also noticed the trend. “We are seeing sub-
stantial growth in 500 Series sales,” Senior Director of Merchandising John
Grabowski says. “This growth has come from increasing sales of existing
500 Series products, as well as from interest in the constant stream of new-
product introductions.”

Watching the Tube

Due to the never-ending quest
to warm up digital record-
ings, tube preamp designs
remain popular in all seg-
ments of the market, though
they tend to be more expensive.
“As a general rule, whether it’s a 500
Series unit in your rack, or whatever, a

good, discrete solid-state preamp is about $1,000 per channel,” McGuire says,
“whereas a tube design is going to be a lot more than that. You've got to figure
on an average of about $1,500 per channel and up. That’s the case with vin-
tage gear, too. A vintage Telefunken V76 is $3,000 per channel now. There are
really no solid-state preamps that bring that kind of money.”

There are also a lot of preamps under $500 that incorporate tubes into
their signal path, and they have proven to be very popular among home-stu-
dio owners. Although many simply use the preamps that are in their audio
interfaces, others spring for dedicated units, often models that include tubes
and have EQ and compression built-in.

Considering that preamps are available in a variety of styles and formats,

PreSonus BlueTube DP v2

we asked some manufacturers which types are their best sellers. “Chan-
nel strips and 8-chan-
nel preamps with A/D
converters continue to
be the most popular,”
PreSonus Public Rela-
tions Manager Steve
Oppenheimer  says.
“This isn’t new. The
original DigiMax was
one of the first 8-channel mic preamps with ADAT output, and when it was
released, it cost more than $1,000. However. the cost of converters has gone
down stead#ly, so these types of preamps are more affordable and, hence,
more accessible. Channel strips that contain mic preamps and signal pro-
cessing, like our Eureka and Studio Channel, are still very popular.”

Aphex also finds its multichannel units to be its most popular. “We

Joemeek oneQ2

currently sell more 8-channel mic pre’s than
2-channel,” CEO David Wiener says. “Our cur-
rent 207D doesn'’t get the attention that our
Channel and 8-channel pre’s get.”

But a lot depends on the company and the
price range of its products. In the more boutique
end of the market, single- and dual-channel
units rule. “We have single-channel, 2-channel,
4-channel and 8-channel units,” Phil Wagner,
president of Focusrite USA, says. “And we've found that we've had the great-
est success with our single-channel units.”

Odds and Trends
We asked manufacturers about other trends they've noticed in the preamp
market. According to Lev Perrey, director of product management at Uni-
versal Audio, remote-control preamps are becoming more popular. “For
example, our Apollo audio interface can be
controlled both from the front
panel of the interface or from
software. This idea puts forth
a scenario in which a user
doesn’t have to be right next to
the preamp. This could make
for shorter cable runs from the
mics to the preamps, and it’s ex-
citing from a design perspective.”
Scott LaChapell of LaChapell Audio
says a lot of manufacturers are incorporating a
vintage look for their preamps to help distinguish their products from others
on the market. “Manufacturers are becoming more and more creative with
the visual appeal of their products,” he says. “It’s added a new layer of demand
to designing gear, which is a lot of fun!”

The Grop
Let’s look at some of those new preamps, released at AES 2011 or later, pre-
sented here in alphabetical order by manufacturer.

First up is the AEA RPQ500 ($584). Wes Dooley’s company introduced
the 2-channel. rackmount RPQ in 2009, made primarily—although not ex-
clusively—for use with ribbon mics. The RPQS00 is a single-channel version
of the RPQ but de-
signed as a 500 Series
module. Like the origi-
nal RPQ, the RPQ500
offers 10kQ input im-
pedance, JFET topolo-
gy and phantom power
for use with condenser
mics. Like the RPQ, it
includes the 2-band Curve Shaper EQ section, which gives you low-frequen-
cy roll-off to reduce rumble and proximity effect and a high band to add
sparkle. Given the round-sounding nature of ribbon mics, the latter feature
can be particulularly helpful. New to the RPQS00 is a Line/Mic switch. Set-
ting it to Line takes the gain stage out of the circuit, allowing for input of
line-level signals. That makes it possible to use the EQ on mixdown.
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Black Box Analog Design Vacuum Tube Preamp

The sophistication of affordable tube preamps is evidenced in the 2U-
rackspace ART Pro Channel Hl ($299), a single-channel unit sporting select-
able input impedance, a 20dB switchable gain boost, a 4-band EQ, an optical
compressor, two different insert points (pre-compressor and pre-equalizer),
and more. ART has also expanded its versatile, low-price Tube MP line with
the Tube MPC ($99), a single-channel desktop unit that includes %-inch and
XLR 1/O, an optical compressor, phantom power and a 12AX7A tube.

One of the most innovative and anticipated new preamps to come out
this year is the Black Box Analog Design Vacuum Tube Preamp ($1,995).
This single-channel, all-analog tube pre offers point-to-point hand-sol-
dered circuitry on copper boards, custom-wound Cinemag input and output
transformers, a 350V power supply and military-grade switches. But its most
intriguing design feature is its independent triode and pentode tube stages.
“The pentode, when you turn it up, sounds classically ‘tubey’: round, very
neutral, slightly dark and very fat,” McGuire says. “Then the triode stage
sounds very airy, spacious and textured. You can completely shift the fre-

Made in . Canada &

quency of the preamp, effectively EQ’ing
the signal, without any sort of phase shift.”

UK-based Cartec Audio recently began
shipping the Pre-Q5 ($899), a green, ret-
ro-looking 500 Series unit. It combines a
discrete, transformer-based mic pre with
an EQ section. The company describes the
unit as “just a nice, simple-featured preamp
with a classic vibe.” The EQ section offers a
high-frequency boost at 8,12 or 16 kHz, and
a low-frequency boost at 30, 50 or 100 Hz.
The unit has a stepped attenuator after the
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output transformer, which allows you to
really hit the Pre-Q5 hard and not overload
the next device in your chain. A line-level
switch can be activated to allow using the
Pre-Q5 during mixdown.

The CharterOak MPA-1 ($2,400) is a
2-channel, 2U preamp with highpass and
lowpass filters, featuring an ultra-clean,
transformerless input stage, but an output
stage with a Cinemag transformer. Hav-
ing this dual circuitry allows the operator
to dial a combination of clean and colored
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Radial PowerTube

sound by varying the levels of input gain and output gain. The filters cover

the entire frequency range of the unit, with the HPF going from 10 to 200

Hz, and the LPF from 10 to 60 kHz. The continuously variable filters feature
a gentle 12dB/octave cut, allowing for subtle settings.

The Focusrite ISA Two

(899) is a dual-mono, single-
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rackspace version of the compa-
ny’s signature ISA mic pre, which
has a design that harkens back to
the pre’s used in Focusrite con-

BYPASS
PR

T : T I s
Audio 3 B e

<factory default> a
Phoenix AAX -+ &y [COMPARET sare

CREATE YOUR OWN SOUND SEverae
@

Lumin

DaveHillDesigns.com CraneSong.com

»
e e e P A P P22 22 27 LT LT T LT T LT T8 UL T e

s S SO
-/ e A7 R\
p b o~ /// /\

EUROPA |

PREAMPUIFIER

POWER PHANTOM PHASE

Sales by

4 S
.\..ﬁ -
A @) osur

Transaudiogroup.com

]

DB 3 w FAS
GAIN G, ow cu SPEED

~N T
or OFF  ON OFF OFF
EVEN 00D

INSTRUMENT
HARMONICS HMARMONICS




PRECISION

soles in the mid-'80s, when the company i

was newly founded by Rupert Neve. The
design features Lundahl LL1538 trans-
formers, and you can choose between
mic-, line- and instrument-level inputs.
The input impedance can be switched
between low, medium, high and 1SA 110,
which has the same setting as on the
classic 110 preamp/EQ. Having variable
impedance lets you match the ISA Two’s
input to your particular mic, or you
could take the opposite tack and pur-
posely mismatch it to go for a different
sound. Highpass and lowpass filters, and
balanced insert points, are also included.

Golden Age Project recently started
shipping the “deluxe” version of its PRE-
73 mic preamp, the PRE-73 DLX (8499),
a surprisingly affordable, single-channel,
solid-state, transformer-based unit that
contains only discrete components. Ac-
cording to the manufacturer, “The circuit
used in the PRE-73 DLX is similar to the
preamp section in the classic 1073 mod-
ule, with a corresponding sound charac-
ter.” It also has 80 dB of gain, selectable
pad and highpass filter, Y%-inch DI input
(selectable between active and passive),
phase reverse, output-level control and ®
phantom power.

New from Joemeek are upgraded
versions of its entire Q series of channel strips, now called the Q2 Series.
There’s the 2U single-channel oneQ2 ($1,199), the 1U single-channel sixQ2
(8799.99) and the 1U dual-mono twinQ2 ($1,499). All three now have Cin-
emag transformers, transformer-coupled mic inputs, increased headroom
and line inputs that can be optionally routed through the transformers us-
ing the IRON switch. All have features such as Meequalizer EQs: optical
compressors (controls on both the EQs and compressors vary somewhat be-
tween models); a choice of analog or digital /O (AES/EBU or S/PDIF on the
oneQ2 and twinQ2, and S/PDIF on the sixQ2); and mic-, line- and instru-
ment-level inputs. The flagship oneQ2 also adds an enhancer and de-esser to
its signal chain. Because of their line inputs, the processing on all three units
can be used during mixdown.

Typically, manufacturers make 500 Series versions based on their rack-
mount units, but the LaChapell Audio 983 (price TBA), which is due to ship
this month, is a rackmount unit based on the company’s S00 Series 583s. The
tube-based, dual-channel 983 will have a few new wrinkles compared to the
583s, including two-position highpass and lowpass filters, upgraded meter-
ing and a redesigned output stage—described by Scott LaChapell as “a very
unique, extremely balanced output stage that runs below 10€2.” It's designed
to allow for very long cable runs without signal degradation. “We took mea-
surements at 500 feet, and we experienced one percent loss in overall perfor-
mance, but still maintained spec,” LaChapell says.

PreSonus, a prolific manufacturer of preamps for the home studio and
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True Systems pT2-500D

pro audio markets—along with mix-
ers, interfaces, DAWs and many other
products—has two new affordable tube/
solid-state preamps, both of which have
upgraded their solid-state stages with
new the company’s new XMAX technol-
ogy. The result is lower noise, more clar-
ity and a smoother tube sound than that
of the original versions. The BlueTube
DP v2 ($229) is an upgraded version of
the original BlueTube DP. The new mod-
el is a full-featured 2-channel preamp,
for which each channel has both Class-A
solid-state and 12AX7-tube signal paths.
The tube stage can be switched in and
out for each channel and when it’s in can
be varied using the Tube Drive knob. In
addition to an XLR mic input, each chan-
nel of the BlueTube DP v2 is equipped
with a high-impedance instrument in-
put, a phase reverse switch, a highpass
filter, phantom power and more. PreSo-
nus also upgraded its TubePre unit with
the TubePre v2 ($129.95), a single-chan-
nel preamp/DI with a similar feature set
to that of the BlueTube DP V2.

The latest from Radial Engineering
is the PowerTube ($699), a 500 Series
pre that’s equipped with a high-voltage
12AX7 tube circuit, a Jensen transform-
er, 100-percent discrete electronics,
fully variable trim and gain pots, a phase switch, phantom power, a 10-seg-
ment LED meter and more. According to Radial’s Peter Janis, “With the
PowerTube, we wanted to veer away from the more clinical sound of a mic
preamp to a device that would add character and warmth.”

The SMPro Audio TubeBox ($199) is a very aggressively priced 500 Series
tube mic pre that should be shipping by the time you read this. It will bring
Class-A tube circuitry (a miniature JAN 6418 Electron Tube), a transformer-
less signal path and input gain control to the party, along with features like
phase reversal and a 20dB pad, as well as a low-cut filter, a VU meter, gain-re-
duction LEDs and a ¥4-inch mic input on the front panel. It's equipped with
a built-in optical compressor, with compression, attack and release controls.

True Systems also has a new 500 Series entrant, the pT2-500D ($649).
Closely related to the company’s pt2-500 preamp, the 500D is designed
for mics that don’t need phantom power. To that end, it has high input
impedance and 76 dB of gain. It also provides a DI input and a 6-position
Lo-F Adjust switch for shaping the low-frequency contour. True Systems
says the ability to adjust low-end response will be particularly helpful on
vocals, as well as on DI bass, for which the pT2-500D is also well suited.
Like other True Systems pres, this one is designed to provide a transparent
sound, rather than a colored one. H
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SM Pro Audio TubeBox

Mike Levine is a musician, producer and music journalist from the New York
area and is the former editor of Electronic Musician.
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ADDICTED TO EPHEMERA

By Gino Robair

“Our purchasing decisions are telling Apple that
we're happy to buy computers and watch them die
on schedule,” Kyle Wiens notes in his June 2012
Gadgetlab blog for Wired.com, called “The New
MacBook Pro: Unfixable, Unhackable, Untenable.” He’s making the
point that by choosing non-upgradeable products such as the Mac-
Book Air, we are voting with our dollars for disposability over longevity.

In recent decades we've seen standard communication technol-
ogy, such as cell phones or data storage media, become ephemeral,
and this paradigm ultimately trickles down to the music-produc-
tion world. So while I'm happy to have online services that allow me
to store, manage and share high-resolution media files with collab-
orators across the globe, 1 don’t really trust the cloud for long-term
storage. At least not a proprietary cloud, because I have no idea how
long it’s going to be around. In fact, the hard drive that archives this
blog isn't an ideal solution, either. But at least | know where it is and
it's under my control.

I'm not saying we should halt the development of new technolo-
gies. Rather, I'm advocating for some kind of standard that is a long-
term, affordable solution for managing the content that we create.
Take MIDI as an example of a standard that, thanks to the cooperation
of an entire industry, helped move music technology into a new era.
We can all see MIDI's limitations at this point, but note that as it ap-
proaches its third decade, it continues to provide a trustworthy foun-
dation, even as the follow-up technology finally nears completion.

Meanwhile, seasoned musicians, producers and engineers are
desperately nursing their data off of a wide variety of obsolete for-
mats—SCSlI drives; DAT, Beta and VHS tapes; and, now, FireWire
drives—that they’ve used over the years before either the media be-
gins to degenerate or the retrieval devices break down. At least 1
know that my MIDI files from the late '80s will still play back in
today’s digital-audio sequencer.

MEDIUM AND MESSAGE

Of course, music technology in the broadest sense has been in tran-
sition throughout history, as pointed out by Allan Kozinn in his
June 8, 2012, New York Times article “Electronic Woe: The Short
Lives of Instruments.” Look no further than your local “early mu-
sic” ensemble to see a host of instruments that didn't survive the
rise of the symphonic orchestra. Thankfully, musical notation al-
lows scholars to piece together approximations of the original per-

formance practice (though, without recorded artifacts, it’s diffcult
to know how accurate they are).

In modern times, we like to think we can use sampling to, say, cap-
ture the sounds of a classic instrument so that its essence survives into
the future. But we're fooling ourselves. As Kozinn notes, “(sjometimes
when technology changes, you cannot replace it with a digital approx-
imation.” Anyone who has spent time playing a real Hammond B3, a
Fender Rhodes or a Hohner Clavinet knows that software-based ver-
sions are not as satisfying to the player as the real thing.

What I find intriguing about the majority of tech-savvy musi-
cians | know and work with is that they don’t have proficiency on
a single instrument in the same way a church organist or violinist
does. Rather, they are highly proficient at surfing emerging tech-
nologies and finding musical uses for them. I'm not talking about
the people who buy every new soft synth and use only its presets;
I'm referring to the men and women who looked at a Wiimote for
the first time, for example, and immediately grokked that it solved
a number of problems for live performance, but cost much less than
if they were to build the equivalent themselves.

Everyone is working under hyper-condensed time schedules. In the
studio, we barely have enough time to explore the new features of our
DAW before the next rev comes along and distracts us with even more
features. So while it's comforting to know that important studio tools
we use (mic/preamps, power amps/speaker) remain just as consistent
as classic instruments and their control interfaces (violin/bow, saxo-
phone/reed, trumpet/mouthpiece), wesstillhaven'tlanded onasoftware
equivalent. Because if you have been relying on a single application to
solve your audio needs, you may just find yourself painted into a cor-
ner when either your platform (hello Amiga, Atari and Commodore 64
users) or application (farewell BIAS, Inc.) is suddenly shown the door.
Those of you running Peak on a MacBook Air can now hear the clock
ticking louder than before, because as the industry feeds us disposable
platforms that we cannot customize or repair, we will find it more and
more difficult to sustain our software tools for the long term (even
with the help of eBay and Craigslist). While it’s easy to say “Get over
it!” because the laptop/desktop’s days are numbered and we'll all be us-
ing tablets for music-making in the near future, that transition means
that, once again, we have to learn a new interface, figure out the bugs
and gotchas of a new platform and its applications, and waste creative
time and earning power in the process. Who tricked us into thinking
that this is okay? W
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Revolution? Yes. We'd call better sound at half
the price a revelution. Welcome to Emotiva Pro’s
new airmotiv monitors. With flat response, great
bass extension, and built-in tunability for desk or
studio use, they let you make great mixes—fast.

But don't take our word for it. Try them yourself

in your own studio, risk-free, for 30 days. Joining

the revolution has never been so easy!

“At only $349 per pair, the airmotiv 4 is a great
monitor for the money.”

Atrraotiv 6 Michael Cooper, Mix Magazine

airmotiv 5

“airmotiv 5 is an exceptional first effort...| quickly
became comfortable with the airmotiv 5, which
allowed me to make really great mixes fast.”

airmotiv 4

Randy Poole, Pro Audio Review
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Ch // new products

CRYSONIC SPECTRA C2
'- COMPRESSOR

The Un-Plug-in

The SPECTRA Cz ($159) from Crysonic (crysonic.com)

is a non-transparent compressor promising subtle but
desirable analog characteristics to any signal being pro-
cessed. The zero latency proprietary algorithm allows
Spectra C2 to be used in every step of music production,
from tracking to mastering and live work, for both mono
and stereo signals. Features include Ratio and a Release,
which can be set to automatic mode, where the Spectra
C2 chooses the best value for the incoming audio mate-
rial. The CPU hit is mmimal, allowing multiple instances
to be used in a single project. Each license holder may
install Spectra Cz on up to three computers.

HEIL PRO SET 3
HEADPHONES

Comfortably in Your Ears

Heil Sound (heilsound.com) introduces its Pro
Set 3 headphones ($109) designed for tour-

ing pros, musicians and breadcast/recording
engineers. The Pro Set 3 features high-quality
4omm neodymium magnets and voice coils, a
lightweight ergonomically designed cushioned
headband, and a detachable cable design. The
headphones ship with three cables to accom-
modate a wide assortment of inputs. Other
features include convenient folding for com-
pact transport, internal steel headband and
soft, padded, replaceable ear cushions.

ELYSIA NVELOPE 500

Double-Wide Dynamics Processor

elysia (elysia.com) has released its newest product for the 500 Series, the nvelope
500 ($1,049). This two-slot stereo dynamics processor is capable of making subtle
or drastic changes to a sound by altering its impulse structure, providing direct
control over the envelope of a signal by shaping the intensity of its attack and
sustain. Usable for single-channel or mix applications, the nvelope 500 can shift
a sound toward the front of the mix using more attack and less sustain, or blend
it gently into the background by reducing its attack and increasing its sustain.
The unit also features Dual Band mode, where individual frequency controls for
attack and sustain yield precise results while avoiding unwanted artifacts, even
when used on complex material like a summing bus.

LADDER

Sound-Sculpting Filter

The Ladder ($769) from
Moog (moogmusic.com)

is a Dynamic Transistor
Ladder Filter based on Bob
Moog's original ladder filter
designs. The Ladder sports a
smooth, all-analog lowpass
and highpass filter section.
Adjustments include a Cut-
off knob to add vibe, warmth
or tonal adjustment; LP to
add analog vibe and warmth
to a sound; HP for sweeten-
ing; and variable Attack and
Release and Amount control
in Positive or Negative mode
for mild to extreme sound
shaping and manipulation.
The Resonance control used
with The Ladder’s other fea-
tures allows for the creation
of sweet, dynamic and even
speech-like behavior. Use

it to tune The Ladder to a
sound source and excite or
accentuate specific frequen-
cies, as well as create com-
pletely umique sounds.
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MXL BLACK WIDOW HOSA CBT-500 |
MICROPHONE CABLE TESTER

Compact Condenser Line-Checking Evervwhere

MXL (mximics. The CBT-500 from

com) has re- Hosa (hosatech.com
leased the Black
Widow ($299.95),
a short-frame
condenser micro-
phone designed
for studio and
live. The mic fea-
tures a sleek black
chrome finish;
32mm, 6-micron
gold-sputtered
capsule; and a
three-position at-
tenuation switch
(odb, -10dB,
-20dB). The Black
Widow ships with
a flight case and
shock-mount.

$69.95) is designed
to quickly and easily
KANEX THUNDERBOLT
CABLE

test a wide range
of cables
Two Lanes, No Waiting

commonly
used in

the music/

pro audio en-
vironment. The
unit is constructed of
metal to withstand field
abuse and operates with

a standard 9-volt battery (in-
cluded). Connections include XLR
(3-pin and s-pin); balanced and unbalanced phone
(Ya-inch TRS and TS); phono (RCA); speakON
(with support for 2-pole, 4-pole and 8-pole con-
nectors); DIN (multipin, including 5-pin DIN com-
monly used for MIDI equipment); Ethernet (R}-45);
USB Type A to Type B; plus a variety of other connectors and
jacks using included, removable leads.

Kanex (www.kanexlive.com), a leader of innovative Apple and iOS

connectivity solutions for homes, studios and businesses, ras released the Kanex Thunderbolt
cable ($59.95), a super-highway with two-express lanes: PC! Express (dzta) and DisplayPort (video).
Through a single 6-foot (2m) compact cable, you can connect high-performance data devices to
high-resolution displays at a 10 Gbps data transfer rate.

PROPELLERHEAD PULSAR RACK EXTENSION

Effecting Your Reason

Rack Extensions is a new technology that enables third
party developers to create instruments and effects for Rea
son (propellerheads.se). The latest extension is Pulsar ($49),
which comprises two LFOs, cross-modulation, lag, shuffle
and a flexible envelope. It allows users to create a shuffled
tremolo that changes speed as different notes are triggered,
or come up with ever-changing wobbles that respond to playing. To cclebrate the release of the
Rack Extension platform, Pulsar will be gifted to everyone who is using Rack Extension-compati
ble versions of Reason and Reason Essentials for the first ithree months after release.
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OUND VL 3

Compact Live
Speaker System

The VL 3 i from K.M.E.
(kme-sound.com, $TBA) is a
professional-grade, compact

speaker system for fixed
installations that can also

be used as a top unit in ac-
tively channeled P.A. systems.
Boasting minimal sound
coloration and distortion in
the midrange through a 2x3-
inch cone speaker, the VL 3 i
system features a high-grade
passive crossover network.
The unit features 4mm termi-
nal clamps as well as a Neu-
trik Speakon® socket and the
ability to externally mount a
rooV transformer if needed.
Other features include a
lightweight, glued frame-
work from precise milled
fibreboard, solid inner metal

construction and a ball-proof

front grid made from steel
with acoustic foam for me-
chanical protection of speaker
components. Special colors as
well as special versions (i.e.,

a dedicated outdoor version)
are available on request.
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PEAVEY IPR 1600
DSP/3000 DSP
POWER AMPS

Smart Live-Production Tools

.
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The IPR 1600 DSP ($699.99) and IPR
3000 DSP ($799.99) power amplifiers
from Peavey (peavey.com) combine
user-friendly loudspeaker manage-
ment with the lightweight power and performance of the original Peavey IPR power amplifiers. The onboard digital

signal processing system includes preset banks for popular loudspeaker types and configurations, as well as Waves Maxx- |
Bass® psycho-acoustic processing for the first time in any power amplifier. Other features include a variable-speed fan

housed in a lightweight aluminum chassis; %-inch and XLR inputs; and %-inch and twist-lock output connectors. Peavey

1PR 3000 and IPR 1600 power amplifiers are backed by Peavey’s free five-year extended warranty.

SSL LIVE-RECORDER \

Robust Capture System

Live-Recorder from Solid State Logic (solidstatelogic.com,
$TBA) provides a reliable, high-quality, low-cost solution for
high channel count live, location or broadcast recording. Live-
Recorder combines Soundscape Version 6.2 DAW Recorder/ |
Player software, a MadiXtreme or MX4 PCle audio interface,
and an industrial-strength, high-performance 1U rackmount
PC. Live-Recorder systems can record up to 128 channels at
24-bit/48kHz or 64 channels at 24-bit/96kHz. Soundscape V.
6.2 includes SSL's Pro-Convert technology, so it can export recorded multitrack sessions in a range of formats that are native toa
selection of popular DAWs. Soundscape V. 6.2 alsa offers session import from supported DAWS. Live-Recorder hardware config-
urations comprise Live-Recorder MX4, which provides up to 128 channels using an SSL MX4 2x64-channel MADI 1/O interface;
and Live-Recorder 128, a stripped-down system designed for environments where confidence monitoring is not required.

XTA DS8000 MIC/LINE DISTRIBUTION

From Here, To There

XTA Electronics (audiocore.co.uk) launched the DS8000 ($2,895), a complete redesign of its famous DS80o mic/line distribution
system for the broadcast and touring markets. DS8000 is a two-rackspace, 8-in/32-out mic/line distribution system with 16 trans-
former-balanced isolated outputs and 16 electronically balanced outputs fitted as standard. It has two new key features: an outside-
broadcast split function tailored to the demands of the broadcast industry, featuring two rear switches making stereo 16-way splits
easy; and a dual-redundant power supply system that's easy to enable when two DS8000 units are paired together. Other features
include remote-controlied 48-volt phantom power
with lockout “safe” functions to prevent tamper-
ing, new premium microphone preamps, panel
lighting for dark backstage environments and the
option of adding an ADC card that provides AES3
outputs for integration into digital systems.
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MASELEC MLA-3 MULTIBAND

COMPRESSOR

Dual-Channel Unit With 12 Options in One Box

Il Maselec products are

developed by Leif Mases,

an experienced produc-
er, recording engineer and studio
owner who has worked with Jeff
Beck, Led Zeppelin, Black Sabbath,
ABBA and many others. This experi-
ence is reflected in the operation and
performance of his analog designs.
The latest addition to the Maselec line
is the updated MLA-3 multiband compressor, a
well built, 2-channel unit that will pleasantly surprise even the
most discerning listeners.

SOLID BUILD

In pulling the MLA-3 out of the box, | immediately noticed that
this is a serious piece of gear. A heavy alloy chassis protects the
hand-wired construction and hefty power supply, which is lin-
ear with a voltage switch on the back for 115 and 230 volts. There
is a Mains switch on the back that disconnects the mains, and
a low-voltage power switch on the front that disconnects the
power to all circuits, including the regulators. In addition to
the voltage switch on back, there is internal automatic range
switching that kicks in if the mains voltage goes critically low.
This extends the range down to 90V and 180V without the heat
problem that you normally get from wide-range linear supplies.
Maselec has done that on other products as well, and it’s es-
sentially there to provide a low (clean) voltage switch on the
front so that you don’t get mains noise into sensitive parts of
the circuits.

The transformer is a custom, low-noise toroidal type that is
used in other Maselec products. Inputs are electronically bal-
anced, making them perform as if they are transformer-cou-
pled, but without the associated coloration, low-frequency dis-
tortion and restricted bandwidth, with maximum input level
of +29dBu. The outputs are also electronically balanced with a
maximum output of +28dBu. All rotary controls on the front of

MADE FOR

MULTIBAND

Multiband compression is considered by

many in audio circles to be the musical equivalent of a jack-
alope or unicorn. It’s one of those mythical ideas that are some-

times better in theory than in use. I
have generally stayed clear of multiband
compression in most instances and left
it to mastering experts. However, once
plug-in versions of multiband compres-
sors began appearing, | started hearing
more of my peers use it, so | became
curious. 1 found some success in shap-
ing tracks by using it like an EQ and
by isolating specific frequency ranges
to enhance elements of a mix. I found
this widely useful for mixing electronic
tracks with lots of heavy beats and bass
elements, wide volume changes in re-
corded tracks, and also helpful with a
vocalist whose dynamic range veered
from section to section.

The MLA-3 is more than a one-trick
pony. It can simply and effectively oper-
ate as a stand-alone stereo compressor,

TRY THIS

I used the MLA-3 as an insert on a
drum bus with great results. First,
I experimented with the amount
of compression, frequency thresh-
old and master threshold settings
until I liked the results. I then
scrolled through the output set-
tings and adjusted the crossovers
to taste or for a radical setting. For
instance, a faster release time gave
me more control, and the Side-
chain Boost switch offered a high-
frequency bump. Varied frequency
release and higher threshold times
will give you even more explosive
sounds. I then recorded the bus
to a stereo channel and mixed it
in underneath my multitracked
kit—it made my drums fly out of
the speakers.

the unit are stepped switches using discrete resistors; that sig-  but it becomes another animal when moving beyond standard
nified to me that nothing was left to chance for precise control.  compression and further into multiband territory. The MLA-3 is,
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sors. In speaking with
Mases about the design
concept, he said he paid a
lot of attention to the fil-
ters so that they sum to-
gether properly. His goal
was to be able to get the
input signal replicated on
the output exactly with
the gain set the same for
all filters. The filters have
very good step response, and the summed out-
put is flat within 0.04 dB.

The key is that the bandpass filters are differ-
ent in the sidechain. Otherwise, you would get
an increased density at the crossover frequen-
cies, coloring the sound badly. For that reason,
the MLA-3 contains not three stereo compres-
sors but six (12 mono compressors). There is a
complete duplication in the sidechain.

Compressor

PRICE: $4,970
PROS: Brilliant construction and
sonic qualities
CONS: Expensive (but worth it)

COMPRESS WITHOUT DURESS

I knew that mastering engineers often turn to
multiband compression when dealing with prob-
lematic mixes, but | wanted to first check it out
on tracking. | tried the MLA-3 on drums to see
if 1 could approximate my overhead sound by
replacing EQ with multiband. 1 sent two Shure
U87s over the kit into two channels on the Neve
VR console at Sony Tree in Nashville, and then
to the MLA-3. | dialed the EQ in on the channels
and then turned them off. 1 turned on the Mase-
lec and adjusted a fair amount of input level to
see signal, and set it to the “linked” setting on the
sidechain to have it operate like a normal com-
pressor. | then adjusted the crossovers to 100 Hz
on the low end and 3 kHz on the top end. I set the
attack and release times to be around 30 ms to
catch peaks, and I didn’t notice a huge difference
in the sound. [ then changed the release time to
be much faster and engaged the Sidechain Boost
switch. Wow. The entire drum kit came forward
and had wonderful detail that 1 was missing be-
fore with only subtle compression. 1 began to un-
derstand the flexibility of the MLA-3. When | in-
quired about the Sidechain Boost switch, Mases
told me that it is a combination of gain increase
and high-frequency boost in the sidechain. This
switch quickly became my new best friend.

Next, 1 got the unit back to my studio and tried
it on bass guitar while recording Nashville band
the Cold Stares’ new record. | was having some
trouble getting it to speak in the track. | engaged

in fact, 12 mono compres- PRODUCT SUMMARY

COMPANY: Maselec
PRODUCT: MLA-3 Multiband

WEBSITE: maselec.com

the sidechain link Low to Mid
and tried being a little more ag-
gressive around 400 Hz. This
helped the sub-like qualities
of the hollow-body bass push
the midrange and balance the
sound in the mix.

1 also used the MLA-3 as a
parallel insert on my drum bus
for Nashville-based electronic
project act Five Knives. I tried
“pumping” the kick in tempo
with the bass synths of one track. It didn't quite
work as well as I'd hoped; having something fine-
tunable as opposed to fixed increments in the
frequency range would have been more helpful in
this instance.

1 applied the multiband functionality to the fi-
nal mix for both projects, knowing that 1 wanted
the musicians to hear what their projects would
sound like, as close to being mastered as possible.
Initially, I listened to set the attack and release
times as close as possible to my trusted API 2500
and performed an A/B comparison of the two. |
noticed that I could really dig into the MLA-3
(even close to -7dB on the master threshold) and it
was still very musical, without sounding too com-
pressed. I set the threshold back to peak between
-1/-2 dB, set the crossovers to 100 Hz and 1.6 kHz
at -2 dB on the low and midrange frequencies, and
-3 dB on the high range. The Output Selection
knob really allows you to fine-tune what is hap-
pening in each area, and also bypass it completely.
Once | added the Sidechain Boost switch, the final
mix really started to sound like a record. I discov-
ered equal results when applying the MLA-3 after
printing mixes without bus compression, and us-
ing it in more of a traditional mastering situation.
1 compared my “mastered” mixes against several
reference CDs and again was pleasantly surprised.

TRIED AND TRUE

The Maselec MLA-3 is 4 well-designed and well-
built multiband compressor with options to please
even the most discerning user. It excels as a stereo or
multiband compressor—the functionality of each
band makes it very easy to dial in the most pristine
sounds. The price tag is sure to scare off a few, but
once you hear this piece, it's worth every penny. It
quickly became hard for me to work without it.
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EMOTIVA PRO AIRMOTIV 4

Small Monitor Offers Big Sound at a Modest Price

motiva is mostly known for its high-end consumer
audio products. The company’s new Pro division is
stepping it up with the introduction of three powered
monitors—each employing two drivers—for profes-
sional use. The airmotiv 4 is the smallest of the three; with a vol-
ume of less than one-third of a cubic foot, it’s a veritable midget.
But if you're thinking it’s a midrange-y consumer proxy a la the
ubiquitous Yamaha NS-10M, think again. The airmotiv 4 has
a huge sound and extended bandwidth that belies its itty-bitty
footprint. Spectrally, it's the polar opposite of the NS-10M.

I'LL TAKE A CAB

The airmotiv 4’s cabinet measures 9.4x6.1x7.3 inches (HxWxD)
and is constructed from 18mm-thick MDF. It’s solid! The cabi-
net is internally damped with a layer of acoustic foam bonded
to asphalt. The asphalt—along with rigorous internal bracing—
damps cabinet resonances, while the foam absorbs rear-project-
ed sound from the woofer to help prevent hyping the upper-bass
and lower-midrange response. The cabinet’s front baffle is fin-
ished in an attractive black lacquer, and the back and sides with a
textured, water-resistant vinyl laminate that resists scuff marks
and fingerprints. To combat diffusion and improve imaging, all
corners and edges are conspicuously rounded laterally, and the
front baffle is slightly rounded toward its front face. Each moni-
tor weighs 10.25 pounds.

The two-way design incorporates a 4.5-inch Curv™ woofer, the
hallmark of which is a woven composite-polypropylene cone that
boasts high rigidity for its light weight.

The woofer is magnetically shielded. It

cuit purportedly doesn’t limit music peaks under normal listening
conditions, but it prevents dangerous overdrive conditions when
you're pushing the monitor too hard. The airmotiv 4's frequency
response is stated at 58 Hz to 23 kHz, +2 dB.

A continuously variable rotary con-

By Michael Cooper

uses a synthetic butyl-rubber surround
to absorb undesirable harmonic artifacts.
The monitor’s folded-ribbon, high-fre-
quency transducer measures 26x32 mm.
It is inherently shielded and mounted be-
hind a slotted, radiused waveguide.

The bi-amplified design uses a dis-
crete power amp rated at 25 watts RMS
for each driver. The multi-pole, active
crossover is tuned to 2.7 kHz. Each amp
uses a toroidal power transformer and
metalized-film and electrolytic capaci-
tors. The built-in overload-protection cir-
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TRY THIS

If you don’t have the wherewithal to use
spectral analysis to position your moni-
tors optimally in your room, you can ball-
park the best setup simply by listening.
Play a professionally mastered recording
that features a descending, scalar bass
line. Move your monitors to alternate po-
sitions and listen at your mix pesition to
each setup in turn. The configuration that
most evenly reproduces each bass note—
with the least amount of dip and boost
from note to note—is the one least influ-
enced by room modes and speaker bound-
ary effects. All other considerations aside,
it's the most accurate setup for your room.

trol on the front baffle adjusts the moni-
tor’s level. Pushing on the level control
alternately recesses and extrudes it; a ring
around the control glows a soft blue color
when the monitor is powered on and red
when the automatic overload protection
engages.

The rear of the cabinet sports a ta-
pered, oval bass port and separate rotary
switches. for equalizing with shelving fil-
ters the reproduction of bass and high fre-
quencies (see Fig. 1). The bass control can
provide either 2dB or 4dB attenuation be-
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low its 1S0Hz corner frequency, while the HF
control can either boost or cut 2 dB above 4 kHz.
Each EQ control also provides a unity (flat) set-
ting. The level and EQ controls are calibrated at
the factory to within 1dB of the company’s refer-
ence standards.

Also on the rear: A power switch, two-prong AC
receptacle, fuse holder and balanced XLR and un-
balanced RCA inputs. (The AC receptacle doesn't
need its omitted ground plug for safe operation be-
cause the airmotiv 4's amplifiers are double-shield-
ed.) 1 was disappointed that the XLR connector did
not latch. The included power cable is roughly 6
feet long and removable. You can order your air-
motiv 4 to operate with 120 or 230 VAC.

Two recessed mounting points on the cab-
inet’s bottom mate with Emotiva’s optional
mounting brackets. The airmotiv 4 has a fully
transferable five-year warranty; you can also re-
turn the monitor for a full refund within 30 days.
It’s currently only available direct from Emotiva.

CRITICAL LISTENING

1 reviewed a stereo pair of airmotiv 4s and placed
them on Primacoustic Recoil Stabilizers that are
situated on the shelves of my Omnirax MixSta-
tion. The front of my control room also features
an Acoustic Sciences Corporation Attack Wall—

mixonline.com

PRODUCT SUMMARY

COMPANY: Emotiva Pro

PRODUCT: airmotiv 4

WEBSITE: emotivapro.com

PRICE: $349/pair (direct price)

PROS: Big sound. Excellent imaging, depth

and transient response. Non-fatiguing.
Built-in filters. Very inexpensive.

CONS: Sonic hole in the upper midrange
and lower highs (filters switched out).
Muddy upper bass and .cwer mids (filters -2
dB). XLR connector doesn't latch.

a modular arrangement of tube traps that forms
a continuous acoustic wall, tightening up the
bass impulse response at the mix position.

Listening back to my own country and rock
mixes, | was immediately impressed. With their
built-in filters nulled, the airmotiv 4s put out
a huge sound, producing a surprising amount
of bass for such small boxes. The bottom end
sounded surprisingly tight considering the port-
ed cabinet; kick drum hits had none of the flab-
biness 1 expected to hear. Electric bass guitar
fundamentals were clearly reproduced down to
low F# (46 Hz), tailing off quickly below that. At
the same time, the airmotiv 4s lacked the up-
per-bass/lower-midrange veil that plagues most
small two-way near-field monitors, yielding a
clear and airy sound.

Transients were reproduced faithfully, lend-
ing impressive detail. Imaging and depth were
likewise excellent. At low-to-moderate volumes,
the sound was non-fatiguing. Cranking my con-
trol room volume, the airmotiv 4s got plenty loud.

Unfortunately, my initial enthusiasm wore
off quickly as I continued to listen. 1 noticed
the upper midrange and lower high frequencies
sounded significantly understated. (This spec-
tral balance no doubt contributed to the non-
fatiguing quality.) Single high background vocals
and fiddle playing in its high register consistently
sounded lower than I'd heard on any other mon-
itors | could remember testing—to the point
where | was certain 1 would've had them too loud
had 1 used the emotiva 4s during mixdown. De-
pending on which register they played in, electric
and acoustic guitar tracks sometimes also suf-
fered the same de-emphasis, leaving me wanting
them to have mo level. Lead vo-
cals sounded a little darker than 1 knew them to

actually be. Large stacks of BVs piling on during
choruses tended to sound a little thin and icy.

The airmotiv 4's frequency-response plots
(available online) corroborated what 1 was hear-
ing. According to the plots, the airmotiv 4 pro-
duces up to a 3dB dip in response between
roughly 1.5 and 5 kHz. Another 2dB dip occurs
between about 125 and 800 Hz. That explains
how the airmotiv 4 succeeds at sounding at once
non-fatiguing (scooped upper midrange frequen-
cies and lower highs) and clear (dipped upper bass
and lower midrange). The main tradeoff is that
vocals and stringed instruments sound too un-
derstated. End of story? Not quite.

PRIME CUTS

Emotiva Pro's VP and lead engineer, Lonnie
Vaughn, told me he was aware of the challenge
that the airmotiv 4’s dip in the upper midrange
and high frequencies could pose for mixing, and
that the monitor’s onboard filters had been specifi-
cally designed to correct this deficit. He suggested
I set both the high and low filters to their -2dB set-
tings to bring the presence band into better bal-
ance with the bottom and top of the spectrum.

With the filters set accordingly, the upper
midrange and lower high frequencies fell into
much better balance, and 1 could now hear vo-
cals and stringed instruments more clearly.
The bottom end still sounded surprisingly ex-
tended. However, 1 also heard muddiness and
slight boominess in the upper bass and lower
midrange. The timbre sounded a little heavy in
at least the 200 to 315Hz band (possibly a little
wider on both ends), creating a slightly veiled
and tubby sound. I wondered if Emotiva Pro had
fixed the bass filter’s 150Hz corner frequency too
low. In any case, while the filters helped the criti-
cal midrange-high frequency balance a lot, they
also re-imposed the upper-bass/lower-midrange
blurriness the design engineers had so artfully
dodged with filters set flat.

Depending on how its onboard filters are set,
the airmotiv 4 can give you either a huge, non-
fatiguing sound for casual listening enjoyment,
or a flatter response for professional reference
use. It’s not absolutely perfect for mixing, but
it offers competitive performance with leading
monitors in the same (rock-bottom) price range.
At only $349 per pair, the airmotiv 4 is a great
monitor for the money.



OMEN'’S
oMl - uDIO

/ \ﬁ/\ ISSION

Changing The Face Of Sound

JOINTODAY!

RECORDING CLASSES

GEAR DISCOUNTS

CAREER COUNSELING

JOB PLACEMENT

LOW-COST STUDIO SERVICES

www.womensaudiomission.org



TECh /] reviews

By Jason Scott Alexander

KRK SYSTEMS 12SHO ACTIVE SUB

Ultra-Accurate Bass Extension for Medium-to-Large Rooms

uring the recent move to my new production and mix
facility, a spacious 20x23-foot room with a 12-foot ceil-

ing, where bass can actually breathe, 1 installed a pair

of gorgeous-sounding Equa-
tor Q15 main monitors to complement
my trusty old Mackie HR824 near-
fields. While the Q’s oversized woofer
and coaxial tweeter design has brought
a whole new level of power, width, flat
response and pinpoint imaging to my
setup, there have still been times where
I've yearned for “bowling ball to the
chest” sub-frequency performance from
the system—but without disrupting or
compromising an already excellent and
focused bass frequency spectrum. I be-
lieve that KRK Systems, part of the new
Gibson Pro Audio division, designed the
12sHO powered subwoofer for scenarios
such as this one.

MASSIVE POWER

With the HO standing for High Output, this 110-pound behemoth
features a strengthened version of the company’s custom 12-inch
bass driver made from woven Kevlar. Specially designed for super-
high excursion, it is beautifully set in a curved-baffie front plate,
intended to virtually eliminate diffraction distortion. As if KRK’s
trademark yellow cone wasn't already eye-catching, it’s surrounded
here by four rather unique front-firing concentric ports that are
engineered for extreme low-frequency extension while reducing
boundary coupling. These wide arc-shaped slots are also optimized
to avoid the airflow turbulence that often plagues smaller circular
ports. Just looking at this thing, you can tell it means business.

The enclosure measures 20x20x22.5 inches (HxWxD) and is
constructed from 18mm and 36mm reinforced MDF. To say it feels a
bit like a bank safe when you rap your knuckles on it would be accu-
rate; it is solid. The integrated Class-A/B power amplifier kicks out
400 watts continuous RMS performance (1% THD+N @ 100 Hz),
yielding a sound pressure level of 113dB music and 123dB peak, with
a signal-to-noise ratio of 92 dB.

Located around back and next to a hefty heat sink, the left and
right inputs are on balanced combi-jacks, as is the independent
LFE input for integration within surround environments. The
stereo outputs are balanced XLR and have a fixed 80Hz highpass

70 mix

filter across them. A continuously variable Input Sensitivity knob
allows a high-resolution gain range, having positions for Mute,
+6dBu and -8dBu labeled along the way. Other rear-panel controls
include a continuously variable lowpass
filter with frequency range of 60 Hz to
160 Hz (24dB/octave), a phase adjust-
ment knob, a polarity reverse switch, a
thermal and overload/clip protection
switch and a ground lift switch. There is
also a Sub & HPF Bypass jack to receive
the included latching footswitch with
white LED indicator.

IT'S ASETUP
1 connected the sub directly in line with
my Equators, their signal being derived
from my PreSonus Central Station Speak-
er Select A at all times. To start, 1 set the
sub’s lowpass to 80 Hz and routed a 1-oc-
tave wide bandpass pink noise signal (be-
tween 500 Hz and 1 kHz) from Pro Tools
on through to the QI5s, adjusting the monitoring level to about 85
dB using a simple SPL meter. Next, | sent a 35-70 Hz band for the sub
to act upon and set the input sensitivity control to match the same
85dB SPL. Turning up the lowpass to 130 Hz and allowing the 12sHO
to overlap with my mains, 1 listened
from the mix position while an as-
sistant adjusted the phase control

TRY THIS

through a full 360 degrees, stopping
at the loudest point. Returning the
LP back to 80 Hz, the system was
now aligned for phase, level and
spectral response.

INTO THE DEEP

The transition between the sub’s
extended low end and the QI5s
was effortless on my ears—almost
shockingly so. Whereas I've always
found the Q15s to be a tad shy in
the bottom-most regions when lis-
tening at very low levels, the 12sHO
filled this out gracefully. Whenever
I'd momentarily bypass the sub in

While the general rule of thumb is to
put the subwoofer between and slightly
in front of your stereo monitors, anoth-

er method places it wherever speaker
loading is at its greatest. Try temporar-

ily sitting the sub in your mix chair

position and then play back banded

pink noise in the 30 to 80Hz range;
wherever in the room it sounds loudest
is a good starting point. Next, try run-
ning stepped bandpass pink noise and
sine wave sweeps while using a simple

SPL meter for reference. Moving the

subwoofer a foot at a time, the goal is
to find a spot where it interacts smooth-
ly with room acoustics and LF response

is as even as possible at the listening
position. Because bass energy is largely
omnidirectional, a sub that's offset from
center is nothing to worry about.
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S~ Handhade in Pasadena. California

order to A/B, it wasn’ as if switching between
two completely different systems; rather, 1 was
toggling a hidden layer and sense of “feeling”
from the music.

That consistent and natural-sounding fre-
quency balance remained intact through more
moderate levels also, which 1 thought boded well
tor the accuracy of both the sub and my mains.
Pushed further, the bass extension added incred-
ible punch and underlying vibe without ever be-
coming muddy or overbearing. Once playback
volumes got up into what 1 like to call the “seismic
zone,” the sheer power of the 12sHO truly came
to life. Around the point where the woofers in my
QI5s typically fall flat and begin to overload, 1 fi-
nally received that bowling ball, square-on.

Pulling up some of my old mixes, [ noticed
that 1 had been overcompensating around 50 to
70 Hz with my Mackie HR824 monitors and had
often been coming up short of incorporating that
all-important 25 to 40Hz zone with the Equa-
tors. On raw session tracks, 1 could more easily
identify those energy-sucking thumps, hums and
rumbles that often sneak by, particularly at low
listening volumes.

Inquisitive now, I patched and reconfigured
the sub to the HR824s. Not only did they sound
huge; 1 was really impressed by how seamlessly
the 12sHO came together with the character-

ic lo fl i
radiator on the Mackies. Nothing was lost

only extended. As on the
mains, the 12sHO sound-
ed extremely robust yet
completely natural, pro-
viding a solid and focused,
cohesive center anchor.
Playing live over this
system was just a blast. |
could jam out on raw drum
kits as though in a club
setting and audition elec-
tronic sounds containing
bombastic sub-frequencies
without ever once worry-
ing about chuffing out or
overdriving the woofers
on my monitors. [ronically,
the 12sHO did send a loud
zippery-fizz  and
to my monitors whenever
it was powered down, so
you'll either want a timed
power distributor in your

thump

racks or need to be extremely vigilant.

There were also occasions with both sets of
monitors that 1 found myself wanting to crank
up the sub just a little (or a lot), depending on
the program material, application and listening
level. Rather than having to walk around back
to dial it in, I'd much prefer a wired controller,
perhaps incorporating a lighted bypass switch
all in one place.

LOW-END THEORY
1 was blown away, both literally and figuratively,
by the 12sHO. Not only did it school me on the
importance of producing modern music with sub
frequencies present for better arrangement and
voicing decisions, but it allowed me to become
extremely discerning about what’s happening
down in the LF-energy regions of a mix.
Regardless of the size of your monitors, with
the 12sHO, they’ll open up, gaining more power
and clarity when they no longer have to struggle to
produce that bottom octave-and-a-half. In a sur-
round configuration, where there are five or more
channels of bass content as well as a demanding
LFE channel, you'll be thankful that the 12sHO
packs so much power. That being said, I can't help
but think that the 12sHO thrives on a medium-to-
large room. I know it’s found a home in mine.

mixer in Ottawa. Ontari
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your iTunes store. Choose your subscription
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As the comprehensive, go-to source for high-end audio for
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subscription method to Mix today—print OR digital!

Go to www.mymixmag.com for a print subscription

For the iPad version you can either search in your iTunes store
OR go to www.mixonline.com/ipad




Marketplace

COLLEGE of ARTS €7 SCIENCES
, AMERICAN UNIVERSITY « WASHINGTON, DC

OVER 60 PRO AUDIO MANUFACTURERS
EXCEPTIONAL CUSTOMER SERVICE
EXPERIENCED TECH SUPPORT

N

I
i !
l

“' ui-_m_ W?& I :

WHAT HAPPENS
IN YOUR

STAYS IN YOUR VOCALBOOTH

VOCALSB ¥ Vi
N

Professional Portable Performance
Standard and custom sizes up to 16’ X 16’

www.vocalbooth.com | 866-330-6045

The new GIK Scopus (Tuned) Trap takes low

end control to a new level in three options

that cover 30hz to |35hz with maximum

targeted absorption incorporating a pressure-based
membrane design and an air tight chamber.

Specifically designed
for controlling
lower frequencies
within rooms.

..Acoustics

“Quality Professional Acoustics
Panels at Affordable Prices”

Toll Free - 888-986-2789

www.gikacoustics.com
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LEVEL

SMP5.1

The VU meter packages that work with the digital world.
Knowing when the peaks happen can save a mix.

Adjustable peak indicators
93{leman Aligned for +18db = ODbfs.

www.colemanaudio.com (516) 334-7109 coley@colemanaudio.com
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The Vintech X73i!

The Vintech X73

“l used five X73i's and one X81 to record all of “l use the X73 for recording Patti Scialfa and
Carlos Santana’s guitar tracks for both the Bruce Springsteen in their home studio.” Toby
‘Shaman’ and ‘All that | am’ albums.” Jim Gaines Scott, Engineer for Bruce Springsteen

Engineer for Carlos Santana, Stevie Ray Vaughn

@ritagg

Audio

1073 Channel amglifisr
6673 Channel amplifiar
8173 Channel amplifizr
2264E Compressor/limiter
wwyvy.heritageaudio.net
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“My Peluso 22 47 SE and my pair of 2
 P-67's are absolutely true to the originals, 48

o
L

=Jack Douglas, (John Lennon, Miles
Davis, Aerosmith).

%

"What a stunning microphone, ™
the build quality is amazing.
You've gotta hear it!" N
-Chuck Ainlay (Steve Earle,
Mark Knopfier, Dixie Chicks)

"Just finished my first session

with the P-28. | am hooked, big &
time. That's far and away the best %
mic my fiddle has ever met.”

-Gene Elders (George Straight,

Lyle Lovett, Lucinda Williams).

888.528.9703 * %

Get your NO RISK;
DEMO Today!

Best Service
Best Support
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"Magnetic Labels for the
Audio Visual Professional”

* No more sticky residue
» No more running out of console tape

* No more ink marks on your mixer
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BOLDLY GOING

where no SM57 has gone before

Now diso available as a
conversion kit to modify
your own SM57

"The G5790 is rock solid
as advertised. Placement
is a breeze and a
welcome change.”

- Mix Magazine

the G5790

www.G5790.com
-877-GAL-5790
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Performance
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MIKING YOUR BAND
CRAFTING GREAT LIVE MIXES
HOW TO WOW THE AUDIENCE
AND MORE!
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ACOUSTIC PRODUCTS

Acoustics First

www.acousticsfirst.com

Materials to Control Sound
and Eliminate Noise™

Toll Free

888-765-2900

High-end acoustics for serious professionals

REALTRAPS is the premier source
for high performance acoustic
treatment. Our products are used
by many famous engineers and
producers including Bob Katz,

| Barry Gibb, Charles Dye, Tony |
Maserati, Nile Rodgers, Bob |
Clearmountain, Butch Vig, and
others. Whether you're a seasoned
pro, or a hobbyist who wants the
very best room acoustics possible,
REALTRAPS has your ideal solution.

Please see our web site for a wealth of produrct information, demo videos, i
and amazingly clear explanations of acoustics and room treatment.

866-732-5872 www. TRAPS.com

BRAND NEW online practical
training in Multi-track Record-
ing. Join our successful work-
ing graduates or bulld your
own studio. Career guidance.
Diploma. Registered School.

EREE INFO.:
@JE@ Audio Institute

of America
www.audioinstitute.com |

from San Francisco - USA

Advertise in MIX
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SOUND ISOLATION ENCLOSURES

Reducing Sound to a Whisper Since 19901

WhisperRoom, Inc.
(423) 585-5827 ® FAX: 423-585-5831
www.whisperroom.com

866-330-604a5
WWW.VOCALBOOTH.COM

|’||||: ST LINT
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Scued Barrior » Is¢
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Sonex * Sound Quilt
www,silentsource.
info@silentsource.cem
EGRITY

zerointernational.com
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NEW & VINTAGE MICS
FROM RUSSIA

Your Dream Studio
starts...H

TEL: 007 916 160 1491
E-mail: alchkhaidze@mail.ru
www.valvemics.webzone.ru
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VINTECH AUDIO
CLASS A MIC PREAMPS MADE WITH

studio furniture

NEVE™ 1272 COMPONENTS r..ARGOSYQ

www.vintech-audio.com
call toll free: 1-877-4-mic-pre
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Accelerate your inspiration — with the MOTU Studio

Run Digital Performer and MachFive 3 on the latest quad-core iMac,
record and monitor with the studio-grade MicroBook i,
then add the latest advances in studio technology.

Apple iMac
The all-in-one that’s one of a kind
Apple introduced the first iMac more than a decade ago. And the
design philosophy remains the same: an all-in-one that's as powerful
as it is beautiful. The new iMac features nearly twice the processing
speed, advanced graphics, and ultrafast Thunderbolt I/O.

Choose a 21.5-inch iMac with a 2.5GHz or 2.7GHz quad-core Intel

Core i5. Or expand your view with a 27-inch iMac featuring a
2.7GHz or 3.1GHz quad-core Intel Core i5. For processor-intensive

virtual instruments and plug-ins, Turbo Boost 2.0 automatically

increases the speed of the active cores — up to 3.8GHz,

so your MOTU studio sessions go smoother and faster.

Novation Impulse
The professional USB/MIDI controller
(25, 49 or 61 keys)

The Novation Impulse features a precision, semi-weighted

keyboard, 8 drum pads and a full control surface. It comes with
Novation's award-winning Automap (version 4): the original,
most powerful, and now easiest control software to use,

which makes getting hands-on with Digita Performer

and your plug-ins fast and simple.

MOTU MicroBook Il
Studio-grade personal recording

Connect a premium mic, a guitar, and a keyboard, and start tracking with

sound quality that rivals audio interfaces costing hundreds more. The amazing

and compact MicroBook Il delivers studio-grade features and sound.
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ToonTrack EZmix 2
Multi-effect mixing tool
Craft great mixes quickly with ToonTrack EZmix 2. Simply insert the
EZmix 2 plug-in on any track in Digital Performer, and indicate what EZ M)’Z
kind of signal you're processing: drums, vocals, guitar, or even the
master fader. Then choose from a wide selection of pre-configured

signal chains that apply an optimized, completed effects process for

the selected material. Got an ambient vocal track? EZmix 2 can instantly

give you a compressor, parametric EQ, tape delay with mix control,
reverb with mix control, and finally a limiter already optimized for that

“radio ready” sound. You'll love how much faster you achieve results!

Shure Beta 181 Stereo Set
Ultra-compact side-address instrument mics
Designed for discrete placement and control in live or studio environments,
the Sweetwater-exclusive Beta 181 Stereo Set includes interchangeable cardioid,
supercardioid, omnidirectional, and bidirectional capsules for superior versatility. The
small-diaphragm design provides superior audio with consistent, textbook polas response
in a form factor small enough to get close to the source in the tightest conditions.High
SPL handling, ultra-smooth frequency response, and interchangeable polar patterns
make this the perfect stereo mic pair for any technique in the book. This must-have

mic bundle comes with two mic bodies and eight capsules in a custom case.

Genelec 8040A
Active bi-amplified studio monitor
With performance comparable to much larger systems, but in a
compact package, the bi-amplified Genelec 8040A is ideal for
use in MOTU studio situations where wide frequency response is
needed but space is limited. Use the 8040A for nearfield monitoring

GENELE
in project/home studios, edit bays, broadcast and TV control .

GENELEC

rooms, and mobile production vehicles.

(800) 222-4700

www.sweetwater.com

« FREE

SHIPPING

NO MINIMUM PURCHASE

ON MOBT ORDERS. CONTACT US FOR MORE INFO.

Music Instruments & Pro Audio

Value Added
Reseller

Professional Audio




THE FIVE-MINUTE DRILL

By Kevin Becka

. > ' hen | was starting out as an engi-
neer in L.A., one of the things that
kept me awake at night was the

fear that I'd get a call to do a session on a con-
sole I'd never used. My night sweats became

a feedback loop that I couldn’t stop. So, to keep my REM cycle

uninterrupted, | developed a set of questions I could quickly ask

myself (or others in the know), to get my head around a console’s
must-know features. I called it my five-minute drill, and I had it
written down.

Thankfully, some essential functions on a console are glar-
ingly obvious. For instance, most manufacturers make the
stereo bus fader and main monitor level control easy to find—
theyre bigger, differently colored and most-often somewhere
near the center of the desk. But other features, and design phi-
losophies, can be less apparent. Some consoles automatically
feed the stereo bus from each large fader and you have to push
a button to pull it out, while others make you push the L/R but-
ton or some other designated switch to feed the master bus.
Additionally, some switches and pots can be dual-duty (push/
pull, plus turn), and you may even have mixed generations of
modules on a desk where the company changed something
from an earlier version. Then there are consoles designed with
shared features—the pre/post on an aux, for instance, might
effect more than one send. All this can make for a crazy time
when you're under the gun at the start of a big session, track-
ing or mixing.

The five-minute drill is dynamic, an ever-changing list that
and can be applied to anything—hardware or software. I've got
drills for processors, patchbays, consoles and most recently DAWs.
Some of my console drill questions are: Where is the source selec-
tion for the main monitors? How do | choose mains vs. near-fields?
Where is the phantom power and mic preamp pad applied? How do
1 engage a channel insert? Where is the button for Mix vs. Record
mode? Is it global, local or both?

These questions would then influence my patchbay drill: Where
is the patch tor the big fader in Record mode? Mix mode? Are the
OB gear patches in on top, out on bottom as I'm used to, or the op-
posite? Where are the patches for the in/outs of the recorders/con-
verters? | never took anything for granted. Some consoles (Otari)
had patchbays where the signal flowed horizontally. Arrrggghhh!

The goal of all this mad questioning would be for me to feel
comfortable on the console and never let the client see me sweat. |
just filmed a Webcast with Dave Pensado for Mix and Avid, and one
of the things he said in passing was, and | paraphrase, “You have to
feel you're the best at anything to make it in this business.” That’s
not blind arrogance, but rock-certain confidence. Of course you're
sweating your ass off inside, but you have to be cool as the flipside
of the pillow on the outside.

Take this forward to a DAW. There is a tendency to stick with
one platform for what might be the right reasons: You're working
so much, you don’t have time to switcl; you have to provide cli-
ents with specific formats that align with their chosen platform.
Or, the not-so-good reasons: You've based your opinions of an-
other DAW on hearsay or fear of making a jump; or, everyone else
is using it, so me too. Don't let a lame excuse keep you from try-
ing new things; by trying new things, you end up stretching your
chops. But first, make sure you learn how to use them.

I've lived in both camps. Pro Tools was and is a DAW 1 love
to use. I've mixed and tracked many hours with it, I am most
comfortable using it; you can’t beat it for tracking with low-
latency. However, 1 recently built a mix room and had the op-
portunity try new toys. I've mixed two records in the past six
months in Nuendo, and I'm about to embark on a mix project
in Sequoia 12.

With these DAW jumps comes a new five-minute drill. As
with consoles, some things are obvious. Solo, mute and basic
transport functions are the same everywhere. But then it gets
more hazy. How do | set my channels to separate outs to feed
my Dangerous 2-Bus/stereo bus? How do | make my own quick
keys? Where are the automation mode toggles, and how do 1 ac-
complish the simplest of functions: Write, Read, Trim, Latch,
Write to End/Beginning? How do I add and automate a plug-in?
How do I group/ungroup faders? Create aux buses? Perform a
task across a number of channels? Quickly reset a fader to unity
gain? And most importantly, how do I jump sessions hetween
other DAWs? AAF? OMF? Import/export Audio? Like the con-
sole drills, this is a dynamic list that will change almost daily,
and although it’s crazy at first, the payoff is big. It makes you
better on every other platform and gives you a new language to
speak. By making your own five-minute drill, you can be fluent
innotime. W
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More Than a Console "o
The Heart of the V-Mixing System

137 M-480 V-Mixer Console V1.5

« 60 channels (48 mixing + 6 stereo returns) Digital Snakes IEEEIE
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. Cascade two M-480s for 96-channels of mixing power sesssss
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V-Mixing Systam www.V-MixingSystem.com

+ 16 aux, 8 matrix, and LCR output buses with PEQ’s and delays

« Increased DCA count fiom 8 to 24

» Increased input and output delay time up to 1.2 seconds for broadcast
and large outdoor applications

S-1608

$-40005-3208

- Five new effect processors including Multi-Band Compression/Expansion Digital snakes coupte high quality preamps with REAC technology
and BOSS digital effect models enabling source signals to maintain pristirie sound througn the entire $-4000M
V-Mixing Syster all via Cat5e/6. Roland Digitai Snakes are immune to hums, buzzes and
. Audio Volume Crossfade on Scene Change general impedance and capacitive losses that plague analog snakes and splits.
\ -
' 3
+ Mutually Exclusive LR/C assignment for cross-matrixed linear array Personal Mixers [IEI==T= 48 Track Recorder/Player [EI==1A
speaker configurations .

The Roland M-480 V-Mixer boasts a new powerful mixing engine, providing a premium
digital console choice. Bui the M-480 is more than a digital mixing console; it is the heart

of a V-Mixing System. Based on REAC, a low latency Ethernet audio transport protocol, m-48 R-1000
the V-Mixing System consists of your choice of digital console, configurable and flexible THe Ni“48|personal mike provides each Record up to 48 tracks of pristine audio
Digital Snakes, Personal Mixing and Multi-Channel Recording components. The M-480 musician their ewn unique monitor mix to removable media. Playback ideal for
9 - T . . " e arranged in 16 stereo groups chosen virtual sound checks, backing tracks,
Live Mixing Console is ideal for any live event production, house of worship, education, framIa comimbn sources: /Adjust mix rehearsals and training Integrates
government, and corporate applications. using level, pan, 3-band EQ and solo. seamlessly with V-Mixer and Digital
Also includes, built-in, reverb, limiter, Snakes. Connect with any MADI-

and ambient mic. equipped environment.

$-40005-3208

LIVE MIXING CONSOLE

www.rolandsystemsgroup.com/m480

More Info
Download a QR code reader app

F:i0|ar1d o s Digital Snakes

Systems Group
800.380.2580
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* Hybrid connectivity — conne
any Mac or PC with USB or Fire
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¢ One-touch operation — ust “zp the
input or output you want to control.
Backlit buttons are easy to seein
dark studios or stage environments.
"
¢ Optical I/0O — stereo TOSLink,
8-ch ADAT, or 4-ch SMUX @ 96K.

*MIDI I/O — connect any MIDI gear.

§ 4 /

BT

»:CueMix software — control 8 mixes
and FX with simple tabbed interface.

* Across-the-board compatibility ~—
works with your favorite audio-apps.
{
* Tuner, oscilloscope and more —
real-time FFT, spectrogram waterfall,
X-Y phase analysis, and other tools.

’
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