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Pro Tools J Softwa re 
The new standard for audio production 
Competition in the music and audio industry has never been more fierce. With Pro Tools'"’ 11, you have the 

industry's most proven and trusted tools at your fingers to make your mark. Create limitlessly with the 

powerful new Avid'“' Audio Engine. Turn around the most demanding productions faster with 64-bit 

performance and offline bounce. Diversify your skills with new HD video workflows. And much more... 

Try it for 30 days: avid.com/protoolstrial 

f 2014 Avid Technology. Inc. All rights reserved. Product features, specifications, system requirements, and availability are subject to change without notice. Avid, the Avid logo, and Pro Tools are 
trademarks or registered trademarks of Avid Technology. Inc. or its subsidiaries in the United States and/or other countries. All other trademarks contained herein are the property of their respective owners. 



@ ACADEMYo/ART UNIVERSITY® 
FOUNDED IN SAN FRANCISCO 1929 BY ARTISTS FOR ARTISTS 

ENROLL TODAY & EARN YOUR 
DEGREE ONLINE OR IN SAN FRANCISCO* 

Acting* 

Advertising 

Animation & Visual Effects 

Architecture 

Art Education 

Art History 

Art Teaching Credential 
(CTC California Teacher Credential) 

Fashion 

Fashion Journalism 

Fashion Styling 

Fine Art 

Game Design 

Graphic Design 

Illustration 

Industrial Design 
(Transportation & Product Design) 

Interior Architecture & Design 

Jewelry & Metal Arts 

Landscape Architecture 

Motion Pictures & Television 

Multimedia Communications 

Music Production & Sound 

Design for Visual Media 

Photography 

Visual Development 

Web Design & New Media 

EARN your AA, BA, BFA, B. Arch.", MA, MFA or 
M. Arch. Accredited Degree 

ENGAGE in Portfolio Development with 
Continuing Art Education Courses 

EXPLORE Pre-College Art Experience Programs 

Yellow Ribbon Approved 
AAU Fosters Innovation by Preparing Service Members 
for a Career in Art and Design 

WWW.ACADEMYART.EDU 
800.544.2787 (U.S. Only) or 415.274.2200 
79 NEW MONTGOMERY ST, SAN FRANCISCO, CA 94105 

Visit www.academyart.edu to learn more about total costs, median student loan debt, potential 
occupations and other information. Accredited member WASC, NASAD, CIDA ( B FA-1 AD, MFA-IAD), 
NAAB (B.ARCH”, M ARCH), CTC (California Teacher Credential). ’Acting Degree Program is currently 
not offering online courses. ’’B.Arch is currently in candidacy status. 



“Absolutely amazed by the personal service 
on our order! It is obvious that customer 
satisfaction is a priority. ” David from Renton, WA 

Knowledgeable Staff, Top Brands, and Competitive Prices -
That’s the Sweetwater Difference! 
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5052 DUAL CHANNEL RACK 
Transform your studio’s sound capabilities! 
Outfitted with two Shelford 5052 Mic Pre/ 
Inductor EQ modules, a Sheiford 2-module 
rack, and a Shelford 5-way power supply, 
this handsome and compact rack bundle lets 
you bring world-renowned Neve sound to 
your own studio setup. 

GENELEC* M040 
An outstandingly accurate studio 
monitor that’s also very efficient — and 
environmentally friendly. The M040 
provides the high performance you 
demand plus innovative construction. 
Genelec quality, through and through! 

Roland fa-os 
With over 2,000 patches from Roland’s INTEGRA-7 sound module (including 
the SuperNATURAL synth engine), the FA-08 definitely has the quality sounds 
you demand. Plus, you get powerful onboard sequencing and sampling, total 
DAW integration, astonishing effects and processors, and more. 

TLM107 
It’s incredibly accurate. Its multi-pattern 
design makes it perfect for all kinds of 
studio applications. And, it’s a Neumann! 
The TLM 107 gives you a switchable 
highpass filter and a pair of pad settings, 
for the ultimate in miking flexibility. 

2-YEAR WARRANTY“ FREE PRO ADVICE FAST, FREE SHIPPING 
Total Confidence Coverage" Warranty We re here to help! Call today! On most orders, with no minimum purchase! 

"Subject to credi approval. Minimum monthly payments required. Call your Sweetwater Sales Engineer for details or visit Sweetwater.com/Tnancihg. 
""Please note: Apple products are excluded from tris warranty, and other restrictions may apply. Please visit Sweetwater.com/warranty for complete details. 
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APOLLO TWIN DUO 
Much more than just a pro-grade interface! The Apollo Twin DUO delivers 
the performance and outstanding build quality you expect from Universal 
Audio hardware — and this 10x6 Thunderbolt interface comes complete 
with a suite of renowned UAD Powered Plug-ins. You get incredibly 
accurate emulations of legendary analog studio gear plus a powerful 
platform that takes a huge load off of your CPU. The result? Great sound 
from start to finish! 

THE BOX 
It’s time to put big-console sound and punch into your projects. The 
Box features the same quality circuitry and performance found in 
API’s big boards — packed into a more affordable, desktop-friendly 
unit. You get the best of both worlds: legendary API sound plus a 
space-saving mixing console that gets the job done. Plug into this 
board and instantly improve your projects! 

CORE 
True Manley quality, in an incredibly easy-to-
use channel strip. Core gives you a world-class 
preamp, an ELOP compressor, a super-flexible 
Baxandall EQ, and a fast-attack FET limiter at the 
end of the chain. Intuitive controls put all these 
powerful tools at your fingertips. 

DANGEROUS 
MUSIC 

COMPRESSOR 
Mastering-grade compressor! Get the results 
you really want, with this no-compromise 
compressor from Dangerous Music. Incredibly 
intuitive to operate, the Compressor puts you in 
full dynamic command. 

(800) 222-4700 
Sweetwater.com 

24 MONTHS SPECIAL FINANCING AVAILABLE 
ON SELECT BRANDS, USING YOUR SWEETWATER MUSICIAN’S ALL ACCESS PLATINUM CARD, THROUGH MAY 31, 2014* 



Ph
ot

o:
 S
te

vo
 J

en
ni

ng
s 

04.14 Contents Volume 38, Number 4 

EATURE. MUSIC 

30 SFP: Music for 
‘True Detective’ 
BY BLAIR JACKSON 

34 American Public 
Media Radio 
Facility Redesign 
BY NICK BATZDORF 

40 Nate Barr: Texture 
and Color in 
Television Music 
BY GARY ESKOW 

42 Digital Wireless 
Systems 

15 Ozoma tli 
BY BLAIR IACKSON 

18 Focusrite Movie 
BY TOM KENNY 

20 Classic Tracks: 
Classic Tracks: “Beds Are 
Burning,” Midnight Oil 
BY BARBARA SCHULTZ 

MIX REGIONAL: 
SOUTHWEST 

46 News & Notes 

48 The Brooklyn Bcwl 
Las Vegas 

LIVE 

24 Tour Profile: 
Tool 
BY STEVE JENNINGS 

28 AU Access: 
The Pixies 
BY STEVE JENNINGS 

DEPARTMENTS 
8 from the editor 
8 current 
12 on the cover: Sonic Ranch 
71 marketplace 
73 classifieds 

TECH 
40 Robair Report: 

The N-Word 

50 New Products 
56 Review: 

Avid Pro 
Tools it 

58 Review: 
Cakewalk 
SONAR 
X3 Producer 

62 Review: Prism Sound Lyra 
2 Audio Interface 

6( Review: Mackie MRmk3 
Series Monitors 

76 TechTalk: MetApeel 
BY KEVIN BECKA 

On the Coven A typical day at Sonic Ranch, 
where multiple artists and producers work out of 
five rooms. Here, the Dirty Heads, Rome Ramirez, 
Jessica Hernandez and Nina Diaz gather with a 
few staff in the Neve Rtxtm. Photo: Alan Esparza. 

Mix. Volume 38. Number 4 (ISSN 0164-9957) is pub¬ 
lished monthly by NewBay Media LLC. 28 East 28th 
Street. 12th floor. New York. NY 10016. Periodic ,il 
Postage Paid at New York. NY. and at additional mail¬ 
ing offices. POSTMASTER: Send address changes to 
Mix. PO Box 8518, Lowell. MA 01853. One-year (12 
issues) subscription is S35. Canada is $40. All other 
international is $50. Printed in the USA. Canadian 
Post Publications Mail agreement No. 40612608. Can¬ 
ada return address: BleuChip International. P.O. Box 
25542. London. ON N6C 6B2. 

4 MIX APRIL I4 mixonline.com 



ALTHOUGH WORDS MAY NEVER DO IT JUSTICE 
THEY CAN BE CAPTURED. FLAWLESSLY. 

SHURE KSM MICROPHONES Exquisite craftsmanship and exceptional engineering that achieve a new standard 
of clarity and control. Ultra-sensitive, with extremely low self-noise and superior handling of high sound pressure levels. 
Pure, unparalleled audio that will leave you speechless. 

www.shure.com/americas 
© 2014 Shure Incorporated 

SHURE 
LEGEN DARY 

PERFORMANCE'” 



Start with your choice of Broadway™ panels or 
one of oureasy-to-install London room kits.Then 
add MaxTrap corner traps and Stratus ceiling 
clouds to suit. Primacoustic has all the tools you 
need to get your recording space up and working 
quickly and affordably — w th uncompromising 
quality. Compared to foam, Primacoustic delivers 
nearly 500% greater absorption in the critical 

London ,M 12 

room kit 

Clean up your room! 
The single most important thing you can 
do to improve the sound of your recordings 
is to address the acoustics in your room... 
and Primacoustic makes it easy. 

o 

bass region. This delivers a balanced mix that 
translates properly when you play your 
recordings on other systems. 

FREQUENCY (YUI 

Tests performed by Riverbank Libs on 3" IMnuicoudii Broadway panels 

and common acoustic foam. Rath absorb high frequencies, but as sound 

shifts to hiss, thefoam stops working. 

Simple, modular and affordable - Primacoustic 
delivers spectacular performance for cleaner, 
more professional sounding results every time. 

Q Stratus ’ ceiling clouds 

0 Broadway™ Broadband panels 

0 MaxTrap™ corner bass traps 

© Easy-to-mount impaler system 

0 Broadway™ Control Columns 

0 Recoil™ Stabilizers 

"I am not a 

handy guy, 

believe me when I 

tell you how easy 

it is to install. 

Now my room 

sounds great." 

(Backstreet Boys, Cyndi Lauper, Mika, 
Justin Bieber, Selena Gomez) 

- Rob Wells 

Clean up your room... with Primacoustic! 

PRIMACOUSTIC9

A division a. Radial Engineering Ltd - 1588 Kebet Way, Port Coquitlam BC V3C 5M5 

wwmr.|»rjmacoMStic-com 
Specifications and apearance are subject tc change without noire 
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www.digico.biz 
Exclusive US distribution: Group One Ltd 

Toll Free 877 292 1623 www.g1limited.com 

Why compromise when you can have... 

Digital Mixing Consoles for Live Sound, Theatre and Broadcast... 

■z Extremely low latency 

=- >1ms at 96kHz 

Astounding I/O quality 

mic pre-amps with 

192kHz converters 

✓ Unlimited channel, 

buss, matrix 

configurability - you 

really can put anything 

anywhere! 

Happily chats with 

industry standard 

interfaces: MADI, 

Optocore (including 

Optocore I/O box 

compatibility) 

Floating point Super 

FPGA Stealth Digital 

Processing™ for huge 

system-wide headroom 

- adding inputs does 

not affect sonic quality 

•Z A super logical console 

layout and user 

interface - if you can 

use an analog console 

you'll be right at home 

Every input has a ALT 

mic input for maximum 

flexibility & redundancy 

✓ Integrated and pre-

loaded WAVES plug-in 

engine, (integrated at 

OS level), including the 

new Dugan automixer 

✓ A future proofed 

platform. Hardware / 

software separation 

means total console 

configuration via 

software only 

✓ Aux or Group Busses 

are in addition to the 

Master Bus meaning 

they are still avilable 

when using the Matrix 

•z Industry leading 

support and training -

formal training sessions 

available throughout 

the year: 

digico.biz/training 



Webcast¡ 
FREE Webcast 
The First Step Toward Quality 
Recording: Microphone, Preamp, 
Conversion. Sponsored by 
Millennia Music and Media 
Systems and Royer Labs 
Register at mixonline.com 

COMPILED BY THE MIX EDITORS 

From the Editor 

THE IMPORTANCE OF SOURCE 

A two-day visit to Sonic Ranch in West Texas, on the dry open lands 
of the Rio Grande Valley, got me thinking about source. There's 
lots of time to think out there, amid the 2,000 acres of pecan trees, 

horse farm and star-loaded skies. It’s a completely turnkey production 
facility, what foodies might call farm-to-table but what we call source-to-
distribution. But what exactly is “source”? 

For manufacturers, source is all about getting audio into a computer, 
most often in a manner that imparts a certain character, whether you call 
it analog, warm or rounded. This is why we’ve seen a bevy of products 
in the mic/mic pre/converter/interface categories over the last ten years, 
ranging from desktop USB units to $8,000 single-channel, single-function 
handmade gear. It’s all about getting quality sound into the computer. 

In talking to engineers and producers over the years, there have been 
countless times where, in response to a question about the vocal chain for 
XYZ artist, they run through the equipment list, make a brief pause, and say, 
"But of course it’s all about the singer and the song. You can't do anything 
without a great voice and a great song.” 

In walking the rooms at Sonic Ranch with owner/director Tony Rancich, 
he points to the seemingly limitless collection of vintage instruments and 
amplifiers, from 10 drum kits to suit any style, to rare custom guitars and 
combo amps, to his newest predilection for vintage synths and early drum 
machines. “You don't have anything without the right source," he says, 
“and the right instruments depend on the song and the style. We want to 
have all the colors here for a musician to create.” Source as instrument. 

Then, in further discussions with Rancich as we drove around the 

property and talked about his fascination with world cultures and fabrics 
and art work, the definition expanded, so that source became vibe. Source 
became inspiration. In that sense, stepping back and looking at the record¬ 
ing process from a bird’s-eye view. Source is about the total recording 
environment, the place where an artist comes to create the song. It can be 
a single, favorite room at Record Plant where an artist feels at home, or a 
re-fitted house in upstate New York. It can be a converted garage in Austin 
or a hotel studio in Miami. Source is the place where an artist is inspired. 

At Sonic Ranch, it involves the breakfast when you wake up, the inter¬ 
action with artists and producers all around you, the pecan trees on the 
property and the bike ride down to the river to clear your head and come 
up with lyrics for the next verse. It’s about a rare and massive collection 
of outboard gear and classic instruments and consoles with stories behind 
them. It’s about the coolest coffee maker in the world and the 85-year-old 
exposed logs that form the beams and support in the Mix Room. It’s about 
Tony, Marco, Charles, Manny, Jerry, Zach and all the support staff that make 
the beds and cook the food and make sure that artists are free from distrac¬ 
tion, energized and comfortable, and inspired to create. 

So source isn’t just a front end for a computer. It’s about the creation of 
art, from soul to brain to mouth to mic, in whatever environment makes 
you comfortable. Source is vibe. Source is music. 

Welcome to NAB! 
The NAB Show—the world’s largest electronic 
media show covering filmed entertainment and 
the development, management and delivery of 
content across all mediums—returns to the Las 
Vegas Convention Center April 5-10, 2014, with 
exhibits taking place April 7-10. Anticipating 

more than 93.000 attendees from 156 countries and more than 1,550 exhibi¬ 
tors, NAB Show is a vital marketplace for digital media and entertainment. 

Pro Audio exhibitors will be based in the Central Hall, focusing on 5.1, 
Audio Editing, Mastering, Mixers, Effects. Production. Post-Production, En¬ 
coding, Recording and Compression Technologies, while post-production 

exhibitors in South Lower Hall will feature Editing Software/Hardware, 
3-D Technologies, Mastering and Duplication, Music and Sound Libraries, 
Encoding, Format Conversion and Workflow Solutions. The Broadcast En¬ 
gineering Conference will offer technical papers and include RF Boot Camp 
on April 9, which will offer basic knowledge regarding the operations of a 
broadcast radio or television RF plant, covering the distribution of program 
and data content from the studio to the RF transmission points. On April 
8 and 9, the Media Management in the Cloud conference will provide an 
overview of how cloud-based solutions positively impact each stage of the 
content distribution chain, including production, delivery and storage. 

Find complete information and plan your visit at www.nabshow.com. 
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Just imagine how far you can go 
35 years of experience leads us to this moment. Introducing the M Series - built to plug and play with all the 
connectors and room-response controls you need. And it’s one of our most sustainable active monitor yet, 
with the new long-lasting Natural Composite Enclosure™ and intelligent signal-sensing power management. 
Perfecting that all-important neutral, accurate sound has made us the music industry benchmark. Now let’s 
see how far you can go. Come see yours at www.genelec.com/music-creation 

GFNFI FC MUSICCREATION Genelec Inc. 7 Teen Circle Natick. MA 01760 506 652 0900 del) 508 652 0909 (fax) 



New Gear from Musikmesse and 
Prolight + Sound 2014 
By Mike Lawson 

Montarbo Vitruai Mixing Technologies VMT 

Musikmesse and Prolight + Sound 2014 once again offered a 
spectacular look at the technology and tools designed for today’s 

music, sound and media producers. This year the annual trade 
event was held March 12-15 in Frankfurt, Germany, and spanned 
nine massive exhibit halls covering everything to do with mu¬ 
sic and sound, all housed in one extraordinarily large complex 
known at the Frankfurt Messe Hall. More than 110,000 reported 
registrants were in attendance. 

Here, in no particular order, are a few of the more impressive 
products shown for the first time at MusikMesse/Prolight + Sound. 

Neumann's recently announced TLM 107 multipattern micro¬ 
phone is shipping in April 2014 for around 81,500. The TLM 107 is a high-resolution sound transducer said to 
capture sound without adding coloration. It is offered in black or silver, with a sleek look as good as it sounds, and 
comes in a newly designed casing. 

Montarbo demonstrated the Virtual Mixing Technologies VMT, a real-time mixing and monitoring environ¬ 
ment combined with 120-channel recording and editing based on the SAW DAW with currently up to 96x96 I/O 
channels. Targeting the live concert production and recording markets, Montarbo is producing a touchscreen¬ 
based mixing system, using Direct X VST plug-ins that will not allow the use of any latent plug-ins in the sys¬ 
tem, w ith sample accuracy on any route used. 

PreSonus Monitor 
Station V2 

Audient introduced its new ASP880 8-channel microphone 
preamplifier and ADC that includes variable impedance and 
variable highpass filters. PreSonus ships the redesigned Monitor 
Station V2 ($299 street) desktop studio-monitor control center al¬ 
lowing desktop management of analog and a S/PDIF audio source 
inputs and outputs to up to three sets of monitors, along with 
four headphone outputs and a talkback mic. 

Harman is shipping its new Soundcraft VÍ3000 “all-in-one" 
digital live sound console, offering a host of state-of-the-art fea¬ 
tures including the internal DSP Soundcraft SpiderCore, a new 

industrial design, 96 channels to mix, onboard Dante compatibility in a compact footprint. 

SSL announced a new V2 software update for its SSL Live console, along with new Duende native recording 
plug-ins. The Version 2 software, which releases April 2014, adds more than 25 new features to the SSL Live 
console, enhancing the Output Matrix, Effects Rack, User Interface, Routing, Solo System and Focus Channel. 

V. 2 also introduces a comprehensive Offline Setup application. It will be standard on all new consoles and 
available for free to existing owners. The SSL Duende Native plug-ins release includes X-Saturator and X-Valve-
Comp, which are designed to bring analog saturation and distortion emulation to a DAW. The X-Phase plug-in 
delivers high precision frequency-specific phase correction. The plug-ins are set to release on May 1, 2014. SSL 
also announced migration of the Duende Native plug-in collection to the iLok copy protection system and a 
summer release for AAX versions of the entire suite. 

Manley showed its exciting new CORE Reference Channel Strip (S2.000) with Class-A tube mic/line preamp. 
Direct Instrument input, 3:1 ELOP Compressor, Baxandall EQ, FET Brickwall Limiter and Analog VU Meter. 
PMI Audio unveiled the impressive Trident 88 8-bus console featuring a fully discrete Class-A design mic pre 
with the option to add Lundhal transformers to any number of channels. Its Fully Modular Design means that 
all channels, faders and connections are individually removable for servicing. 

Universal Audio announced a new developer relationship with TC Electronic for UAD Powered Plug-ins. No 
specific new plug-ins were announced but UA anticipated some of TC’s classic products to be included. Audi-
onamix gave me a private demo of ADX TRAX, its one of a kind source separation solution, and it was pure 
magic. It provides an intuitive workflow, powerful separation algorithms and a unique, melodic “pitchogram” 
that focuses on displaying the fundamental frequencies of the main melody within a given mix. “Using ADX 
TRAX saves countless hours when trying to achieve a superior vocal isolation," says Audionamix’s VP of Pro¬ 
duction and Product Manger Rick Silva. “We also use our own spectral enhancement process when perfecting 
vocal isolations for our clients, but using ADX TRAX is our first step." ■ 

Record 
Plant 
Names 
Studio 
Manager 

In March Record Plant Recording 
Studios President Rose Mann-Cher-
ney announced that Jeff Barnes (pic¬ 
tured) has been named to the posi¬ 
tion of Studio Manager. In his new 
position, Barnes is working closely 
with Mann-Cherney and Vice Presi-
dent/General Manager Jason Carson, 
and managing day-to-day studio op¬ 
erations including bookings, sched¬ 

uling engineers, and overseeing 
technical operations/equipment and 
project budgets—all while interfac¬ 
ing with producers, recording artists 
and artist managers. 

“Over the years, Jeff has become 
part of our Record Plant extended 
family. His work ethic is second to 
none, and I am extremely proud to 
have him on our team,” states Mann-
Cherney. “Having started with us six 
years ago, Jeff has grown to become 
a tremendous asset to our organiza¬ 
tion, and I look forward to working 
with him in his new position of Stu¬ 
dio Manager." 

A classically trained multi-instru¬ 
mentalist, Barnes began his career 
studying film scoring at USC in 2003. 
He then attended the Los Angeles Re¬ 

cording School, graduating in April 
2008. He started at the Record Plant 
Recording Studios in May of 2008 as 
a “runner,” rising rapidly over the 
years within the organization to be¬ 
come Studio Manager. 

“I am extremely excited and 

proud to have the opportunity to take 
over the position of studio manager 
for the historic and influential studio 
that I have been lucky enough to call 

home for the last six years,” Barnes 
says. “Starting as a runner and work¬ 
ing my way up to this point, I have a 
great understanding of the operation 
of this facility on many levels and 
look forward to using that knowledge 

to bring the integrity of the Record 
Plant to a whole new level.” ■ 
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Integration So Seamless, 
You'll Forget Where Software Ends 

and Hardware Begins 

Never before have a DAW software and 

interface hardware worked together in 

such perfect harmony. Representing the 

most innovative audio post-production 

environment to date, Yamaha’s NUAGE 

Advanced Production System is where 

Nuendo physically comes to life. Offering 

more flexibility and workflow efficiency 

than ever, NUAGE brings forth a super 

smooth mixing experience unlike any other. 

Yamaha & Steinberg 

Participating Premier Dealers: 

U.S.A. 

California 

Hollywood Sound Systems 
Hollywood, CA 
323-466-2416 
www.hollywooclsound.com 

RSPE Audio Solutions 
Universal City, CA 
855-632-1032 
www.rspeaudio.com 

Maryland 

Washington Professional Systems 
Wheaton, MO 
301-942-6800 
www.wpsworld.com 

Massachusetts 

Parsons Audio LLC 
Wellesley, MA 
781-431-8708 
www.paudio.com 

Ohio 

Eighth Day Sound 
Highland Heights, OH 
440-995-5900 
www.8thdaysound.com 

Tennessee 

CTS Audio 
Brentwood, TN 
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On the Cover 
By Tom Kenny 

SONIC RANCH 
A Recording Retreat Designed to Inspire 

V
ibe is one of those versatile 
descriptors that can mean nothing 
or everything. It can be used to 
describe a person, place or thing 

in the generic, or, when attached to a modi¬ 
fier, become more specific, as in a “funky, New 
Orleans vibe.” It can be attached to an event, like 
a Clive Davis after-party, or a unique piece of art, 
an individual rock star or a scene a la Brooklyn. 
It can be so overused that it loses its luster, yet 
can sometimes be the only word that fits. At its 
simplest, it describes a moment in time. At its 
most complex, it describes a total experience, 

one that is just there all the time. Sonic Ranch 
has vibe—all-caps, boldfaced, italicized Vibe. 

It starts with the structure itself, a 1930s haci¬ 
enda with foot-thick adobe walls and exposed 
rounded logs for beams, from the nearby 
Lincoln forest. Then it climbs up the walls with 
a mishmash, juxtaposed explosion of fabrics 
from around the world that unexpectedly works 
throughout the complex, broken up by numbered 
lithographs from the likes of Dali, Miro and 
Chagall, along with an eclectic collection of art 
from India, Colombia, Argentina, Mexico and the 
American Southwest. The vibe continues outside 

in the three-sided plaza, tile-framed pool, 80-year 
old grape vines, 2,000 acres covered by pecan 
orchards, and star-filled, big-sky country, at a 
Border-bordering nexus of Tex-Mex culture. 

That’s the environment, a distraction-free des¬ 
tination studio complex 30 miles east of El Paso, 
with eight guest rooms in the hacienda, with 20 
more in five additional houses on the property. 
Since opening with a single A room in the early 
1990S, its evolved into a five-studio, turnkey 
operation, songwriting to mastering, under the 
direction of owner/director Tony Rancich. 

A West Texas native, Rancich is the quiet 
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EXPANDING THE VIBE 

In the beginning, the late 1980s, there was Studio 
A, Having outgrown his recording space in El Paso, 
Rancich found the current property, lured in by 
a wing of the hacienda that sunk a few feet into 
the earth and a few years later became Studio A. 
Producer Howard Steele, owner of Studio 55 in L.A., 
helped locate the SSL 4000 Series E/G (Black Series 
EQ), two large iso rooms were added, and by the 
early 1990s Sonic Ranch was in business. It remains 
the favorite spot for many repeat customers. 

Those early days were mostly local and region¬ 
al acts. Then a few well-known British producers 
hooked in early, people like Stephen Short, Colin 
Richardson and Neil Kernon. Rancich credits their 
faith in the place and the clients they brought—most 
notably Kernon and Short, who flew in more than 
150 projects from around the world—with making 
the later expansion possible. It was a lot of heavy 
music, rock music. At the same time, inquiries began 
to come in from Mexico, particularly Chuy Flores 
bringing in the band Jumbo and many others. The 
room stayed busy; there was even demand for more. 

One of those clients, in 2001, was Marco Ramirez, 
who was producing and recording his own band. 
Ramirez had been a freelance engineer and artist in 
Mexico since 1985, working with many top acts, but 
he had never seen anything like the gear and envi¬ 
ronment at Sonic Ranch. 

“1 had never been in a big studio like this,” recalls 
Ramirez, who never left after that initial session and 
now serves as studio manager and mastering engineer. 
“It was a dream, all the equipment 1 would read about. 
1 always dreamed about that sound on the vocals, 
and it was the first time 1 had heard something that 
good.” Ramirez would go on to record three projects 
for Ministry and two by the Revolting Cocks, among 
countless other records. He’s also proven instrumental 
in connections throughout Latin America, from Mexico 

creative force behind Sonic Ranch. He jumped into music early, started 
recording at 15 and, after various incarnations, found his studio home on 
a ranch in the Rio Grande Valley. He is self-taught and well-versed in phi¬ 
losophy, psychology, art, wine, world cultures, and countless other topics. 
He also runs the pecan ranch and horse farm. He is the consummate 
leader-by-example, rallying all who work there to pick up a hammer, trap 
a raccoon or help cook dinner. The style choices and vision are his. 

“In building out the studios, to me, the atmosphere and vibe was as 
important as the equipment and acoustics,” Rancich says. “It needs to 
inspire. All the rooms are different, so it has to do with mingling all these 
esoteric elements, from fabrics to lithographs to vintage consoles and 
outboard. Find the pieces, and find which pieces go together. As we put 
together rooms, there’s a lot of experimentation in design. It’s like track-

to Colombia to Argentina. 
By the time Ramirez came onboard as house engineer, it had become 

clear that there was enough demand to justify expansion. Rancich brought 
in noted designer Vincent Van Haaff, whom he had first hired to redo A’s 
control room in 1998, on the recommendation of )oe Chiccarelli. There 
was no linear plan in place, but one did come together through a series 
of synchronous events, starting with demand for a larger tracking room. 

By 2000 work had started on the Neve studio (in a separate structure, 
100 feet from the hacienda), with room for up to 65 pieces in the vaulted-
ceiling, variable-acoustic live room and a spacious, comfortable control 
room (with two iso booths!), pictured on this month’s cover. The vintage 
80-channel Neve 8078, with 31105 pres/EQs, dates back to the West Coast 
Motown studio, later to Madonna, then Yoshiki at Exstasy. Ramirez’s 
mastering room came online in 2002. 

ing or mixing a song.” Continued on p. 69 
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OZOMATLI 
Bright Days for Eclectic L.A. Groove Band By Blair Jackson 

F
amously energetic and fabulously 
eclectic, the L.A. band Ozomatli 
shows no signs of slowing down af¬ 
ter close to two decades of practi¬ 

cally nonstop action. The group has taken its 
dynamic and infectious fusion of rap, rock, 
funk, reggae, Latin, jazz and other styles all over 
the world—sometimes as cultural ambassadors 
sponsored by the U.S. State Department—in¬ 
cluding far-flung destinations in central and 
southeast Asia, the Middle East, North Africa, 
Australia, Mexico and South America. They’ve 
played many big and small U.S. festivals (Bonna-

roo, Coachella, etc.), regularly headline in clubs, 
theaters and assorted venues all over the coun¬ 
try, and have landed songs on film soundtracks 
and TV shows. It’s a wonder they ever have time 
to record an album. 

Indeed, producer/engineer Robert Carranza, 
who has helped record every Ozomatli project 
since their first EP in 1997, says that the group’s 
latest studio effort, Place in the Sun (Vanguard 
Records), had to be cut over a long period of 
time in between the group’s tours and other 
obligations. However, “that actually worked 
to our advantage,” he says, “because it gave us 

some perspective on what we’d already done, 
and we ended up changing some things and 
making them better.” 

To hear Carranza and guitarist and singer 
Raul Pacheco tell it, making an album the 
Ozomatli way can be quite a complicated 
process. Some songs start with a sequenced 
rhythm part, others with a synth bass, or a gui¬ 
tar or keyboard; there’s no fixed way of work¬ 
ing, but once the ideas start to flow, everyone 
participates in developing them, both on their 
own and as a group. They share group writing 
credits throughout. 
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Music > Ozomatli 

of the album was tracked in the 
Neve console-equipped Studios 
i and 2 at EastWest, with most 
of the rest of the work (and the 
mixing) done at Brushfire, lack 
Johnson’s solar-powered studio 
in an old L.A. craftsman house, 
where Carranza has a room 
equipped with an SSL AWS 900 
console. (Carranza has also engi¬ 
neered and mixed many projects 
for Johnson, as well as such art¬ 
ists as Mars Volta, Sublime, Los 
Lobos and ALO.) One song on 
Place in the Sun, “Brighter,” was 
produced by Dave Stewart. 

Texturally, a number of songs 
on the new album are dominated 

“At this point, everybody in the band has a 
studio” Pacheco says. “That’s what was inter¬ 
esting about this record— the disparate sourc¬ 
es and disparate quality of ideas.” 

“There are so many people coming at you 
with different stuff,” Carranza adds with a 
laugh, “but the guys have become very adept 
at Pro Tools and actually recording sound. 
One of the things I keep telling them is, ‘Look, 
sometimes the sound doesn’t matter.’ It’s the 
intention of the sound. The feeling that it 
gives you is more important than whether this 
trumpet sounds really good or not. I’m a big 
believer that it’s more about the inspiration 
than the microphone. If the microphone's 
there, it will capture the inspiration coming 
through. And that happens a lot with them.” 

Pacheco adds, “When you bring all these 
sources to a guy like Robert, it gives us a lot 
more options: Here’s this demo vocal, but it 
sounds kind of trippy and cool—is there a way 
to use that? Or this sample? Or this guitar part? 
What we did on this record is we made these 
demos and then we’d go in and play, as a band, 
at a place like EastWest [in Hollywood]—beau¬ 
tiful, great-sounding rooms—and then we’d 
find we could layer some of that demo stuff 
underneath it. So, on songs like Prendida’ or 
‘Tus Ojos,’ there’s a mix of electronic and live 
stuff, and finding that balance is something 
Robert really has a skill for. Sonically, those 
are some of my favorite things—it sounds 
really new, but you can also tell there are live 
instruments in there. That mix is current and 
cool and exciting.” 

Carranza estimates that about 80 percent 

by decidedly retro-sounding synths and key¬ 
boards, contributions from the creative minds 
of multi-instrumentalists Uli Bella and Asdrubal 
Sierra. “On this record,” Carranza says, “I’d say 
about a third is soft synths, a third is real Moogs 
and other hardware-based keyboard stuff, and 
then some of it from the iPad—from GarageBand 
or whatever. Again, for me, the inspiration is 
more important than the source of the sound, so 
it was like, ‘Great let’s use that!’” 

There was much experimentation along 
the way, looking for the right instrumen¬ 
tal textures for each song—whether it’s the 
4os-sounding horn section on “Echale Grito”; 
the electrified and fuzzed Cuban tres guitar 
on “Burn It Down"; the pulsing, jacked-up 
electronics on “Ready to Go”; or what sound 
like dueling Farfisas on the sunny title track. 
There’s a lot going on in these songs, yet some¬ 
how they never sound cluttered, and the detail 
doesn’t intrude on the fundamental simplic¬ 
ity of the group’s approach, which empha¬ 
sizes bright melodies, solid hooks, contagious 
rhythms and positivity at every turn. 

Pacheco says, “I think what’s made us be 
successful in front of large crowds that have 
no idea who we are, and also on our albums, is 
that we’re ultimately a dance band. People like 
to move and dance; rhythm is the key natural 
human element of it all. We have a crazy ener¬ 
gy, especially live. On records, too, we want 
to keep it interesting, with a lot of different 
styles, but always keeping some momentum, 
because we’re a groove-oriented band and 
always have been. We want to take the listener 
on a journey.” ■ 

ERIC HUTCHINSON'S 

PURE FICTION' 

N
ick Radovanovic mixed Eric 
Hutchinson’s infectious new pop 
album in Skies Fall Studios (Keno¬ 
sha, Wise.; skiesfall.com). Though 

the project seemed daunting at first, Rado¬ 
vanovic says it fell into place pretty naturally. 
“He basically said, ‘Here are the songs, do your 
thing,’” the engineer says. “When 1 opened up 
the first song, ‘Tell the World,’ the session had 
98 [Pro Tools] tracks! Twenty-five of them were 
drums and percussion. 1 thought, there is no 
way there will be room for all these tracks in 
this mix. But as 1 dove into it, every new element 
complemented the next.” 

“Tell the World,” an anthemic-sounding song 
that pokes great fun at the way people only 
Facebook-share the good times, features elegant 
layers of vocals, horns, acoustic guitar strum¬ 
ming, drums and hand-claps. “What is incred¬ 
ibly special on these songs is the diverse range of 
instrumentation," Radovanovic says. “One song 
will have wailing trumpets and a saloon-type 
piano; the next will have a huge string section 
and a drum line.” 

Radovanovic monitors on Focal Twin6 Be’s 
and works mainly inside the box. “The song ‘1 
Don’t Love U’ starts with a dirty acoustic gui¬ 
tar, but when 1 first opened the session, it was 
actually a clean acoustic,” he says. “1 wanted to 
make it pretty nasty from the get-go. This song 
just calls for it; it’s a rocker. [McDSP’s] FutzBox 
was my go to plug-in, not only for the guitars, 
but also for vocals and drums. It can be used on 
pretty much anything if used tastefully. Another 
super-useful plug-in that 1 used on this record 
is the [Waves] C4 Multiband Compressor. Eric’s 
vocals loved this thing. He has a lean, soar¬ 
ing voice. [The C4] brought out that air that 
really makes it shine and pop through a mix.” 
—Barbara Schultz 
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THE STORY OF THE FOCUSRITE STUDIO CONSOLE 
By Tom Kenny 

A
udio engineers today primarily associate the name Focusrite 
with high-quality audio interfaces and mic preamps, a reli¬ 
able and musical means of getting audio into a computer 
via USB, Ethernet, FireWire or traditional analog. The range 

of the company’s products employ iPad control, Dante networking and 
most forward-looking technologies you can think of. But modem tech¬ 
nologies don’t appear out of nowhere, and 25 years ago Focusrite was a 
much different company, emphasizing a much different product line. 

In a sense, the Focusrite story parallels the changes in the recording 
industry as a whole. When Phil Dudderidge purchased the assets of Fo¬ 
cusrite from Rupert Neve in 1989 (the company was founded by Neve in 
1985), he inherited the legacy of the famed ISA no and 130 modules, along 
with the Forte console. After re-establishing production of the outboard 
line, he and a small group of engineers, led by Crispin Herrod Taylor 
(today of Crookwood), set about designing a streamlined version of the 
Forte, with a no-compromise, don’t-worry-about-cost-now commitment 
to quality. “It nearly bankrupt the company,” admits Dudderidge, with 
a sigh and a laugh, at the January NAMM premiere of the documentary 
film The Story of the Focusrite Studio Console. 

Only 10 Studio Consoles were ever made. The market had changed by 
the early 1990s, and eventually so would Focusrite. But the history of that 
console development forms the very basis of the company, so in order to 
celebrate 25 years in business, Dudderidge and his team went back and 
traced the path and story of each of the 10 consoles—to Ocean Way and 
Conway and SST in the States. To BOP Studios in South Africa and to 
a bedroom in Valencia, Spain. They went to four studios in Tokyo. The 
documentary was released last month in conjunction with a Dream Re¬ 
cording Weekend Contest at AIR Studios London, for which the original 

ISA no channel strips were designed, produced by Guy Massey. 
“Everyone from the company was sitting around a table in the High Wy¬ 

combe HQ in late 2012, discussing the idea of a ‘heritage project,”’ recalls 
Chris Mayes-Wright, producer and director of the film and in global artist 
relations at the company. “We felt it would be a shame if the story of Focus¬ 
rite’s rich heritage went untold and got forgotten. The concept of a video 
documentary following the 10 Studio Consoles was raised. It was decided 
that to do the story justice, we should tell the whole story of the consoles— 
why they were made, who bought them and why, and where they are today.” 

The 10 very human stories form the framework of the film, and they 
are all rich and compelling, but in the beginning it was all about tech¬ 
nology. Rob Jenkins was a recording engineer at the time and did some 
testing for DDA, another console company. He joined a core team of en¬ 
gineers at Focusrite in October 1989, six months into the development of 
the Studio Console. Today he is director of product strategy. 

“We had two main objectives,” he says. “Minimize noise and distortion. 
The ISA no design is dominated by the input and output transformers. 1 
spent a year recalculating the resistor values of each op amp stage in the 
channel strip to get the right balance between noise and distortion and 
heat. 1 then refined the mix bus system to improve the grounding and the 
hum cancellation. During the installation process 1 would tune out the 
mains hum of each mix bus until the noise floor was pure white noise. The 
net result was a quiet and pristine-sounding console.“ 

Throughout the film, studio owners and engineers express their pas¬ 
sion for the consoles, and their sound. The trip to Botswana and BOP, 
through the South African veldt, feels almost out of time, while the in¬ 
sights from Jack Joseph Puig at Ocean Way bring some glamor. There 
is a touch of humor surrounding the current location of Number 6 in a 
bedroom of producer Victor Castellanos’ parent’s home in Valencia, and a 
bit of pathos and human spirit at SST Studios in Weehawken, N.J., where, 
nearly in real time, Mayes-Wright traces the destruction of a board in 
Hurricane Sandy and the hunt by owners John Hanti, David Hewitt and 
Billy Perez for replacement parts, eventually found in a garage in Austin, 
Texas, the remnants of the Conway Studios Studio Console. A bit of de¬ 
tective work. A great story. 

“There was no script,” Mayes-Wright ways. “It’s impossible to script 
something like this with all the twists and turns. The idea was to make a 
film that everyone can enjoy, whether they’re into recording or not. The 
common themes we developed while shooting were: loss, hope, love, re¬ 
spect, evolution and rarity.” 

“I’m really pleased that the concept of the obsession surrounding the 
consoles has been captured,” Jenkins adds. “There was a gang of us at Fo¬ 
cusrite that for a few years in the early ‘90s literally did nothing but build 
and refine that console, it was a lifestyle. Now you see people like the guys 
in SST going through the same process again to keep the console alive. 
They have the same obsession. 1 look back on those days as the happiest in 
my professional life because of the people 1 worked with. 1 learned so much 
in that time. The console was my apprenticeship and my foundation in the 
industry and company 1 love." ■ 
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Midnight Oil's guitar arsenal, in Alberts Studios’ drum 
room during the making of Diesel and Dust. 

That tick-tock creates its own unique tension, in concert with the 
blasts of the horns and drums. “That’s something Warne was brilliant 
at—coming up with a really unique sound,” Gray says. 

The “Beds Are Burning” sessions were tracked to two Sony 3324s. 
The band laid down basic tracks live. Gray says that Alberts afforded 
good sightlines between the main tracking room and adjacent booths. 
Lead vocalist Peter Garrett sang a scratch vocal in the control room; he 
would overdub his leads and backing vocals later. 

“A lot of the guitars and bass tracks we kept were those original live 
takes because they had so much gusto in the playing,” Gray says. “The 
Oils were a very powerful guitar band, and they had an amazing col¬ 
lection of vintage guitars to produce so many different, contrasting 
sounds. The paisley Telecaster was my favorite! 

“On Martin [Rotsey] and Jim [Moginie]’s guitar amps—1 think they 
were Vox and Fender, because 1 remember there being at least one AC30 
in the studio—1 had a go-to setup that 1 still use today: a Sennheiser 421 
and a 57 right next to each other so that both capsules are phase-aligned, 
and a Neumann U 47 about three feet back. I had done an album with 
Ken Scott earlier in my career, and he taught me a lot about phase with 
microphones. 1 was lucky to have had some great teachers.” 

For Garrett’s lead vocals, Gray and Livesey tried a few different micro¬ 
phones and ultimately settled on a Neumann TLM 170, into a Teletronix 
LA-2A. “1 remember what he looked like standing out in the middle of 
the live room dwarfing that mic, because it’s quite small and Peter’s a big 
guy,” says Gray. 

In the choruses, Garrett’s extraordinary voice is complemented by 
Hirst’s harmonies. “Robbie is an amazing singer in his own right,” Gray 
says. “Peter and Robbie did the backing vocals together, and then we 
doubled or tripled them to make them nice and fat sounding.” 

“1 think the bass player, Giff [Peter Gifford], also sang on that,” Li¬ 
vesey says. “It was a conscious decision to use their backing vocal capac¬ 
ity to its fullest extent. Rob is really good in the high registers, and the 
two guitar players, Jim and Martin, were great in the deeper registers. 
It was definitely a strong part of their sound that so many of the band 
members had unique voices.” 

The horn section from the band Hunters and Collectors—trombone 
player Glad Reed and French horn player Jeremy Smith—was also over-
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dubbed. Gray mainly remembers that they were double-tracked, and 
that it made Reed’s trombone sound “fat and beautiful.” 

Diesel and Dust was mixed at Alberts on an SSL 4018 E Series con¬ 
sole. “1 remember that punch was really important with that particu¬ 
lar track,” Gray says. “We used the Quad compressor on the SSL for the 
overheads, the rooms. We patched it so we could take the Quad out of 
the main bus and use it as a separate stand-alone compressor.” 

Another piece that saw a lot of use during the mix was a Bel BD-80 
sampler/digital delay that Gray still owns. “That was one of the very first 
samplers,” Gray says. “If you listen to that entire album, all the delays 
that you hear were that BD-80. We’d do stuff like return that delay back 
through an EQ channel—just a mono delay—and filter all the tops and 
bottoms out using midrange to tune the delays into the track. 1 still use 
that technique today. Or we’d put that onto some type of chorus—prob¬ 
ably in a [Yamaha] SPX90. Peter Garrett loved that delay, and he’d always 
say to me, ‘You’re going to use your Bel, right, Guy?’ And I’d say, ‘Yeah we 
are, Peter. The Bel goes on everything.’” 

The final track showcases the marvelous gifts of a great rock ’n’ roll 
band and the sonic creativity of Livesey and Gray. In Australia, the song 
not only became a Number One hit, but also increased awareness of in¬ 
justices to Aboriginal Australians. In the U.S., listeners were fascinat¬ 
ed by the beauty and power of the music, and by a video that depicted 
the band playing in the outback, with Garrett’s commanding voice and 
larger-than-life presence front and center. “Beds Are Burning" went to 

number six on the Billboard Hot 100 chart and entered the Top 20 on the 
Mainstream Rock and Dance charts. 

Midnight Oil disbanded in 2002, when Garrett decided to focus his 
energy on a political career. He went on to represent the Australian La¬ 
bor Party in a succession of government posts, including as a member of 
the Australian House of Representatives and Minister for the Environ¬ 
ment, Heritage and the Arts. The band re-formed in 2009 to perform 
along with numerous other top Australian artists at a benefit to help 
bushfire victims. 

After completing Diesel and Dust, Guy Gray engineered recordings for 
Patti Smith, Cyndi Lauper, Lime Spiders, David Bowie’s Tin Machine 
and many others. In August 2013, he accepted a permanent position as 
an in-house producer/engineer back at Studios 301 Sydney. 

Warne Livesey continued working with Midnight Oil on and off through 
’02, eventually relocating to Vancouver, B.C., where he has a studio. He’s 
made six albums with Canadian artist Matthew Good, and most recent¬ 
ly produced up-and-coming Australian rock/folk artist Kim Churchill. For 
him and for Gray, the late-‘80s period was formative in terms of production 
style; they were becoming increasingly inventive and ambitious with studio 
technologies that would later become simpler and commonplace. 

“That time period was the beginnings of sampling and digital technolo¬ 
gy. Electronic-based pop dominated the charts,” Livesey says, looking back. 
“The challenge we set was to make a rock record that was also contempo¬ 
rary and progressive.” ■ 
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Tossover 
frequency divider 
Works double duty as filter 
or frequency divider! As a 
filter, you can set it to 12,18 
or 24dB per octave slopes 
to roll off unwanted 
frequencies or create a 
band-pass filter to accentu¬ 
ate the mid range. As a 
frequency divider you can 
pull apart the bass and 
highs and process them 
separately to apply effects 
to one register while 
leaving the other alone. 
Think outside the box. 

Q3 M

inductor coil EQ 
The Q3 is a 100% discrete 
passive coil EQ designed to 
push creativity to the max! It 
features three EQ bands with 
12 low, 12 mid and 12 high 
frequency preset curves. 
These curves are combined 
together to create complex 
tonal structures without the 
phase anomalies associated 
with today's typical gyrator 
circuits. Miniature ’shift' 
switches on each band 
deliver a total of over 13,800 
EQ combinations. 

EXTC™ 
guitar effects interface 
The EXTC is a unique 
device that lets you 
interface high impedance 
guitar pedals with the 
world of professional 
balanced audio. It features 
easy access front panel V»" 
connectors for quick 
set-ups plus individual 
send, receive and wet-dry 
controls to optimize the 
signal path. The effects 
loop is transformer 
isolated to help eliminate 
buzz and hum caused by 
ground loops. 



TOOL 
Audio That Supports Raw Power, Tight Arrangements, Dramatic Visual Effects 
Text By Matt Gallagher // Photos By Steve Jennings 

I
n mid-March Mix took in an electrifying 
pair of sets along with a packed house in 
San Francisco’s Bill Graham Civic Audi¬ 
torium from Los Angeles’ powerhouse 

art-metal band Tool—Danny Carey (drums), 
Justin Chancellor (bass), Adam Jones (guitar) 
and Maynard James Keenan (vocals). This was 
one of two shows in BGCA from the quartet 
amid a brief West Coast tour, which sees Tool 
reemerge for the first time since the summer of 
2010. Although this tour does not support an 
album release and Tool has not introduced new 
material, rumors have been circulating in early 
2014 about a possible new album release. 

The band treated longtime and new fans 
alike to songs drawn from across its catalog, 
spiced up with some new arrangements, musi¬ 
cal surprises, Carey’s debut performance on a 
modular synth rig, and moments of improvisa¬ 
tion. Additionally, Tool stepped up the visual 
component of their show, creating an intense 
stream of jarring, nightmarish computer-gener¬ 
ated imagery accompanied by laser beams and 
occasional confetti blasts in order to fully im¬ 
merse the audience throughout each set. 

“The visual element is always at the heart of 
this show,” says veteran front-of-house engi¬ 
neer Alan “Nobby” Hopkinson, “obviously with 

audio being the silk stitching to complete the 
purse! Ha. We try to position audio to facili¬ 
tate what the video and lighting departments 
are trying to create. All three departments have 
worked together for the 13 or 14 years I’ve been 
here—some [for] longer—so we have a pretty 
good understanding of each other.” Hopkinson 
has been involved with live sound since forming 
a small P.A. company with his friends and band 
mates that served the punk rock community 
in London circa 1980, and joined Tool’s audio 
crew after mixing Rage Against the Machine for 
their Battle of Los Angeles world tour in 1999 
and 2000. 
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Live >Tool 

Front-of-house engineer Alan "Nobby” Hopkinson mixes 
Tool on an analog Midas XL4 (at left I and a Midas PRO1C for 
overflow channels. 

Monitor engineer Beau Alexander mixes an a DiGiCo SD7. 

Tool is carrying full production for these 
West Coast dates—including mies, in-ear moni¬ 
tors and a custom-built rack of outboard gear— 
and Eighth Day Sound is providing the audio 
system. The P.A. system is a d&b audiotechnik 
J-Series line array. The main hang comprises 16 
)8 and four J12 loudspeakers, and six J-Sub car¬ 
dioid subwoofers per side, while the side hang 
comprises 12 J8s and four Ji2s per side. Eighteen 
supplemental B2 subwoofers on the floor help 
deliver and enhance the band’s thunderous au¬ 
ral assault. “We carry enough P.A. to beat the 
crowd hands down, so there is no fight {with 
excessive audience noise]!” Hopkinson says. 

Hopkinson mixes Tool on a Midas XL4 ana¬ 
log console and also carries a Midas PRO2C to 
handle overflow channels and mix the opening 
acts. Hopkinson mentions that he tried mixing 
Tool on a Midas PRO9 digital console “a cou¬ 
ple of years ago but somehow couldn’t get the 
Toor sound out of it. 1 mix many other bands 
on digital consoles, but [digital consoles] just 
didn’t sit right in this camp. So 1 went back to 
the XL4 and all the associated gates, comps and 
FX you have to bring along, too.” The FOH rack 
includes a dbx 120XP Subharmonic Synthesizer, 
two TC Electronic Dynamic Digital Delays, 
Eventide Ultra-Harmonizer, Yamaha SPX900 
and Lexicon 224X Digital Reverberator. 

Although lead vocalist Keenan literally es¬ 
chews the spotlight and positions himself in 
an unlit space on the drum riser to stage left 
of Carey’s drum set, fans expect to hear and 
understand the song lyrics, and the nuances 
of his vocal performance. Hopkinson says that 
Keenan recently began using a Telefunken 
M80 and that his vocal channel is “quite ef¬ 
fected in places—some modulation, some 
harmonizing, some delays, a small amount of 
compression through the Avalon 737sp. His 
vocal is supposed to kind of sit in with the mu¬ 

sic, not always stand out above. It can be ex¬ 
tremely difficult in particularly ambient halls 
to get [Keenan’s vocals] above the band’s level. 

“All guitar channels are summed through a 
pair of groups at FOH and fed through a pair 
of dbx 160A [compressor/limiters] just to keep 
a hand on them,” Hopkinson says. Guitar and 
bass cabinets are miked with Heil PR 40s and 
PR 30s. with a Heil PR-31 BW on Jones’ Mar¬ 
shall cabinet. Carey’s massive drum set sees 
SM57S (snare and rack toms), PR 40s (floor 
toms), Beta 91A and PR 48 mounted inside the 
kick drums; overheads/cymbals take AKG 414s 
and 451S, and Audio-Technica AT4050S. 

Monitor engineer Beau Alexander joined 
Tool in 2006, just prior to the release of the 
band’s 10,000 Days album, as an independent 
engineer following five years working for 
Clair Brothers. “For this tour we are carrying a 
DiGiCo SD7 console with d&b wedges and side 
fills,” Alexander says. “Maynard is currently the 
only person on ears and he is using JH Audio 
earpieces with Sennheiser G3 transmitters. For 
Danny we have a left and a right stack of two 
d&b Q subs and a single top. Justin has two 
d&b M2s in front of him and one )-Sub with a 
single 18 top to the left of him. Adam has three 
d&b M2s in front of him and a ]-Sub with a 
single J8 top to the right of him. 

“Each band member likes to hear a mix of ev¬ 
erything going on,” Alexander continues. “Each 
song may vary a little: a little more of this, little 
more of that, depending on what they are play¬ 
ing. 1 mix everyone who is on wedges pre fader 
and mix the in-ears post fader on the VCAs. We 
are using an onboard reverb and two bass cho¬ 
rus [effects] for some vocal effects.” 

How do you deal with the stage volume and 
crowd noise? “We make it louder,” Alexander re¬ 
plies. “Ha. Our stage volume is pretty substan¬ 
tial. We all do a great job of working together.” 

ON THE ROAD 
WITH NEKO 
CASE 

inger/songwriter Neko Case has 
added another leg to her tour, pro¬ 
moting her Grammy-nominated 
album The Worse Things Get, the 

Harder I Fight, the Harder I Fight, the More 1 Love 
You. During this outing, Case and band visit 
clubs and theaters throughout the Southeast 
and Midwest with a crew including monitor 
mixer Bobby Mac and front-of-house engineer 
Shelly Steffens. 

FOH and monitor consoles—an Avid Pro¬ 
file and SC48, respectively—are provided by 
Clearwing Productions. The tour is also carry¬ 
ing a Motion Laboratories Power Distro, a small 
L’acoustics monitor package (115x1 HiQ wedg¬ 
es), a mic package that includes Case’s preferred 
Shure SM58 vocal mic, and Radial passive and 
active Dis. Racks and stacks are provided by the 
venues locally. 

“On this leg of our U.S. tour, 1 am using 
the Waves Renaissance plug-in bundle and it’s 
been great,” Steffens says. “1 send Neko’s vo¬ 
cal through the Renaissance Reverb—set to 
a hall—and also through a another channel 
of Renaissance reverb set to a plate. The plate 
reverb is then sent to another long hall reverb. 
The idea is to build as much dimension as pos¬ 
sible in the reverb while keeping it sounding as 
natural as possible. 

“1 like to roll off a lot of the high end in all 
the ‘verbs so that they highlight the beautiful, 
deeper tones in Neko’s vocals,” Steffens con¬ 
tinues. “I’ve also been experimenting with the 
Waves Non-Linear Summer plug-in inserted on 
Neko and Kelly Hogan’s vocal channels, and on 
the vocal bus. The Summer adds a lot of depth 
and presence to Neko and Kelly’s vocals.” 

—Barbara Schultz 

s 
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SOUND SUPERIOR. 

• MTR231 MULTI-PATTERN CONDENSER MIC 
• Dual large, 1-inch gold-sputtered 

diaphragm studio condenser mic 

• 3 selectable pickup patterns: cardioid, 

omnidirectional and bidirectional 

• Handles SPLs of up to 134dB 

• lOdB attenuation switch 

• Includes pop filter, shockmount 

and carry case 

• MTR201 CONDENSER MIC 
• Large, 1-inch gold-sputtered tension 

diaphragm studio condenser mic 

• Cardioid pickup pattern 

for increased isolation 

• Handles SPLs of up to 132dB 

• 1OdB attenuation switch 

• Includes pop filter, shockmount 

and carry case 

• MTR101 CONDENSER MIC 
• Large, 1-inch diaphragm studio 

condenser mic 

• Cardio d pickup pattern for 

increased isolation 

• Handles SPLs of up to 137dB 

• Also available: MTR101a Studio 

Mic Kit with pop filter and 

shockmount 

Bringing exceptional performance and high quality to studios everywhere. 

©2014 Samson | samsomech.com | @samsontech SAMSON 



THE PIXIES 

11 Access Photos and Text 
By Steve Jennings 

The Pixies—Black Francis, vocals/guitar; Joey Santiago, guitar; David Lovering, drums; Paz Lenchantin, bass—performed at the Fox Theater in Oakland, Calif., in early 
March. The band carries a d&b audiotechnik J-Series P.A. provided by Eighth Day Sound, based in Highland Heights, Ohio. 

“I’m using an Avid Profile, which has been my pre¬ 
ferred digital console since 1 started doing live gigs 
around 2008," says Pixies front-of-house engineer 

Miles Wilson who got his audio start as an assistant 

engineer at Sound City in Van Nuys in 2001. “I’m a 
pretty big believer in not over-processing, so quite a 
few of the 26 inputs 1 have on the Pixies have no EQ or 
compression on them. The ones that do get processing 
are mostly handled with stock DigiRack plug-ins plus a 
few McDSP plug-ins. 1 also have no problem using the 
in-line processing. In fact, 1 love the gates and find them 
very ’usable’ compared to a lot of other digital desks. 

“For my external rack gear, 1 have a BlueTube stereo 
mic pre by PreSonus that 1 use for ambient mies. I use 
an old Lexicon PCM 42 delay unit for Charles’ [Black 
Francis] vocals, a PCM 60 for drum reverb, a Yamaha 
SPX2000 for reverbs, and an old Valley People Dyna-
Mite compressor that gets used on a drum subgroup." 
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“I’ve been using a Yamaha PM5D for the last nine years," says monitor engineer Matt Jones 
“I’ve tried every board out there and this one suits me. The reverbs just sound authentic to 
the Pixies sound. 1 don’t use anything external. All the vocal microphones are Shure Beta 58s, 
except David’s, which is a B56. 

“I did a lot of research about what wireless system the band would buy,” he continues. ‘1 
chose to go with Sennheiser, as 1 had a close connection to them and 1 think the RF is bet¬ 
ter. We have 4 channels of 2000 Series for the band, with a helical aerial, and 4X G3 for the 
crew and me with an omni. Each has its own four-way DA. 1 bought the new TT1 Scanner to 
assist me also. As for ear molds we went for the JH Audio JHi6s. They sound amazing. It was a 
big thing moving from wedges to ears for them, and after the initial shock, it appears to have 
worked really well.” 

David Lovering plays on a ’70s 
Jasper shell Gretsch USA custom 
drum set,” says drum and boss tech 

Paul “Chumpy" Knowles. “Microphones consist of a Shure Beta 91 and Beta 52 on kick, SM57 
on snare top, Sennheiser 441 on snare bottom, Sennheiser 421 on rack and floor toms, Shure 
SM81 on hi-hat and ride cymbals, and AKG 414s on overheads.” 

Bassist Paz Lenchantin uses an Ampeg 
SVT-CL Silver Face in conjunction with 
a classic Ampeg 8x10 cab. It’s miked 
with a Sennheiser 42tand a Radial 148 
DI Inset: Monitor tech Nathan Lamb 
and FOH systems tech James LaMarca 

in front of the Ampeg rig. 

‘Charles [Black Francis] uses two mid-’60s Vox AC 30 ‘piggyback’ 
combos,” says guitar tech Duncan Swift. “These were the forerunners 
before amp and speakers were combined in the same cabinet. The 
white combo is an AC 30 reissue combo—a much later combo—to be 
used as a spare, using the external out to drive either forward speaker 
cab. We have Shure Beta 57 and SM57 microphones on them.” 

Guitarist Joey Santiago uses a Marshall 2205, 50-watt JCM 800 lead 
series head into a 4x12 slant cabinet, paired with a vintage 1960s 
Fender Vibrolux—a 40-watt CVR, with 2xio-inch speakers. They’re 
also miked with the Shure Beta 57 and SM57. 
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MUSIC FOR ‘TRUE DETECTIVE’ 
T BONE BURNETT DIGS DEEP FOR EERIE HBO DRAMA 
B\ Blair Jackson 

I
t’s been awhile since the ending of a season of a limited TV series 
has been mourned as widely and intensely as HBO’s True Detective, 
which capped its remarkable first-year story arc in March. Here’s an 
example of a show where saying that it’s about two Louisiana detec¬ 
tives trying to solve the ritual murder of young woman doesn’t begin 

to hint at the depth and complexity of creator/writer Nic Pizzolatto’s eight¬ 
hour story—the way it seamlessly jumps back and forth between three eras 
over 17 years, involves dozens of truly odd, idiosyncratic, but strangely real 
characters, and uses creepy and lonesome rural Louisiana settings to create 
one of the most haunting backdrops for a story you’ll ever find. 

The acting is otherworldly good—it will be shocking if both Matthew 
McConaughey and Woody Harrelson, as the troubled and temperamen¬ 
tally mismatched detectives on the case, are not nominated for Emmys; 
neither has been better or more riveting. And the large support cast of 
cops, family members, girlfriends, bikers, hookers, religious zealots and 
assorted strangelings is perfect, too. The direction by Cary Fukunaga is 
imaginative and beautifully paced, Adam Arkapaw’s cinematography is 
striking and artful, and Pizzolatto’s character-driven writing—which 

is truly the backbone of the show—challenges the viewer at every turn, 
mixing arcane references, unusual philosophical ramblings and plenty of 
down-home local color. 

And then there’s the music, which is almost like another character—or 
a whole bunch of characters—in season one. Pizzolatto could not have 
made a better choice to helm the music: Producer/musician/songwriter 
T Bone Burnett has long been one of the pre-eminent executive music 
producers (or “curators,” as he calls them) in film, an artist with an ency¬ 
clopedic knowledge of American roots music, R&B, gospel, old and new 
rock and much more, and equipped with an innate sense of how to em¬ 
ploy those styles in the service of visual storytelling. In the film world, 
he’s perhaps best-known for the work he’s done on the Coen Brothers’ 
films O Brother Where Art Thou (which earned him five Grammys in 2002, 
including Producer of the Year) and last year’s Inside Llewyn Davis, and for 
his songwriting contributions to films such as Cold Mountain and Crazy 
Heart (which won him an Oscar). He was also executive music producer 
for season one of the acclaimed TV series Nashville. 

But it’s safe to say that Burnett has rarely faced a task quite as involving 
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and all-encompassing as his work on True Detective Not only did he select 
each of the more than four-dozen cool tracks by other artists that lace 
through the series—he was also responsible for the eerie and evocative 
original music. T Bone’s score subtly employs a wide range of dark synth 
tones, pulses, bursts of percussion, peculiar melodic fragments, and spar¬ 
ingly used instruments—from drums to horns to didgeridoo—often to 
purposely unsettling effect. He also contributed two original songs—one 
co-written with Cassandra Wilson called “Sign of the Judgment” (based 
on an old gospel tune), and “The Angry River,” which plays under the end 
titles of the final episode and features Father John Misty and S.l. Istwa. 

“Scoring is something I’ve wanted to do for a long time,” T Bone says in 
mid-February, the day after the final post work on Episode 8 had been com¬ 
pleted. “1 started out doing electronic music back in the ’60s, and I’ve always 
loved that stuff. But there was never really the opportunity for me to do it, 
and 1 certainly wasn’t going to try to make a straight-up techno/electronica 
record or anything like that. That would’ve been ridiculous. But for this 
material, it was completely appropriate to go to that place I’ve been getting 
more and more into scoring in the last two to three years and I’ve come to 
an understanding of it, really. Working with Danny Elfman has been my 
master’s class in scoring. He's so brilliant in his approach.” 

It was Pizzolatto himself who requested that T Bone be brought on 
board to handle the music on True Detective, “and it makes sense,” Burnett 
says. “We’re simpático. We’re very much writing about the same things— 
self-delusion, corruption, all that stuff.” 

What was the agreed upon approach to the original score? “The first 
thing that happened is, since this piece has a beginning, a middle and an 
end, we talked about approaching it as an eight-hour movie, and having 
it be a movie score. So 1 wrote a scene, but [that music] doesn’t actually 
appear in full until the eighth episode. But all the music that happens un¬ 
til the eighth episode is drawn from that theme. 1 wrote a set of intervals 
that could be broken down into many different configurations, so the DNA 
of the melody is in all of the music. Parts of it will appear in a scene, and 
another one comes over here, but in the end, the whole thing is revealed. 

“So the first thing 1 really did was write a standard, big-time epic movie 
melody. 1 started from that place. I went to the climax of the movie and w rote 
the melody for that and then worked backwards. The original thing was these 
two four-note melodies, and there are certain intervals that fit together in a 
certain way. If you take the two four-note melodies and put them together as 
a puzzle, it creates an extraordinary cluster—a beautiful, tight cluster. That 

cluster became the tonality and the over-tonality of the whole piece.” 
Most of the scoring work was done at Burnett’s Electromagnetic Stu¬ 

dio in L.A., with one of his longtime engineers, Jason Wormer, handling 
the technical end, but also deeply involved creatively—collating and ar¬ 
ranging the music, with T Bone’s oversight, and also acting as the primary 
liaison with the show’s music editor, Shari Johanson, who was in contact 
with re-recording mixers Leslie Shatz (who mixed a few episodes in L.A.) 
and Martin Czembor (who worked out of New York). 

“It’s almost all synthesizers,” T Bone says of the score, “and I’m playing 
a lot of them. Here’s the band: Keefus Green [aka Keefus Ciancia] has been 
playing piano and synthesizer for me for many years; he’s incredible! Dar¬ 
rell Leonard played horns and synth EVI and didgeridoo. And Patrick War¬ 
ren played Mellotron and various electronic instruments. We’re all playing 
electronic instruments or samples, and we’re using our own samples.” 

“Patrick owns a library of all the original Chamberlin tapes, and he also does 
a lot of bowed metals and hurdy-gurdy,” Wormer adds. “That’s sort of Patrick’s 
field—Dulcitone, Celeste—those kind of slightly more identifiable sounds. 

“As for Keefus, 1 honestly don’t know what some of the sounds are. I’ll 
[email him] and say, ‘What the hell is a harp-piano?’ and he’ll write back, 
‘Yes!’ He has a lot of weird prepared piano sounds, weird string sounds— 
not your typical Kontakt laid-out [string library] cello, but a cello playing 
a weird melody he’s pitched down three octaves and flipped it backwards. 

“So, Patrick is filling in a lot of the melodic stuff, and Keefus is doing a 
lot of the weird, creepy stuff. Then Darrell is the winds guy: He does a lot 
of brass—things like bass trumpet—and then he also does a lot of didgeri¬ 
doo. He uses a conch shell a lot. He also has a thing called a Kahn, which 
I’ve yet to see, but there are pictures of it online. It’s this odd thing with 
pipes sticking out of the top of it, but it makes this really distinct sound. 
You hear it and you think, ‘What the hell is that?’” 

T Bone’s main session drummer, Jay Bellerose, contributed most of 
the powerful percussion elements, either live (recorded at the Village) or 
through drum samples he’s made the past few years. Many/most of them 
have been altered in some way, in keeping with the bizarre textural ambi¬ 
ence. T Bone also plays atmospheric guitar here and there. The music is 
recorded to Pro Tools through the studio’s API console. 

On a typical episode, Wormer says, “T Bone and 1 will sit down and 
watch the whole episode with Nic, the creator, and Scott Stephens, the ex¬ 
ecutive producer, and we take notes on what they want to happen. Then we 
sit down with T Bone and pick some tempos and put either some drums or 
pulses in. This score is pretty Moog-heavy, so we’ll do some Moog stuff to 
get a backbone laid out. Then, depending on whether Keefus or Patrick or 
Darrell is around, usually 1 send that out to them and let them do their own 
thing, and they all keep in contact with each other. We send everything to 
everybody and they all get a shot at it, in terms of what they want to add to 
it. But everybody always knows what everyone else is doing. Everyone has 
his own aesthetic and the range they take up. So if Keefus gets something, 
and T Bone and I have already put some drums or some guitar or a melody 
thing on, Keefus knows that Darrell is going to put some solo brass to cover 
one area, and Patrick might do the high stuff, so Keefus might just do a little 
accent work on it. Or vice-versa.” 

And then you just pick and choose what you want, without regard to 
their feelings? “Right!” he laughs. “T Bone has this whole philosophy that 
it’s not ‘my part,’ it’s not ‘your part,’ it’s just ‘a part.’ Everybody’s part is 
equal and doesn’t belong to any one person. 
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“It’s an interesting palette of sounds. The brass stuff sometimes has 
didgeridoos behind it, so it’s sort aboriginal noir. There are so many 
things that aren’t really identifiable.” 

And that lack of specificity and definition is part of what gives the music 
its mysterious cumulative power, so apt for a series filled with scenes of 
underlying or actual tension, grim portent and outright dread. Sometimes, 
as viewers, we feel the music more than we hear it, as if it’s an organic part 
of the soundscape. There are certainly big musical moments, too—Episode 
8 is nearly wall-to-wall score, much of it abstract and edgy, used brilliantly 
to ratchet up the almost unbearable suspense. But the music is never showy 
or intrusive. It’s there, T Bone says, to serve the story and the characters. 

The outside songs that T Bone chose for True Detective encompass an 
amazing range of styles and eras, and are used both as source music (coming 
out of radios, playing at clubs, etc.) and also as “score.” And though he likes 
the songs to have some sort of thematic connection to whatever is happen¬ 
ing in the scene—even if it’s just depicting a character’s mood—he steers clear 
of obvious or heavy-handed choices. So that’s why you’ll find a Wayion Jen¬ 
nings, Ike & Tina Turner, Emmylou Harris, Black Rebel Motorcycle Club and 
Richard and Linda Thompson all threading through the same episode, and in 
others encounter songs by the 13th Floor Elevators, Wu-Tang Clan, John Lee 
Hooker, Cuff the Duke, Lucinda Williams, The Kinks, Boogie Down Produc¬ 
tions, Vashti Bunyan, Johnny Horton, Grinderman and many more. The won¬ 
derful opening credits song is “Far From Any Road” by The Handsome Family. 

Interestingly, however, you won’t find much in the way of traditional 

Louisiana music. “One of the first things Nic said to me is, ‘1 don’t want any 
Cajun music,”’ T Bone says with a chuckle. “And Nic is from Lake Charles, so 
he knows this territory very deeply. But as far as the tunes go, here’s the thing: 
As eerie or otherworldly as the score is, 1 wanted the needle drops, or the 
source cues, to be equally as sort of displaced and disorienting. We’re treating 
Louisiana not as it is or was, but a Louisiana in the realm of True Detective. It’s 
a fictional, surreal Louisiana. We’re looking for fictional truth.” 

Not surprisingly, legions of people have searched for the songs and art¬ 
ists they’ve heard on True Detective (tunefind.com has them broken out by 
episode), and T Bone sounds confident that there will be music releases of 
both songs and the original score to come. And, of course, the series will 
have an extended life on Blu-ray (T Bone was recorded for some of the 
commentary) and HBO’s various platforms. This season of True Detective 
is going to be discovered again and again for years. 

What will happen next time out with True Detective is anybody’s guess, 
but T Bone freely admits he has the scoring bug and plans to pursue that 
avenue as much as possible. 

“1 think I’m going to spend most of my time scoring,” he says. “I’m very 
proud of this music. 1 wrote most of it, and then my guys orchestrated it, 
but they’re also writing, too. And we’ve started a band now called The Hat 
and we’re going to be a scoring band. [Their first formal credit is on “The 
Angry River.”] There are a lot of things our team can do that I don’t need 
to be there for, so I’m trying to set up a platform for our team to be able to 
do a lot good work in the future.” ■ 

FOLLOW 
YOUR 
DREAM 
Contact us to learn how you can quickly become skilled in 
studio recording, live sound engineering, audio production/post 
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Expanded 
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Financial Aid and Veterans’ Benefits available for those who qualify. 

1.888.604.4075 | CRAS.edu 2300 East Broadway Road. Tempe, Arizona 85282 
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THE GREAT 
'MARKET¬ 
PLACE'STUDIO 
REDESIGN OF 
2009-2014 
American Public Media 

Updates Radio Facility for 

the “Connected” World 

in Xi< k b vrzDDHi 

There are no Aeron chairs or hardwood floors at the newly re¬ 
vamped Frank Stanton Studios in downtown Los Angeles. These 
are radio studios, where all the rooms are small and dry, and the 

machine room is loaded with floor-to-ceiling racks of networking equip¬ 
ment. It’s where American Public Media produces the daily Marketplace 
series of business news and economic life programs, heard nationally on 
more than 500 public radio stations by almost 11 million listeners a week. 

Putting out seven feeds of talk-oriented radio every day takes some 
serious choreography, and the workflow and studio needs have evolved 
a great deal since the program first started in 1989. They’re producing 
more shows, incorporating remote hosts and reporters headquartered in 
seven other bureaus around the world, and also recording material for 
radio stations in APM's network of stations. 

So five years ago the company began an ambitious project to update 
all of its studios and make them more flexible—without disrupting the 
ongoing Marketplace shows. The main thrust of the upgrade was to in¬ 
corporate IT with all the audio networked through the facility, but they 
also redesigned the rooms to address a variety of issues. 

This is what the studio complex of the future looks like: Everything is 
IP multicast over the network. It’s what Sherri Hendrickson, APM’s Di¬ 
rector of Broadcast and Media Operations, calls “digital 2.0.” 

SIGHTLINES 

APM started by enlisting the Russ Berger Design Group to plan the con¬ 

trol rooms, studios and edit suites in the Frank Stanton Studios. On this 
project, RBDG was responsible for ergonomics and sightlines, listening 
positions, and then acoustics—within the confines of a “sensible” bud¬ 
get. Staff designer Richard Shrag outlines the deceptively simple directive 
they were given: “Find the right balance of changes that are cost-effective, 
things that are easy or effective to change and will make a real difference.” 

That mostly ruled out moving the walls of these curiously shaped 
rooms, with five and six sides, because this is a leased space. But they did 
strip the existing rooms down to their shells to start over. And they were 
able to add three spaces that were previously used for KPCC, the local 
APM radio station. 

Because of the unusual room structures, sightlines proved difficult. 
Room layouts were rearranged to put the directors and hosts in a better po¬ 
sition to communicate with one another. More than that, some hosts like 
to sit, some stand, but they all want to be where their voices sound best to 
them in the room. And the engineers also needed to have eye contact. 

Those considerations lead the decisions about where to place the fur¬ 
niture and equipment, the lighting, and finally the acoustics. “We’re try¬ 
ing to deal with short reflections from locally reflecting surfaces,” Shrag 
says. “Since there are some givens in small spaces like this—from the 
windows, floor, table, and things like that—we want to take care of the 
surfaces we have some control over.” 

That meant fabric-covered absorption on the walls. It also meant cov¬ 
ering up some unnecessary windows, which helped correct issues in the 
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monitoring environment—such as one speaker being in front of glass, 
the other in front of a dead wall. 

APM now has three control room/studio pairs, four production 
suites, one edit suite, and one control room with a big video screen in 
place of a control room. That’s used for “host on a rope"—remote hosts 
in different locations, connected by ISDN over IP. 

IP MULTICAST 

APM recycled a huge pile of cable pulled from their old “digital 1.0” set¬ 
up. The AES switcher is gone, the Studer console with AES and TD1F 
outputs, most of the analog cable—it’s all been replaced with Cat-5 cable 
and networking equipment. 

That’s the heart of the redesign: IP multicast. Hendrickson ex¬ 

plains: “It’s part of the networking spec of the entire IT industry. We 
run 16-bit/48k audio throughout the facility with no audio loss, through 
over-the-counter IT hardware. So we have a large Cisco switch [with 
special settings and configurations]. It has redundancy—dual power 
supplies, it sends emails if there are any errors... The idea of IP multicast 
rather than point-to-point is that it’s only streaming once, and every¬ 
body can tune in to it so you’re not using nearly as much bandwidth.” 

Every audio source in every studio is on the network, once it’s been 
digitized into an Axia audio networking system. People run Axia iPlay 
software on their computers, so anyone in the building can listen to the 
output of, say, Program 1 in Studio G. 

“In Axia, you make a big table of sources, all labeled, and what sees 
what sources is customized,” Hendrickson continues. “So a mic in one 

studio won’t interrupt a live host in another one. If 
1 pull up a microphone in one of our studios, it still 
has your typical dynamics, EQ and compression 
available, but 1 can route it anywhere in our facility.” 

That mic—they use Shure KSM32s—typically 
runs through a Great River preamp, a Crane Song 
analog compressor, and then it’s digitized into the 
Axia system at a node point. The engineers do all 
the other processing with plug-ins in their play-to-
air DAW, which will be Dalet later this year. 

WORKFLOW 

David Brancaccio, host of the Marketplace Morning 
Report, is in the New York bureau. Kai Ryssdal hosts 
the Marketplace Midday Report in Los Angeles. The 
locations make no difference to the production pro¬ 
cess. Latency over those distances is too short to 
affect conversations because the IP lines are point-
to-point; unlike television, there’s no video bounc¬ 
ing up to a satellite and back. 

When a reporter files a story, he or she writes a 
script that an editor uses to assemble the files inside a 
DAW. The files include a reading of the report, ambi¬ 
ence, sound clips, etc., all filed to APM’s FTP server. 

An editor then assembles a rough mix, often on a 
laptop, and a producer listens to it on the Axia iPlay 
software for approval. Next, the editor takes it into 
a production suite for final mixing—all inside the 
DAW, listening on Genelec 8050B monitors. Some 
rooms have Mac Minis running Pro Tools systems 
available for more elaborate productions, but mostly 
they’re used as backup recorders. 

A typical Marketplace show combines elements 
from many sources, some live, some recorded, local 
or remote. In addition to the live host, there might 
be a reporter coming in over ISDN or Comrex Ac¬ 
cess (both IP codexes), a commenter in APM’s New 
York bureau, yet another in the Washington, D.C., 
bureau, and transition music. 

The shows themselves are mixed live on one of the 
Axia boards; one element fades out, another is trig-
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The mies in the studios—the Shure KSM32 is a large-dia¬ 
phragm cardioid condensej—have double pop filters in front 
of them. Guests are generally directed to move up to the mies. 
Unlike a lot of network television, voices aren’t reflexively 
highpassed at around 120 Hz. 

“Being a business report, being very short and to the point, 
the Marketplace sound uses some compression and limiting,” 
Hendrickson says. “We don’t do it as much as commercial ra¬ 
dio does, for sure, but it isn’t quite the NPR kind of rolling, 
rhythmic sound. 

“Our shows are very tight,” she concludes. “Our morning 
show is only 10 minutes long, our reports are a few minutes 
long, so it’s straight, punchy and direct.” 

APM’s Frank Stanton Studios is an interesting facility, set 
gered and faded in—but the elements have all been pre-mixed. Transition 
music and some sound effects are kept in stereo for the Internet version of 
a show, but once it reaches the satellite dishes on top of the APM building, 
it’s mono. Stereo simply isn’t necessary for talk-oriented radio. 

SIGNATURE SOUND 

Marketplace is a fast-paced show, and the small, absorbent rooms con¬ 
tribute to its signature sound. So do the analog compressors; in fact, live 
reporters are often routed through them just for the sound. 

As with almost all radio production, voices are usually close-miked. 

up to address needs specific to the Marketplace radio broadcasts. But 
the IP networking concept at the heart of their redesign applies to most 
commercial studios. Once audio is on a network, there’s no difference 
between sources in the same building and in the same planet. 

That’s something to ponder next time you turn on the radio and hear 
those Korg Ml marimba rolls and Roland TR-808 timbales in the Mar¬ 
ketplace theme music ■ 

Nick Batzdorf works in journalism, audio and music, and produces re¬ 

ports for Marketplace and other public radio programs. 

© SONODYNE 
sound comes to life 

SRP SERIES 
Active Reference Monitors 

The all-new SRP ränge is a heady mix of technology and performance. With 

attention to detail throughout, the SRP boast of the highest quality of 
components and craftsmanship. Discover what was missing in your mix. 

Audition the SRP to suit your sound and your space TODAY. 



EXCEPTIONAL WEEKLONG 
MUSIC PRODUCTION SEMINARS 
jvww.mixwiththemasters.com 

BRAUER 
ANDY WALLACE 
CHRIS LORD-ALGE 
MANNY MARROQUIN 

TCHAD BLAKE 
HUGH PADGHAM 
JACQUIRE KING 
Ai SCHMITT 

ALAM MEYERSON 
JOE CHICCARELU 
EDDIE KRAMER 
TONY MASERATI 
JIMMY DOUGLASS 
DAVID KAHNE 

JACK JOSEPH PUIG 
JOEBARRESI 
TOM ELMHIRST 
ANDREW SCHEPS 
PETER KATIS 

MIXwt^ 
MASTERS 



NATE BARR 
—TEXTURE AND COLOR IN TELEVISION MUSIC — 

By Gary Eskow 

C
limbing aboard a used school bus in 
Queens, N.Y., and driving it 16,000 miles 
into the heart of South America and back 

with a friend may seem like a roundabout 
way to reach Hollywood, but that’s the trip 
Nathan Barr, currently one of the hot scor¬ 
ing composers on the West Coast, took. Per¬ 
haps best known for the sonically complex 
underscores that beautifully complement the 
violence and psychological confusion which 
mark HBO’s wildly successful True Blood 
series, Barr received a pair of Original Main 
Title Theme Music Emmy nominations in 
201 j (the first composer to be so honored} for 
his work on FX’s The Americans and the Netf¬ 
lix show Hemlock Grove. He’s currently in the 
process of expanding the Topanga Canyon 
project studio where he composes and pro¬ 
duces much of his work. 

He grew up in the metropolitan New 

York area, but a business opportunity drew 
his father to Tokyo when Barr was a child, 
where he became familiar with musical 
instruments that lie beyond the scope of 
Western music. A fascination with unusual 
color combinations—a human bone trum¬ 
pet from Tibet, say, paired with a disman¬ 
tled upright piano—has helped Barr earn 
a reputation as a composer with a unique 
sound. When we spoke, he had just finished 
writing a song with one of rock’s great icons. 

How did your collaboration with Pete 
Townshend come about? 
The producers of The Americans reached out 
to a number of well-known musicians and 
asked them to consider the idea of writing a 
song with me that would be featured in the 
series. Pete responded that he knew my mu¬ 
sic, liked it, and would be interested. 

1 sent him stems, about 10 in all, of my ideas, which 
1 recorded in Logic at 24/48 kHz, and Pete imported 
them into his Pro Tools rig. He wrote lyrics, a won¬ 
derful vocal line, and recorded his vocals along with a 
guitar track. The result, “This Must Be Done," ended 
up working beautifully in the show. Pete’s lyrics fit 
the scene they were ultimately featured in perfectly. 

Can you describe your compositional process? 
1 feel my way into about 90 percent of what I write. 
Composing is about improvising, I think. I’m con¬ 
stantly looking for new instruments—a rare glass 
harmonica, or a gourd cello, for example—and 1 
start out by grabbing an instrument that seems ap¬ 
propriate to the scene, or character, I’m working 
with. When writing on a keyboard or guitar, we all 
get locked into patterns, places where we want to go. 
Trying to find a melody on an unusual instrument 
gets me out of my comfort zone. Musical mishaps oc¬ 
cur, which often become interesting. 

You studied the cello formally? 
That’s right, and 1 approach everything from the 
mental space of a cellist, or guitarist, another instru¬ 
ment that I’ve spent a lot of time with. 1 love to write 
a melody and dress it up with different backgrounds 
and textures. That really works well for television. 1'11 
develop a theme for a character and then vary it by 
adding something underneath that’s completely dif¬ 
ferent, sonically. 

You have to be careful not to go to the well too 
often, though. If a theme is recognizable to an audi¬ 
ence it can become tiresome. 1 had to watch out for 
that with the love theme 1 wrote for the characters of 
Bill and Sookie on True Blood. 

Speaking of True Blood, you often combine string 
harmonics with overtones produced by unusual in¬ 
struments... 
Right. Cello harmonics, for example, combined 
with a waterphone, can yield some very powerful, 
disturbing sounds. 

When you returned from your marathon sprint to 
South America you decided to head west. Did you 
have a job lined up when you came to L.A.? 
In the mid 1990s, 1 was touring with a group called 
V.A.S.T., but the performance bug left me, and 1 de¬ 
cided to apply for a job—any kind of job in the indus¬ 
try—on the West Coast. 1 submitted a resume to a 
company called Addis-Wechsler on a Friday, and the 
following Monday was on my way to L.A. to enter 
their trainee program. I was running packages, mak¬ 
ing coffee and reading bad scripts. 
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Then 1 left on that trip to South America. My friend—who was born 
in Brazil—and 1 spent four-and-a-half months on the road. 1 learned how 
enormous the world is and yet how wonderfully accessible and helpful 
people can be. Years later I found out that one of the reasons Hans Zim¬ 
mer hired me was because 1 took that trip! 

What was working with Hans Zimmer like? 
Hans is a really incredible guy, and he’s extremely powerful in the Hollywood 
film world. He gave me a crash course in the life of a composer, and technol¬ 
ogy—! didn’t even know what MIDI stood for back in 1997! 1 asked him, as 
a 24-year-old, if he’d be willing to take me along on some industry meetings. 
Before 1 knew it, 1 was having ice cream with Hans and Jeffrey Katzenberg. 

Hans is a brilliant businessman. The way he expanded his studio opera-

What’s going on with the new studio? 
My current studio is in a converted garage. The new one will include a live 
room capable of accommodating up to 35 players. 1 bought a 1,500-pipe 
theater organ that had been disassembled for 20 years, and it will have a 
featured spot in the studio. This Wurlitzer organ was built in 1928, one of 
three built for Hollywood studios and the only one still surviving. It’s been 
used to record scores by Bernard Herrmann, Jerry Goldsmith, and John 
Williams, among others, and was used on the Sound of Music sessions. 
I’m working with Jay Kaufman, an acoustical engineer and designer, and 
the architect William Hefner. We expect to be up and running in 2015. 

Will you invite us up for a tour when the studio is complete? 
Absolutely! ■ 

tion to include young composers—a ton of them over 
the years—has helped all of us enormously. Watch 
what he does with his new venture, Bleeding Fingers. 

You’re in the process of upgrading your studio. Can 
you tell us about the equipment you rely on? 
1 have a main studio rig and a second studio. Logic 
Pro 9 is my sequencer in both, but 1 also operate a 
Pro Tools 9 system in my main room. I execute some 
of my own mixes, but my wonderful assistant, Steve 
Lukach, does a lot of mixing for me. 

A Mac Mini is dedicated to video playback. We 
mix out of the box, and the Mackie Big Knob desktop 
monitor system frees us from using the mouse all of 
the time. I’m a big fan of the Dangerous 2-Bus Sum¬ 
ming Mixer. The studio equipment list also includes 
Apogee AD-16X and DA-16X D-to-A converters, a |L 
Cooper FaderMaster Professional, Millennia HV-3D 
preamp and Quested studio monitors. 

Although my preference is to record live instru¬ 
ments, and 1 have a Neumann KM 184 that 1 like a lot, 
1 do have a number of the common Kontakt-based li¬ 
braries, Spectrasonics’ Omnisphere and RMX Stylus, 
and Rob Papen’s Predator. We use Altiverb 6, the Waves 
Bundle, and IK Multimedia T-Racks when mixing. 
Project files are automatically synced between the two 
studios using Dropbox. 
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DIGITAL WIRELESS SYSTEMS 
CREATIVE SOLUTIONS FOR A SHRINKING SPECTRUM 

AND INCREASED DEMANDS 

by THE MIX EDITORS 

The wireless spectrum crunch continues as we head toward 2015. 
As veteran broadcast engineer and RF Tech Jeri Palumbo noted 
in “The Wireless Crunch...Again!” in Mix's January 2014 issue, 
2015 will see the “double-whammy" of the potential sale of the 
600MHz spectrum, along with “the very real possibility that pro 
audio could lose exclusive rights to spectrum held in two dedi¬ 
cated TV channels.” 

Professional audio wireless manufacturers are thus charged 
with thinking of new possibilities and creating increasingly effi¬ 
cient systems for a hungry and growing market. This month, Mix 
surveys a sampling of the new and currently available digital wire¬ 
less systems comprising transmitters, receivers and accessories, 
many of which operate in the 2.4GHz and 900MHz bands. To learn 
about more system options, visit the manufacturers’ Websites. 

AKG DMSTETRAD, DMS 700 V2 

At ProLight + Sound 2014, Harman’s 
AKG introduced the license-free 
2.4GHz DMSTetrad digital wireless 
microphone system. It offers uncom¬ 
pressed audio transmission, superior 
RF performance and 128-bit AES stan¬ 
dard encryption. The AKG DMSTet¬ 
rad features an integrated 4-channel 
mixer, and an antenna front mount 
kit. With 24-bit/48kHz audio coding, 

it provides uncompressed studio-quality transmission and a linear fre¬ 
quency response. It features the DSRTetrad Digital Stationary Receiver, 
the DPTTetrad Digital Pocket Transmitter and the DHTTetrad Digital 
Handheld Transmitter, available with AKG’s patented D5 acoustics or as 
DHTTetrad PS with standard dynamic capsule. 

AKG’s DMS 700 V2, first introduced in 2011, comprises the DSR 700 
V2 Receiver, DPT700 V2 Bodypack Transmitter and DHT700 V2 Hand¬ 
held Transmitter. The receiver and transmitters operate in a 155MHz 
(maximum) frequency range within the UHF band from 548 MHz to 865 
MHz, ideal for frequency-crowded environments. 

AUDIO-TECHNICA SYSTEM 10 

System 10 operates at 24-bit/48kHz in the 2.4GHz range and is designed 
for applications including houses of worship, live performance and corpo¬ 

rate presentations. Frequency Diversity sends 
the signal on two dynamically allocated fre¬ 
quencies, Time Diversity sends the signal in 
multiple time slots, and Space Diversity uses 
two antennas on each transmitter and receiv¬ 
er to maximize signal integrity. Up to eight 

channels may be used together without any frequency coordination prob¬ 
lems or group selection issues. System 10 receivers and transmitters offer 
an easy-to-read digital ID display. The single-channel System 10 includes 
the ATW-R1100 single-channel receiver and either a bodypack transmit¬ 
ter or handheld microphone/transmitter. The ATW-R1100 is a diversity 
digital receiver offering volume control along with AF Peak and Pair indi¬ 
cator lights. Multiple system configurations are available, with handheld 
vocal microphone/transmitters and UniPak body-pack transmitters de¬ 
signed for use with lavalier, headworn and instrument microphones as 
well as electric guitars. 

BEHRINGER ULTRALINK 

Behringer’s Ultralink ULM200LAV 2.4GHz 
digital wireless system offers license-free op¬ 
eration with a range of up to 400 feet and 

packages a ULM200L wireless lavalier microphone, ULM200RS sin¬ 
gle-channel wireless receiver with dual-diversity antennas and belt¬ 
pack transmitter with belt clip. The lavalier microphone connects to a 
compact body-pack via a balanced 'A-inch TRS jack. The bodypack and 
receiver automatically pair together to reduce the system’s setup time. 
Outputs are via unbalanced 'A-inch TS connections. 

The Ultralink ULM202M1C 2-channel handheld wireless system in¬ 
cludes a 2-channel receiver and two handheld wireless microphones. 
The system also operates in the license-free 2.4GHz frequency range. It 
is capable of up to a 400-foot range of operation, and features an auto¬ 
pairing function that automatically pairs the mies with the receiver. 

CLEARONE WS800, SACOM DS SERIES 

ClearOne announced its acquisition of 
Florida-based wireless microphone solu¬ 
tions provider Sabine Inc. in March 2014. In 
ClearOne’s WS800 Digital Wireless Micro¬ 
phone System, four models of wireless mi-

crophones/transmitters are available with either the 4-channel WS840 or 
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MIX REGIONAL: 
SOUTHWEST 

THE TONE FACTORY TO INSTALL TRIDENT 
SERIES 80 CONSOLE 
Las Vegas studio The Tone Factory recently 
acquired a Trident series 80 (32x24), to be in¬ 
stalled in Studio A. “It’s an early series 80, not 
an 80b, which are much more common,” says 
studio owner Vinnie Castaldo. “We actually 
purchased it a year ago in April. Ed Evans— 
the original technician from the Hit Factory 
in New York—is servicing the Trident and 
going through it for us.” Castaldo says the 
studio also upgraded the power supplies, ICs 
and caps. Jim Williams of Audio Upgrades did 
mods to the main stereo module as well. 

The Tone Factory purchased the console 
from a local studio—RMS Recording—that 
has long been out of business. “They’ve been a studio since the ‘70s, 
and they bought the Trident new,” Castaldo says.” It’s going to replace 
our Otari Concept Elite in Studio A. It should be in by early summer.” 

In other Tone Factory 
news, Castaldo has been 
working with a number of 
clients on various projects, 
including Mickey Thomas’ 
Starship, who recorded 

two tracks from their latest record, Love¬ 
less Fascination; Tommy DeVito (guitarist/ 
founder of Frankie Valli and The Four Sea¬ 
sons), who is working on a record of tradi¬ 
tional Italian songs; Denny Laine (Moody 
Blues, Paul McCartney & Wings), who is 
working on his new record Valley of Dreams; 
Louis Prima Jr., who is working on Return of 

the Wildest; and Gregg Foxx, who is working on the Renaissance Rock 
Orchestra. The O’Jays and Sleepy Brown (of OutKast and Organized 
Noize) are also working on new material at The Tone Factory. 

L-R: Jon Gemboa (guitarist/singer for local Vegas band the 
Solid Suns). Dr. Thomas Brewer (friend of the studio). Curt 
Hill (Tone Factory engineer). Hugo Castillo (Tone Factory 
engineer) and Jim Campbell (bassist for the Solid Suns) 

Wade Martin Studios Builds 
New Studio and Ultra Lounge 
Producer Wade Martin (Britney Spears, 50 Cent, Will.l am, The Rolling Stones, Katy Cap¬ 
pella) is building a third WM Studio and Ultra Lounge, this time on the Las Vegas strip, 
which will open this summer (Martin currently has a studio in Phoenix and another in 
Vegas). Attached to the recording studio will be WM Ultra Lounge, an exclusive invitation-
only venue where special guests will be able to see firsthand the inner workings of a re¬ 
cording studio through an 18 x 8 soundproof window and interact with A-List performers. 

The new studio will be outfitted with Martin’s custom next-generation touch-screen 
console. This new io-foot console boasts the ability to touch the screen in 42 places at 
once, and it also has pinch technology. The two 5-foot screens sit in a custom-built Ar¬ 
gosy desk, much the same as the first-generation console built in 2007 (pictured). With 
this Wade Martin Designs console, you can pull up anything on it and work freely, from Pro Tools and Logic to the Internet. 

In addition to the custom console, the studio also houses Kush Clariphonic EQ, Neve Portico II master buss processor, Chandler LTD-i EQ/pre-
amp, Adam S3A monitors, SSL X-Rack module, Lynx Technology Aurora AD/DA converters, and Dangerous Music Monitor ST input source switcher/ 
speaker/cue system/talkback system/headphone amplifier. 
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SESSIONS: SOUTHWEST 

L io R: Chris Squire, Abm 
White, ami Geoff Downes of 
Yes in Studio A. 

THE SALTMINE STUDIO OASIS, MESA, ARIZ. 
Prog-rock band Yes recorded four new songs in Studio A—using a vintage discrete 
Neve desk with Pro Tools HDX—for their upcoming release, with engineer Phil 
Schlemmer IX, assisted by Don Salter... Rapper Riff Raff was in Studio A working on 
Neon Icon with producers Trapzillas, Dolfz and Harry Fraud. Schlemmer engineered 
the project and tracked a lot of Riff Raff’s vocals...Engineer Daniel Micheletti re¬ 
corded vocals in Studio B for Bret Kaiser, singer for glam-metal band Madam X. The 
material will be used in a new project for the band's 30-year reunion...Songwriter/ 

rapper Knoc-Turn'Al recorded vocals for an upcoming project in Studio D, with Micheletti engineering...Rapper Los 
recorded songs in Studio D for his upcoming album Bad Boy, with J1GG engineering and Tyler Nervig assisting. 

Jimmy Eat World 

URANUS RECORDING, TEMPE, ARIZ. 
Uranus Recording studio, owned by Gin Blossoms vocalist Robin Wilson, regularly 
plays host to Hot 97.5/103.9’s Live and Rare sessions. Recent sessions include Fitz 
and the Tantrums, recorded and mixed by Weil, assisted by Abrahn Gloria; and the 
following bands, all recorded and mixed by Weil and assisted by Fearless: American 
Authors, Barenaked Ladies, Gone by Daylight, Philip Phillips, Jimmy Eat World, 
Parachute, One Republic, and Gavin Degraw. 

foe Bonamassa at Studio 
at the Palms 

STUDIO AT THE PALMS, LAS VEGAS, NEV. 
Swedish D] duo leona Pop worked in Studio Y with producer Miles Beard and engi¬ 
neer Jason Patterson...Blues rock musician/singer/songwriter Joe Bonamassa worked 
with producer Kevin Shirley and engineer Mark Everton Gray in Studio X...R&B/pop 
producer/singer/songwriter The-Dream worked with producer Tricky Stewart and 
engineer Andrew Wuepper in Studio Y...Producer Bryan McAdams and engineer 
Rob Katz worked on material for the Rock of Ages Broadway show in Studio Y. 

SonicPhish owner Kevin Mary 
in the Control Room. 

SONICPHISH PRODUCTIONS, MESA, ARIZ. 
Northern Light Orchestra—a Christmas super group featuring members and for¬ 
mer members of Kiss, Def Leppard, Alice Cooper, Survivor, Steely Dan, Firehouse, 
Megadeth, Sister Sledge, Quiet Riot, Vanilla Fudge, Winger, Guns N’ Roses, Grand 
Funk Railroad, House of Lords and Whitesnake—recorded the Ring Out the Bells 
EP, with Ken Mary producing and Joe Rusinek and Mary engineering...Gospel art¬ 
ist Daniel Winans worked on new material, with Mary engineering and Winans 
producing...Mary mixed the soundtrack for the movie Under the Bridge, with Boat 

Angel Family Films producing...Mary engineered and directed the music for the TV series Hollywood Makeover, 
produced by Boat Angel Family Films, with additional engineering by Connor Hurley. 

BRICK ROAD STUDIOS, SCOTTSDALE, ARIZ. 
Country rocker Blair Mathews worked on new material, with Scott Leader pro¬ 
ducing and engineering...Jazz pianist Beth Lederman worked on Las Sombras, 
with Mark DeCozio producing and engineering...Pop singer Yasmeen worked on 
No More Waiting Vol. t, with Rashied Arekat and Charles Dorman producing and 
Arekat engineering...Contemporary Jewish rock group Sababa worked on their 

latest album, Shatosh, with Leader producing and engineering...Jazz group Area 25 worked on new material, 
with DeCozio producing and engineering. 

SOUNDVISION RECORDING, MESA, ARIZ. 
Ambient indie band Lydia was in the studio with producer Kolby Wedgeworth and 
engineer Michael Beck...Rock band Red Dragon Cartel worked on new material, 
with Beck engineering and Paul Williams assisting.. .Andrew W.K. was in the studio 
doing editing for his upcoming release...Classic rock band Deep Black Led worked 
on new material, with Greg Chiasson and Beck producing, and Beck and Williams 

engineering...Beck engineered Alice Cooper's A Taste of Christmas Pudding 2013 album, with Williams assisting. 

Lazy Ape Studios 
Installs Custom 
Diffusers 

Joel Cunningham shoots a video for “Waiting 
on You" by Sarah Moss. You can tee the custom 
diffusers on the wall. 

Using the free Internet software QR-
Dude (Quadratic Residue Diffuser 
calculator), as well as making a whole 
lot of trips to Home Depot, the folks 
at Lazy Ape Studios in Scottsdale, 
Ariz. built custom diffusers for its 
tracking room. “By completely cover¬ 
ing two walls of the four-wall track¬ 
ing room, we now have the flexibility 
to record very live tracks, while avoid¬ 
ing problems like unwanted flutter 
echoes and comb filtering,” says Jon 
Suru, studio owner. 

“The diffusers are made of wood,” 
says Suru. “The process included cre¬ 
ating the schematics, measuring and 
cutting the wood, assembly, sanding 
and staining, and finally mounting. 
The whole process took about two 
weeks. And all the absorption panels 
were all custom-made using wooden 
frames and fabric to hold together the 
rock wool and fiberglass insulation." 

Meanwhile, Lazy Ape hosted a 
variety of artists recently, including 
Brock Baker, who worked on his latest 
EP, Young ’n' Stupid; Josh Foster, who 
worked on Fluster Cluck; Jon Scott, 
who worked on his latest EP, Late 
Night Drive; and Sam Kiles, who also 
worked on new material. 

mixonline.com APRIL 201 M i X 47 



Ml\ REGIONAL: 
SOUTHWEST 

THE BROOKLYN BOWL LAS VEGAS 
Old-School Vibe, Supersized 
BY B\BB\RA SCHI LTZ 

Production director Jon Dindas refers to his latest project as “Brook¬ 
lyn Bowl on steroids.” Like the original Brooklyn Bowl, the new 
Las Vegas edition offers an industrial-style music-performance 

club, as well as hipster comfort food and a bowling alley. 
“But whereas the original Brooklyn Bowl is about 29,000 square feet on 

one story of an old warehouse, and the second Brooklyn Bowl in London, 
right outside the O2 Arena, is also about 29,000 square feet, the Vegas ven¬ 
ue is 80,000 square feet in three stories,” Dindas says. “Instead of 16 lanes, it 
has 32. Instead of a 75-seat restaurant, it has a 200-seat restaurant.” 

Brooklyn Bowl Las Vegas is part of The Linq, Caesar’s Entertainment’s 
new dining/retail development, which is situated just off the Strip be¬ 
tween Caesar’s Palace and the Flamingo. The performance space features 
an acoustical and system design developed by Sam Berkow and Jeff Fried¬ 
lander of SIA Acoustics, in collaboration with Dindas and Peter Shapiro, 
principal of the Bowls’ parent company, Dayglo Ventures. 

“There are a lot of considerations that go into creating a great perfor¬ 
mance space,” says Friedlander, SlA’s lead designer on the project. “There 
are even more things that go into designing a great performance space 
that also has two levels of bowling lanes and a full-service restaurant.” 

Not surprisingly, one of the acoustical challenges concerned isola¬ 
tion—between the venue and its neighbors, and between the different 
spaces within the new Brooklyn Bow). 

“Luckily, the performance space and the bowling lanes are sitting right 
over the load-in area,” Friedlander says. “But we still needed to address 
the issue of sound transferring within the space and to the front of the 
building where there are retailers.” 

SIA designed an extensive system of absorptive and diffusive treat¬ 
ments to ensure consistent sound within the club, and acoustical floor 
details to maximize isolation. For example, there are floating floors for 
the venue and bowling lanes to prevent the sounds of strikes and spares 
from disrupting concerts or neighbors. "We used a Kinetics RIM system, 
which consists of giant rolls of Fiberglas with pucks stuck inside them; 
this decouples the bowling lane floors from the structure itself. There’s 
also K-13 spray-on sound absorptive material on the ceiling and on the 
inside of the bowling lanes down by the pins,” says Friedlander. 

Real Acoustix panels on balcony fronts and custom wall coverings that 
fit with the Brooklyn Bowl’s warehouse style help diffuse sound for the 
audience. “Along the side walls, you'll find acoustically transparent per¬ 
forated metal, and behind that perforated metal is a series of acoustical 
treatments," Friedlander explains. 

On the audio-production side, Dindas and the consultants spec’d a sys¬ 
tem similar to the equipment installed in another Dayglo-owned venue, 

the Capitol Theatre (Port Chester, N.Y.). Equipment, provided by Techno¬ 
media, includes Avid Venue Profile boards at monitors and front of house; 
d&b audiotechnik loudspeakers and monitors, a solid mic collection from 
Shure, Sennheiser, Neumann, Earthworks, AKG and DPA; and an iPad-
controlled Crestron system to manage networked audio from zone to zone. 

“We break down pretty much everything into Performance and 
House," Dindas says. “We can run the two systems concurrently, or we 
have a Show Mode, which will delay the speakers in the zones within the 
house to work with the array. On other nights, there’s a DJ in the house 
or we’re playing something off of an iPad. We have 27 different zones up¬ 
stairs and downstairs—over the lanes in different groupings, over the res¬ 
taurant, in the landing pad, over the east bar, over the west bar—and we 
have the flexibility to put different sources in different volume levels in 
different parts of the room.” 

When we spoke with Dindas in February, Technomedia was completing 
the system installation, and Dindas and Friedlander were getting ready for 
final testing and adjustments in preparation for the venue’s March 8 open¬ 
ing. Artists booked to perform this spring include Cake, Galactic, Robert 
Randolph and the Family Band, Trombone Shorty and Gogol Bordello. 

“Musically, we’re going to have a nice mixture of rock 'n’ roll, R&B, hip¬ 
hop, and definitely some jam bands,” Dindas says. “We're also program¬ 
ming for extended stays. If your favorite band is playing Vegas for one 
night and you’re in Denver or L.A., you’re probably not going to come. But 
if your favorite band is playing for three nights, everybody loves to take a 
weekend in Vegas.” 

Find complete audio system specs for the Brooklyn Bowl Las Vegas at 
mixonline.com. 



RobairReoort 
THE N-WORD 

By Gino Robair 

W e got into the audio biz because we en¬ 
joy certain aspects of the job. It might 
have been the creative parts, the joys 

of problem solving or perhaps the glamor of work¬ 
ing with famous and talented people and the opportunity to travel. 
Whatever it was that led us to this career, at times it feels more like 
fun than work. 

Whether by choice or, more commonly, out of necessity, much of 
that professional work is freelance. Salaried and benefitted gigs are 
few and far between these days in every sector of the economy, but 
freelancing has been the norm in our industry for a lot longer. 

It doesn’t matter what segment of the trade we are in—live-sound, 
recording, game audio, sound for picture, composer, musician, teach¬ 
er, gear designer, software coder—at some point each of us experiences 
an uncomfortable dip in our workload that has nothing to do with our 
talent, skill level or previous successes, and everything to do with the 
volatility of the entertainment business. As a result, one of the words 
we use everyday begins to take on extra layers of meaning, gaining 
such power that the mere idea of using it can paralyze us with fear. 

That word is No. 
People who are new to the music business, and folks with full-time 

jobs and more conventional careers (e.g., our friends, partners and par¬ 
ents), couldn’t imagine how such a common word could hold so much 
sway over a person. Yet experience has informed us that there can be 
a sudden dry spell at any minute. Add to that the effects of a serious 
economic downturn, and suddenly the idea of turning down any gig is 
completely off the table. 

To avoid the discomfort of destitution, we often say Yes to offers 
that we know deep down inside should get a No. That is how we over¬ 
extend ourselves and get into situations that are unhealthy in one way 
or another. Consequently, knowing when to use the N-word is one of 
the keys to long-term survival as a freelancer. 

GET YER NO-NO'S OUT 

There is a point in a child’s development—somewhere around the age 
of 2—when he or she becomes obsessed by the word no. “Are you hun¬ 
gry?” “No!” “Want to go to the movies and eat candy?” “No!” Caregivers 
intuit the real answer and understand that the little person is explor¬ 
ing his or her own autonomy within a larger developmental cycle. 
Once kids get that word out of their system, they move on to other 
stages of development. 

Fast forward to adulthood, when the reality of living out of your car 
is, at times, all but an invoice away. The word no now becomes a strat¬ 
egy, and in many situations it’s not clear whether it’s the correct one or 
not. Pay-to-play situations get a no right off the bat. Problematic cli¬ 
ents—the ones we know don’t pay on time or who make our life miser¬ 
able—might not always get the negative response they deserve unless 
there are contingency plans. 

In order to survive the ups and downs of the market, successful 
freelancers accumulate a portfolio of clients. In the early stages, some 
of the clients will be risky (e.g., potential non-payers and those who try 
to take advantage of us), but as we work our way up the food chain, we 
will run across honest and square-dealing folks who need our services. 
Do the job well and we foster a long-term relationship that leads to ad¬ 
ditional work, including recommendations to others. 

The real test of mastery over the N-word comes when we have more 
work than we can comfortably handle, even if, as workaholics, we are 
used to an overloaded schedule. While we can now safely turn down 
the gigs we know we don’t want, it can still be hard to say no to the ad¬ 
ditional job requests that, perhaps, didn’t seem so bad (e.g., don’t re¬ 
quire much time) at first. Yet, it is often these seemingly easy projects 
that take longer than anticipated and increase our stress level. Now 
we must juggle the extra hours the added gig requires along with the 
regular work we’ve already committed to. 

And then there is the volunteer work, the stuff we do pro bono when 
we want to give a little back. These requests inevitably arrive when we 
are at our busiest: a colleague needs feedback; a student needs a rec¬ 
ommendation letter; a preferred client needs help; a deadbeat client 
who has serious cachet (with possible high-quality connections) needs 
a favor. If we have already volunteered our time extensively, sending 
a negative reply to people we care about is among the most difficult 
things we’ll do in our career. But the thing that is worse than heeding 
our conscience and saying no to a colleague when we are overtaxed 
(and, thus, risking disappointment to both parties) is saying yes and 
not following through—or, more damaging, falling down on the real 
money gig. 

One of the things that helps us continue to enjoy our work is being 
able to have enough time to do a good job on everything we commit to. 
And that is exactly where a virtuosic use of the word no is important. 
As the projects of our clients wax and wane, so too will our career un¬ 
til we take control of our own destiny by the careful and balanced use 
of this special word. ■ 
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Tech H new products 
DANGEROUS 
COMPRESSOR 
High-End Gain Reduction 

Sidechain controls include Bass 
Cut, Sidechain in/out, Sibilance 
Boost and Sidechain Monitor. 
The compressor section offers 

two different slopes in lhe detection circuit, one controlling average level and the other rapid transient peaks. 
There are also switches for hard/soft knee, and manual attack/release. The meters can be toggled between input, 
output and gain reduction and there are separate controls for Gain, Threshold, Attack and Release. The back panel 
offers Side Chain inserts for both channels (XLR), left and right I/O and meter trim pots. 

JCF AUDIO 
MORE AND LESS 
500 Series Preamp/Comp/Lim/EQ Combo 

The JCF Audio More and Less ($TBA) is a unique 
take on audio manipulation. Its controls are simple 
and aimed at quick results without much effort. 
It features an XLR Mic/Line input (no switching 
required), Cinemag 1:2 output transformer, and 
"Comp” compression control for flat squeeze of 
program with simultaneous makeup and increas 
ing ratio. The More and separate Less controls 
offer either high- or low-frequency boost, but not 
both. Also onboard are a iz-LED reduction meter, 
Pkl and PkO indicators noting over-peak conditions at two points in the device, pad and phantom power indica¬ 
tors, and yellow LEDs noting either Top or Bottom for the EQ section. 

ANTELOPE AUDIO ZEN STUDIO INTERFACE 
USB 2 I/O with Preamps, 12 Inputs, 15 Outputrs, DSP FX 

The Zen Studio interface from Antelope Audio ($2,495) features 12 Class-A preamps with phantom power, eight 
mic/line inputs, four mic/line/instrument inputs, eight channels of I/O via D-Sub 25 and four ADAT connectors of¬ 
fering 16 channels of I/O. The unit also features two separately assignable headphone outputs, stereo monitor outs, 
two TRS inserts and two word clock BNC connectors. The unit is controllable via an application for Mac or PC 
that also offers flexible routing and DSP-based effects with custom presets. 

BBE SM50 
500 Series 

Sonic Maximizer 

Available for the first time in 
the 500 Series format. BBE’s 
SM500 ($499) is a full-func¬ 

tion, +4dB, balanced unit using 
the same engine as the rack¬ 

mount unit. The SM500 prom¬ 
ises to brighten, clarify and 

add fullness by adjusting phase 
relationships and augment¬ 

ing high and low frequencies. 
Features include 1% metal 

film resistors throughout, low 
contour and maximum process 

controls, on/off switch, and 
clip and signal LEDs. The two 

controls offer +i2dBu boost 
at 5 kHz (Maximum Process) 

and +!2dBu boost at 50Hz (Lo 
Contour). 
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STUDER VISTA X 
CONSOLE 
Nextgen Broad Application 
Mixer 

The Vista X from Studer (priced per 
configuration) features the Studer In 
finity Core, an intuitive user interface 
with Vistonics and FaderGlow, control 
of 800 or more audio DSP channels, 
and more than 5,000 inputs and out¬
puts. Features include VistaMix for automated microphone mixing for unscripted 
shows, large-scale bar graph metering from mono to surround, and Quad Star tech¬ 
nology using four processors for surface redundancy and two completely independent 
DSP cores “instant” changeover in case of failure. The mixing surface is customizable 
with side panels coming in black, white, gray and carbon fiber, with dark or light floor 
stands with two-meter top panel and four armrest color options. 

SBS DESIGNS 
SP-IPRO 
2UBE Dynamic Range 
Controller 

Promising to sweeten up and improve the dynamic range of any full-range source, 
the SP-iPRO from SBS Designs ($3,090) features bass and treble expanders, Bass & 
High threshold pots, and control feedback systems to monitor the depth of expansion 
and prevent runaway operation. The SP-iPRO also features independently controlled 
front panel Tube Mode controls that are designed to increase or decrease the effec¬ 
tive presence of the expansion process triggered by the larger front panel Low & High 
Thresh pots. Other features include bypass, a headphone preamp with front panel 
gain control, independent internal balanced or unbalanced switches on the circuit 
board, master input gain trim and balanced XLR I/O. 

ADAM AUDIO 5UB15 
15-Inch High-Performance Woofer 

Capable of extending the frequency range of 
main and mid-field monitors down to 20 Hz, 
the ADAM Subis ($3>749) features a 15-inch 
woofer made of rigid aluminum driven 
by two powerful magnets, and a 100mm 
voice coil. The Subis promises exceptional 
transient response, efficient low-frequency 
performance and undistorted SPL output 
of H2dB maximum at 1 meter. The Sub 15’s 
PWM amplifier features 1000W (RMS) power 
with a stated efficiency factor of nearly 90%, 
allowing it to handle sudden peaks without 
distortion or overheating. The downward firing bass port has been specially designed 
with generous dimensions and rounded edges to cancel port noise. The Subís is 
equipped with a volume control (-6odB to +6dB), crossover frequency control (50-
150Hz), polarity reverse switch and the ability to drive satellite speakers at full range 
or highpass-filtered at 85 Hz. 

FOCAL ALPHA 
STUDIO MONITORS 
Three Affordable Choices 

Focal has unveiled the Alpha Series entry-level studio monitors. The 
Alpha 50 ($299 each) features a 5-inch woofer and i-inch aluminum 
tweeter powered by 35-watt and 20W Class-A/B amps, respectively. 
The 12.3x8.7x10.2-inch, 16.1-pound cabinet features an RCA input 
and sensitivity, LF and HF shelving controls. The Alpha 65 ($399 
each) offers a 6.5-inch woofer and i-inch aluminum tweeter pow¬ 
ered at 70W and 35W. The cabinet measures 13.7x9.9x12.2 inches, 
weighs 20.7 pounds and comes with the same controls as the Alpha 
50, plus an XLR or RCA input. The Alpha 80 ($549 each) features an 
8-inch woofer and i-inch aluminum tweeter powered by 100W and 
40W Class-A/B amps. The 15.6x11.3xi3.7-inch. 28.2-pound, front-
ported cabinet has the same .6-inch MDF construction and user 
controls as its siblings, plus XLR and RCA input. 

CAD AS16 AND AS22 
ACOUSTI-SHIELD ENCLOSURES 
Desktop Sonic Isolators 

The AS22 and AS16 Acousti-shield stand-mounted acoustic en¬ 
closures from CAD feature two designs offering a mobile solution 
tor recording at home and on the road. The Acousti-shield AS22 
($129) is a foldable enclosure 
constructed of 16-gauge perfo¬ 
rated stainless steel shield mated 
to 53mm high-density microcell 
acoustic foam. Its mounting 
hardware provides exceptional 
mic positioning flexibility and 
portability. The AS16 ($99) offers 
similar results for instrument re¬ 
cordings or onstage isolation and 
can be used with a range of mi¬ 
crophones, from pencil condens¬ 
ers to dynamic instrument mies, 
for easy placement in studios or 
live situations. 
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The only pro audio store you’ll ever need. O)kinng GE

RASCAL AUDIO ANALOG TONEBUSS 
If you seek the richness and spacial definition of a classic 
large-format console for your DAW mixes, then look no further 

ADAM A7X 
Active reference monitor with advanced extended-range 
X-ART tweeter (up to 50kHz!) 

SHADOW HILLS OCULUS WIRELESS 
Mastering-grade monitor controller with wireless Pendant 
remote, Class A headphone amplifiers, VU metering & talkback 

DANGEROUS COMPRESSOR 
Simple, transparent and powerful; the striking new 
dynamics processor from Dangerous levels the playing field 

LYNX HILO 
AD/DA converter plus headphone amplifier offering control, 
performance and connectivity never before available 

AUDEZE LCD XC 
Featuring exclusive Fazor technology, the LCD-XC may very well 
be the best closed-back headphone experience you can f.nd 

THE BEST NEW, USED & VINTAGE GEAR SINCE 1993 



RETRO INSTRUMENTS 2A3 
With one of the more sought-after vintage EQs as its 
model, the 2A3 delivers sweet tube tone with modern flair 

FLEA 47 NEXT 
Boasting the same specs as their other fabulous replicas, 
the FLEA Next line just may be the next step for your studio 

ATC LOUDSPEAKERS25A 
“ATC: Always The Champion, i will not record without 
them. The best studio monitors. Period.” - Lenny Kravitz 

METRIC HALO ULN 8 
Perfect for everything from classical recording to mastering, 
or any user that needs ultimate power and flexibility 

BLACK LION B173 
A modern rendition of a classic preamp at a legendary 
price - hear the Black Lion Audio difference 

COLEMAN AUDIO RED48 
Bringing that larger-than-life console sound to your mixes, 
complete with monitor control and talk-cack functionality 

free shipping IN THE USA 

ft FREE EXTENDED WARRANTY 

EASY FINANCING 

EASY RETURNS 

LOS ANGELES I NASHVILLE R □ S FOLLOW US S 888.653.11U4 Q WWW.VINTAGEKING.COM 



By Chris Grai 

Tech // reviews 
AVID PRO TOOLS 11 
64-Bit Operation, Unprecedented Stability and AAX Plug-ins 

Pro Tools 11 joins the 64-bit world with a brand new audio engine, fully rebuilt AÆV Native and DSP plug-ins. 

Through the many updates of Pro Tools, Avid has made 
great strides to increase the overall strength of the pro¬ 
gram, with the discussion of a 64-bit operation hovering 

for a while now. Now in Pro Tools 11,1 can confidently say that the 
future is here, and it sounds amazing. 

A BOLD STEP FORWARD 

A brand new, rebuilt-from-the-ground-up 64-bit Avid engine 
delivers more RAM and processing power than ever before, so a 
user can integrate as many Virtual Instruments (256) and other 
plug-ins as needed. 1 added up to four to five instances of Vis and/ 
or plug-ins per channel on sessions I was working on to “push” 
the program beyond its normal limits, and it cruised along barely 
breaking a sweat. The program’s dynamic host processing maxi¬ 
mizes the plug-in count through reallocation when audio is not 
present, and will deactivate the plug-in, saving valuable process¬ 
ing power. Pro Tools 11 also uses dual buffers for playback and 
recording, allowing for lower buffer levels, minimal latency issues 
and overall added performance. 

Pro Tools 11 finally adds the offline bounce feature, something 
1 was always jealous of with my Logic user friends. Delivery speeds 
at around 150 times faster than online bouncing also includes 
multiple output sources. This is a big time-saver, as 1 have clients 
who want multiple versions of mixes to reference, and this feature 
lets everyone hear very quickly that their music is translating on 
a variety of output devices. Pro Tools 11 also includes expanded 

metering for HD users, something 1 found very useful, especially 
when toggling between edit and mix screens. I’m mindful of how 
much gain reduction and overall output is happening in my mix¬ 
es, and having access to metering on dynamics plug-ins per chan¬ 
nel and overall broad range metering (VUK, PPM and Pro Tools 
Classic) is a gratifying addition to get a quick visual summary to 
know I’m staying close to where I want my output levels to be. 

Avid did not forget about the film, TV and post communities, and 
Pro Tools H’s Avid Video Engine allows users to play and edit a wider 
range of video formats (DNxHD, RED, MXF, QuickTime, XDCAM, 
AVCHD) than in the past, and drop them directly into the timeline 
without transcoding by using the same 
core engine as in Media Composer. Us¬ 
ers can also monitor video playback on a 
variety of sources such as Avid Mojo and 
Nitrus DX, A)A and Blackmagic Design. 
Avid’s Satellite technology is now also in¬ 
tegrated into Pro Tools 11, and post facili¬ 
ties equipped with HDxvill be able to sync 
and control up to 12 HDX, HD Native and 
HD TDM systems with Satellite Link and 
the required SYNC HD interface. 

GOING WITH THE FLOW 

Pro Tools 11 features the new Avid au¬ 
dio engine which shuts out some legacy 

TRY THIS 
If you're using processing as part 

of your sounds for live tracks, then 
group the elements of your recorded 
mix into drums/loops/perc, hass, 
synths, guitars, and vocals. Select 
the group to bounce and create 

WAV files according to your output 
needs. Use the meters to adjust your 
track outputs and apply a stereo 

compressor or limiter lightly to even 
out each group's bounce. The offline 
bounce feature will let you test your 
tracks quickly and make changes to 
get your live show sounding as close 

to studio-quality as possible. 
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hardware (see the website for a complete list), 
though it allows Pro Tools 10 to live simultane¬ 
ously on the same machine. You can also open Pro 
Tools 5.1 sessions in Pro Tools 11, and save sessions 
in the current software back to version 5.1. 

HD users should refer to the Avid device drivers 
page on the website to find what drivers they will 
need to install, as the older TDM and Core inter¬ 
faces are no longer used for processing. 1 installed 
some updated hardware drivers for a Lynx Aurora 
16 on my Mac Pro tower, and Pro Tools 11 HD saw 
the interface right away and was performing as it 
did before. Pro Tools 11 requires an iLok 2 key and 
authorization, which allows the user to travel with their key and integrate 
into any workstation wherever they are. 

AAX 

The AAX plug-in format was introduced in Pro Tools 10 originally as a 32-
bit configuration, and has been a source of debate since. Knowing that 64-bit 
was on the horizon, many manufacturers saw this coming and got to work on 
encoding their products for the upgrade. Companies such as McDSP, Crane 
Song, iZotope, Metric Halo, Massenburg Labs, Toontrack, Rob Papen, Fab Fil¬ 
ter and Plugin Alliance (Brainworx, SPL, Elysia, Maag) were some of the first to 
integrate and improve their products inside the 64-bit AAX format. 

1 was hesitant to be able to use Pro Tools 11 without my trusted Waves 
(Native) and UAD plug-ins. The Sound Toys bundle is a major contributor 
as well to my achieving solid and creative mixes. UAD, Waves and Sound 
Toys are all now onboard with 64-bit AAX, and performing flawlessly, and 
my computer was enjoying the extra breathing room. 

PROOF IS IN THE POWER 

1 received the authorizations from Avid in my iLok while preparing for a 
road trip, so 1 downloaded the necessary software to my MacBook Air (8 
GB of RAM) and was ready to go. 1 opened up the system usage window 
so 1 could keep an eye on how the computer was behaving as 1 stacked up 
some processing. The interface has not changed much, but higher resolu¬ 
tions are now an option that I’m sure video and post users will take full 
advantage of. Like many users, 1 depend on my knowledge of quick com¬ 
mands to keep a session moving. 

Right away 1 discovered some commands that will make my life that 
much easier from here on out. Audio, aux, instrument, and master tracks 
are now accessible by double-clicking the assigned keys related to the 
track you want to apply. Also, if you double-click the last track you open, 
it will create another of the same type next in line. You can also now by¬ 
pass all inserts and sends (A-E, F-J, or all) with single-hand commands as 
well. Avid has finally provided a new, improved Click AAX, as well, which 
includes a four-second fade-in feature on the Transport, to protect your 
ears from louder sections when scrolling through locations. 

1 pulled up a previous session 1 had been working on in Pro Tools 10 
and started in on a mix that 1 planned to finish later on my HD rig. 1 made 
a few adjustments with clip gain (added in Pro Tools 10) to some audio. I 
opened a couple of instances of Vis to support the drums, and then added 
about eight more to see how the computer would deal with them, as well as 
the 60-some-odd tracks of audio. The CPU bumped up momentarily, then 

settled in nicely. 1 began adding EQs and compres¬ 
sors to all the audio tracks, and again, after a mo¬ 
ment, Pro Tools 11 was passing audio and I began 
making adjustments. 1 found that 1 was going to 
be able to finally have mixes move from my laptop 
to my HD rig with only minor adjustments. 

Steven Slate’s Trigger is also an important part 
of supporting my mixes, and 1 now can use it eas¬ 
ily on both rigs. Quick synth parts via Vis 1 chose to 
add to help choruses lift were a snap, even with all 
the additional processing. 1 found 1 needed to add a 
quick guitar part in the bridge and was a little wor¬ 
ried about the latency issue with all the processing 

I had added. The multiprocessor cores and new dual buffers are now set to 
default at 1028 for playback, but only loaded when audio is passing through 
them. The second buffer is controllable by the user, and can be set at very low 
levels to allow for accurate monitoring on my native rig. 1 set the buffer to 128, 
and was able to easily perform the part I was looking for. 

Once 1 got back to my studio 1 spent some time with the HD installers and 
found 1 needed a few more steps to get Pro Tools 11 up and running. 1 opened 
the program and right away noticed the enhanced metering feature, which 1 
have grown to rely on more with each new session. The visual aspect allows 
me to keep an eye on my overall dynamic range, and 1 don’t have to open 
another metering plug-in on a second screen as 1 did in the past. 

TESTING-TESTING 

The 64-bit architecture and new Avid engine really shines on my HD rig, 
as 1 tried to push the computer past where 1 knew it would normally crash, 
and my Mac Pro tower cruised through almost every test. Higher-sam¬ 
ple-rate sessions (88.2 to 192) proved to be a bit more problematic, but I 
typically am not operating with high levels of track counts at high sample 
rates. 1 did a few tests with offline bounces and noticed that some sessions 
bounced quicker than others, possibly due to the amount of processing be¬ 
ing done in the session. Having multiple output sources is a real time-saver 
and came in handy when 1 needed to output some tracks from a session 
to be used for live performance. In the past, this would take me anywhere 
from 30 to 45 minutes per song; it now only took about five minutes. 

As a Pro Tools user for many years, 1 always look forward to improve¬ 
ments in the program. While a bit nervous about embracing a change in 
recording technology in the beginning, 1 grew to depend on it. Now that 
Pro Tools 11 is here, again 1 am faced with a change in the platform 1 have 
spent the most time using to make music. My initial skepticism with the 
AAX format was one of caution, as 1 didn’t want to spend valuable hours 
working to get back to square one. The complete reworking of the engine 
has not only made the platform more stable than ever, it is allowing me 
to work more fluidly than ever. Original reports of Pro Tools 11 were that 
everyone was waiting on third-party software to play catch up. After us¬ 
ing the program for the last several months with limited and now full 
support of my additional tools, 1 can fully say that Pro Tools 11 has cre¬ 
ated a platform for all of us to push beyond were the program previously 
allowed us to go before. ■ 

Chris Grainger is a producer/mixer/engineer and owner of Undertow Studio in 

Nashville. 

PRODUCT SUMMARY ■■■M 

COMPANY: Avid 
PRODUCT: Pro Tools 11 
WEBSITE: avid.com 
PRICE: S299 crossgrade from Pro Tools 10 
Native/$399 from PT9/S599 crossgrade 
from Pro Tools 10HD/S999 from PT9HD 
PROS: Improved audio engine, 64-bit, of¬ 
fline bouncing, low-latency input buffer for 
recording, Avid Video Engine. 
CONS: Some Avid hardware and TDM/ 
Core/Accel systems not compatible with 11. 
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By Brandon Hickey 

Tech // reviews 

PRISM SOUND LYRA 2 AUDIO INTERFACE 
Upgrade Brings Deep Features, Stellar Sound 

The Lyra 2 steps beyond the Lyra t boundaries to provide many great new features 

O
ne of the hallmarks of the Prism Sound brand has 
been exceptionally transparent A/D and D/A convert¬ 
ers. Products in the company’s recent USB interface 
line have varied in numbers of I/O channels provided, 

but in each case they offer high-quality mic preamplifiers, digital 
I/O and monitoring facilities. The second-generation release of the 
Lyra-family USB audio interface is its most affordable option, built 
on a foundation of features that should please a variety of users. 

The build quality of the Lyra 2 sets it apart from your typical 
USB interface. Its solid steel chassis and steel wraparound cover 
panel sturdily and elegantly house the internal electronics. 

The front panel features a large, multifunction rotary encoder 
with green LED indicators surrounding it, an analog headphone 
level adjustment knob that is also wrapped in green light, and a sta¬ 
tus display in the middle of the unit featuring two multifunction 
stereo meters. Using a variety of illuminated segments and chang¬ 
ing colors, they indicate level present at the digital or analog inputs 
or outputs. At first, they seemed more showy than useful, being that 
they only have four segments. But once 1 got to know them and was 
more familiar with the way that their colors changed, they became 
useful at a glance. There are also indicators showing which connec¬ 
tor is assigned to each of the analog inputs, and a clock status indi¬ 
cator for working with digital I/O. Additionally, two ’A-inch instru¬ 
ment inputs and a headphone jack can be found on the front panel. 

GETTING CONNECTED 

Back panel connections include two XLR inputs, two ’A-inch 
TRS inputs, four 'A-inch TRS outputs, a coaxial digital input 
connector and one output, each on RCA type connectors, plus 
a Toslink input and output, BNC word clock input and output 
connectors, a B-Type USB connector for Mac or PC interface, a 

standard 6A 1EC power connector, and an RJ45 connector with 
no current use, but added with the future in mind. 

Each of the two analog inputs can be fed by either the front pan¬ 
el ’A-inch instrument connector, the rear panel ’A-inch TRS line 
level connector, or the XLR mic connector. The input can be auto¬ 
matically selected by Lyra, based on a preset hierarchy, or manually 
selected with no more than two analog inputs available simulta¬ 
neously. The RCA connector can operate as a standard 2-channel 
S/PDIF input, or can accept an AES3 stereo pair. An XLR-to-RCA 
adapter is provided. Alternatively, the Toslink connector can act as 
a stereo S/PDIF input or can accept eight channels of ADAT optical 
input or four channels of high-res ADAT S/MUX signal. 

Much like the input section, the co-ax digital output can be¬ 
have as a S/PDIF output or AES3 output using the second provided 
adapter. The Toslink can also serve as a S/PDIF output or each va¬ 
riety of ADAT. The whole digital I/O is one of the major points of 
improvement since the original Lyra. The Lyra l‘s Toslink connec¬ 
tor could only be used for S/PDIF 
purposes and it had no coaxial 
connector at all. The fact that 
Prism Sound included the alter¬ 
native connector and then went 
on to cover nearly every modern 
digital standard is impressive. 

The digital and analog outputs 
are always active. The original Lyra 
had only two analog outputs, so 
this is another big improvement. 
All the TRS connectors, both input 
and output, are fully balanced but 
can also work with unbalanced sig-

TRY THIS 
When connecting two digital devices us¬ 
ing a digital connection like AES/EBU, 
S/PDIF or ADAT. a common practice is 
to unify the sample rates of the two de¬ 
vices by relying on the embedded clock¬ 
ing signal that is transmitted through 
the common digital audio connection. 
It is important to note that clock sig¬ 
nals transmitted between packets of 
audio data are typically less steady 

than stand-alone word clock signals, so 
when a dedicated word clock connec¬ 

tion is offered, it is wise to use it. 
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PRODUCT SUMMARY 

nais. The unit will automatically detect and com¬ 
pensate when necessary. The headphone output 
serves as a supplemental path, potentially carrying 
a signal unique from the other outputs. The inter¬ 
face can use the Mac OS CoreAudio driver, allow¬ 
ing plug-and-play operation without needing soft¬ 
ware to be installed. In fact, the Lyra 2 can work 
without a computer connected at all, behaving as 
a high-quality AD/DA converter, stand-alone mic 
preamp or monitoring device. 

SOFTWARE CONTROL 

The Prism Sound USB Audio software is power¬ 
ful and offers an impressive amount of informa¬ 
tion and functionality. 1 didn’t find it to be the 
most intuitive software-based control panel I’ve 
ever encountered. It definitely took a few trips to 
the manual to wrap my head around what exact¬ 
ly was going on, and how to make it fit my work¬ 
flow. There is a good amount of flexibility regard¬ 
ing how zero-latency inputs can be monitored 
in combination with signals returning from re¬ 
cording software. Learning the way things were 
labeled and organized took a little getting used 
to, but once 1 did, 1 appreciated the implementa¬ 
tion and the headroom of the clean precise digi¬ 
tal mixers building these combined signals. 

The top part of the control panel addresses 
overall settings, like establishing a sample rate and 
sync source. The sample rates range from 44.1 kHz 
to 192 kHz with every standard rate in between. 
Changing the sample rate in the host application 
will automatically be reflected by a change in the 
Lyra’s control panel. Likewise, changing the clock 
source from Local to instead lock to embedded 
clock signals arriving at the digital input or word 
clock input automatically changes the sample rate 
of the Lyra 2. The newly added BNC word clock 

COMPANY: Prism Sound 
PRODUCT: Lyra 2 
WEBSITE: www.prismsound.com 
PRICE: $3,225 street 

PROS: Incredible sound and incredible 
array of features. 
CONS: Relies greatly on software control 
panel rather than hardware controls. 

I/O is a welcome addition and would be a fitting 
sync source for an entire studio. The output can 
pass standard wordclock, or 1 suppose if you’re 
interfacing with older Digidesign interfaces you’ll 
be pleased to find a 256x SuperClock setting. The 
Lyra 2 also offers high-quality SRC for all of its 
digital inputs and outputs. 

IN USE 

1 started out recording bass through the instru¬ 
ment input, and acoustic guitars, ukulele, and 
vocals with the built-in mic preamps. The bot¬ 
tom end was fantastic; the top end was clear and 
detailed. Other A/D converters tout their trans¬ 
parency, but when you actually hear them, they 
certainly have a personality that hypes certain 
frequencies. These Prism Sound pre’s and con¬ 
verters are truly transparent and clean. Every¬ 
thing 1 recorded with them simply sounded like 
reality. 1 had little bits of Foley that 1 needed to re¬ 
cord for a film, so 1 couldn’t imagine a more per¬ 
fect tool for capturing low-level sounds. 1 needed 
the sound of someone pounding on a wall next 
door, and someone pounding back in the same 
room. The detail and transient response sound¬ 
ed so strangely real, it was fantastic. 

Having to pop open the software control 
panel to make level adjustments was a little an¬ 
noying. I have never been a huge fan of adjusting 

a mic pre with a mouse. When it is necessary, 
though, 1 feel like a software knob seems, some¬ 
how, preferable to a software fader for input 
gain adjustment. However, considering that the 
large, continuously variable rotary control on 
the front panel seems to be a software control, 1 
think it would be nice if a button in the control 
panel could map the input gain to this knob. 1 
spent a lot of time running the AES3 output of 
the Lyra 2 to a monitor controller anyway, so 
that knob was often wasted. Mapping the input 
gain to it, especially if the inputs could be set 
for linked stereo operation, would circumvent 
the need to return to the software control panel 
every time a gain adjustment is necessary. 

NEW AND IMPROVED? 

Because of the price, the Lyra 2 is obviously not 
going to be for everyone. But if you’re looking for 
the absolute best stereo recording interface on 
the market, this could be it. The sound is simply 
perfect, and any minor complaints 1 have about 
the software certainly take a back seat to the su¬ 
perior sound quality. For A/D conversion of ana¬ 
log masters, mixdowns from analog consoles or 
even archival vinyl transfers, especially with the 
newly added R1AA de-emphasis, you’d be hard 
pressed to find a better solution. For mastering, 
there is just enough I/O to output a track, pro¬ 
cess through analog gear, return through impec¬ 
cable A/D converters, and monitor sample-rate-
converted and dithered-down signals through 
another analog output. For any of these applica¬ 
tions, the Lyra 2 would be worth every penny. ■ 

Brarrdon Hickey is an independent engineer 

who works on independent films and music 

projects. 
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monitoring and control. Its RF spectrum efficiency 
enables up to 17 active transmitters in one 6MHz TV 
channel (23 on an 8MHz TV channel), while High 
Density mode enables up to 47 active transmitters in 
one 6MHz TV channel (63 in one 8MHz TV channel), 
with no audio quality degradation. 

SONY DWZ SERIES 

Sony’s DWZ Series 2.4 GHz dig¬ 
ital wireless systems provide 
24-bit linear PCM digital audio 
and AES (Advanced Encryption 
Standard) 128-bit encryption. 

Packages include the DWZB30GB and DWZB30GB 
Digital Wireless Guitar Sets; DWZB501 Digital Wire¬ 
less Instrument Set; DWZB70HL Digital Wireless 
Headset & Lavalier Set; DWZM50 Digital Wireless Vo¬ 
cal Set; and DWZM70 Digital Wireless Vocal/Speech 
Set. Using a space diversity reception system, the DWZ 
Series achieves stable transmission by drawing upon 
dual-antenna inputs/reception circuits. These units 
receive signal over two different paths and automati¬ 
cally select the stronger RF signal for output. Each 
DWZ series system receiver includes an XLR balanced 
output and two ’A-inch unbalanced outputs that can 
be used to output audio to three destinations at once. 

VOCOPRO 

AIR-NET WIRELESS 

AUDIO SYSTEM 

This 20-channel system 
from VocoPro transmits audio at 16-bit/48kHz in 
the 2.4GHz band to remote powered speakers over 
a range of approximately 150 feet. The included 
bodypack-type right and left receiver units provide 
stereo connectivity, and additional receivers can be 
purchased to expand the system beyond two speak¬ 
ers. The receiver units automatically update to the 
single-rackspace transmitter’s channel, providing 
instant results when finding the best signal. RCA, 
’A-inch and XLR connectors are included for speak¬ 
er compatibility. An FCC license may be required. 

ZAXC0MTRXLA2 

Zaxcom is now offering the TRX-
LA2 and TRXLT2 bodypack trans¬ 
mitters. They cover 100MHz of 
bandwidth (four frequency blocks) 
and feature internal recording via 
micro SD card, 125mW output 

power, full encryption, are remote controllable, and 
have a dynamic range of 126 dB. The QRX200 is a 
200MHz wide ENG receiver with a tunable tracking 
front end filter, n 

Which is why so many 
great recording engineers 
depend on Grace Design 
to make colorful, beautiful 
recordings. 

To find out more, visit 
gracedesign.com. 

<» « o » o <> 

WMBSSI 

■full ■mad 

So we design our mic 
preamps to faithfully 
capture all the color 
that's already there. 

Great recording engineers 
know: put the best sounding 
mic in front of the best 
sounding thing and go. 
When it sounds great, 
capture the tone at the / 
source, whether its / 
pure, warm, dirty or 
clean. I I 
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By Tim Dolbear 

Tech // reviews 

MACKIE MRMK3 SERIES MONITORS 
Three Affordable Speakers and Companion Sub 

M
ackie has been a mainstay in the studio equip¬ 
ment world since the early ‘90s, making its early 
mark with mixers and making big inroads with 
the introduction of the HR824 monitors in 1997. 

The new MRmk3 series of monitors fits right into the company 
mission of quality and affordability. 

The Mackie M Rmk3 series comprises three self-powered near¬ 
field monitors and a subwoofer. The MR5mk3 uses a 5.25-inch 
woofer (50 watts), MR6mk3 a 6.5-inch woofer (65W), MR8mk3 
an 8-inch woofer (85W), all with a 1-inch silk-dome tweeter. The 
MR10Smk3 Subwoofer (120W) is built around a 10-inch glass 
aramid woofer. The enclosures are all MDF, the knobs, switches 
and jacks are all solid, and nothing feels cheap about the MRmk3 
series. All the fine-print specs are available on Mackie’s Website. 

CONTROLLED ENVIRONMENT 

The first stage of testing was done in the professionally designed 
control room at Ecléctica Studios in Austin. The playback system 
comprises Sequoia playing through my favorite Mytek Stereol92 
DSD Mastering Version D/A, through Monster and Mogami cables. 
The speakers were placed on isolation stands, properly positioned 
for the room. 1 listened to many sources over many days; in this re¬ 
view 1 will mostly refer to Bonnie Raitt’s song “1 Will Not Be Broken.” 

1 first tested the MR10Smk3 Subwoofer and admit that 1 was a 
little skeptical before listening. First, the rating is only 100W, but 
throughout the testing, the sub’s volume was never more than 
25 percent. Second, phase choices are limited to only 0 or 180 
degrees of polarity shift. 1 am used to the ability to dial in the 
phase. And third, the crossover is very gentle—set to 80 Hz, 500 
Hz was still very present in the output. All that said, 1 was able to 
dial in the sub with every combination of speaker and room, and 
it was clean, clear and punchy when called upon. 

1 then set up and dialed in the MR5mk3 with the sub. The system 
sounded evenly balanced and smooth, yielding a good stereo image. 
At 1:55 in the Bonnie Raitt song, there is some microphone preamp 
distortion on the electric guitar fill. On my Neumann KH Series 
monitors, it’s very apparent, but on the MR5mk3s it was not nearly 
as noticeable and 1 wonder if most would hear it at all. Overall the 
sonic detail is good, but not excellent; however, considering that the 
monitors sell for $150 street, it’s amazing. 

At 2:13 in the Bonnie Raitt song, there is a guitar fill reminis¬ 
cent of Brian May from Queen that is psychoacoustic or phase-

Each of the MRmk3 speakers are rear ported and offer bass boost and HF boost/cut. 

panned to the left, and the MR5mk3 reproduced it wonderfully. 
The MR5mk3s without the sub sounded very impressive, solid 
right down to 40 Hz. The MR5mk3 monitors are very even 
sounding with only a slight hype to the bottom that is nice. 

While dialing in The MR6mk3,1 had to bring the high frequen¬ 
cies down -2 dB using the settings on the rear panel, but doing this 
made the preamp distortion at 1:55 on our test song inaudible. The 
stereo image was equally as good as the MR5mk3s. Without the 
subs, the MR6mk3s sounded very even. 1 can definitely work day 
to day using these. 

Next up was the MR8mk3, the much larger 8-inch woofer model. 
When used with the sub, it resulted in mud—the low-midrange and 
bottom end were extremely hyped. The highs and detail were okay, 
but the stereo image was not reproduced well; the phase panning at 
2:13 did not translate. 1 am afraid that mixing with these would never 
translate. 1 had the same result without the sub. They were too hyped 
in the low end. Pushing these also seemed to badly increase the 800 
to 3k Hz range exponentially. None of these observations were subtle. 
Mackie later confirmed that the sub’s crossover is actually a variable 
lowpass filter. So with the 8s and sub together, if the crossover is set 
too high, the result could be too much bottom end. 
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Your search for a new microphone ends here. ^)king ge

AKG C 414 XLS 
One of the most widely-
used condensers, revered 

for its sheer versatility 

AEAR84 
Acclaimed large ribbon mic 
famous for its natural and 

life-like sound 

ELECTRO-VOICE RE20 
Popular in the voice-over 
& broadcast world for its 
excellent vocal response 

SHURESM57 
Consistently the workhorse 
mic of choice for performers 

& engineers alike 

SENNHEISER MD-421 II 
Classic & rugged dynamic 
mic excellently paired with 

toms or bass cabs 



PRODUCT SUMMARY 

THE BEDROOM 

For this test 1 set up my laptop with Sequoia 
running through a $99 N1 Audio DJ 2 USB bus-
powered interface using cables from Hosa and 
Monster. The laptop was on a small table in this 
10xl2-foot room. The subwoofer sat out in front of 
the table with the two near-field monitors placed 
on Quik-Lok stands. The only bad node in the 
room at my listening position was at about 40 Hz. 

The MR6mk3s sounded very good—still miss¬ 
ing some high-end detail, but overall they sounded 
clear, punchy and even. The stereo imaging, how¬ 
ever, was gone. The sound just came straight out of 
the speaker. The phase panning that occurs at 2:13 
in the Bonnie Raitt test song was non-existent, but that’s the room’s issue and 
not the speakers’—score one for using a properly designed room. The over¬ 
all sound was impressive and surpassed any other speakers I’ve tested in this 
price range. Running the MR6mk3s without the subwoofer yielded a much 
more boxy sound until 1 turned on the +2dB boost for the lows, which helped. 

Next 1 listened to the MR5mk3s. Even with the sub 1 could not tame 
the monitors’ boxy sound, with too much of it in the 900 to 3k Hz range. 
There also seemed to be a big disconnect between the MR5mk3s and 
the sub; the sound never seemed to gel. Moving the crossover point on 
the sub up to 180 Hz helped, but at the cost of the stereo separation and 

image, as the sub produced a strong level up past 
2 kHz. 

The MR5mk3s by themselves with the bass 
boosted to +4 dB sounded very good! Bass ex¬ 
tended down to 50 Hz before dipping out, partly 
due to the node in the room, I’m sure. 

1 tested the MR8mk3s without the subwoofer, and 
they completely overwhelmed this room. 1 also heard 
a lot more phase and room issues; there was a lot of 
phase cancellation from 125 Hz down to 55 Hz. I’m 
not sure whether this is due to how the speaker is de¬ 
signed and ported, but they did not work in this room. 

THE FINAL VERDICT 

I have been to many home studios and heard many monitors that are priced 
at $500 or less, and have rarely been satisfied. In my opinion the MR5mk3 
and MR6mk3 are at the top. The MR10Smk3 subwoofer? I’m still loving it, as 
1 bought the test unit. The MR8mk3 always seemed overwhelming and way 
too hyped. If you are in need of good monitors, the MR5mk3 and MR6mk3 
should be at the top of your list. If you have yet to add a subwoofer to your 
system, or are looking for a new one, the MR10Smk3 is spot on! ■ 

Tini Dolbear is a producer, mixer and mastering engineer nt Ecléctica 

Studios in Austin, Texas. 

COMPANY: Mackie 
PRODUCT NAME: MRmk3 Series Studio 

Monitors 
WEBSITE: www.mackie.com 
PRICE (each): MR5mk3 $199. MR6mk3 
$259;MR8mk3 $329; MR10Smk3 
$449 
PROS: Excellent value. Good choice for 
A/V and edit bays. Clean and clear sub¬ 
woofer. Input capabilities. 
CONS: Ne LF cut adjustments. 
Only balanced Winch outs on the 
sub to feeri the satellites with. 
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Then in 2004, Rancich purchased a neighboring ranch, and with it 
a century-old adobe structure that today is, naturally, called the Adobe 
Studio, about a mile from the main house. Serendipitously, the 40-chan-
nel Neve 8088 from Dusty Wakeman’s Mad Dog Studios became available. 
In and around the same time, back at the hacienda, the in-house team, 
based on designs by Van Haaff, gutted the garage in the hacienda and con¬ 
structed a mix room, with a 64-channel SSL G/G-Plus running at 240 volts. 

There are either Augspurger/TAD or Tannoy double-15 mains in each 
of the rooms, and enough outboard gear to run another five studios, 
along with a large mic closet and a vintage instrument/amp collection 
to rival any, with a recent penchant for old synths. They have everything 
modern that you might expect, too. 

“We had more demand than we had time for the one studio,” Rancich 
recalls. “So it became a matter of, ‘If we build another studio, will they 
come?’ 1 prefer the Ralph Waldo Emerson quote, ‘If you sharpen a knife, 
people who need a sharp knife will come.’ So it was a matter of build¬ 
ing it out to what people wanted. Great vintage equipment is always 
in demand. And we realized there would always be a demand for a real 
studio with great rooms. But we had to make each room as good as the 
other ones. Different, of course, but just as good.” 

MULTIPLE INFLUENCES 

Concurrent with the expansion of the space came an increase in the variety 
of projects. Heavy rock and Latin Christian turned into British, Italian, 
Argentinean, Colombian, Mexican pop and a noted 
uptick in American indie. On the day Mix visited, 
southern songwriter/artist Charlie Mars was in Adobe 
with Billy Harvey producing, Nina Diaz from Girl in a 
Coma was mixing with Manny Calderon co-produc-
ing/engineering, new singer-songwriter Sidney Wright 
was in the Neve room with writer/producer Stefano 
Vieni and engineer Alex Ponce, overseen by manager/ 
producer Arthur Penhallow Jr., while engineer Yamil 
Martinez was working with Colombian Christian art¬ 
ist Alex Campos. The Dirty Heads, a reggae/hip-hop 
group produced by Rome Ramirez and engineered by 
Charles Godfrey, had just left. Most come together at 
breakfast, served to order by a wonderful cook, then 
retreat to their projects, bumping into each other 
throughout the days and weeks. Those who want to be 
alone can be. 

“1 love to take bands out of their comfort zone and 
their normality,” says British producer Jason Perry. “1 
like it to be like an adventure, something inspiring and 
different. Something that they’ll never forget. These 
are musicians, so the music is the easy part. Let’s make 
it special and get away to the desert, immerse ourselves 
in music, no distractions. Then the food, the heat, the 
insects, the sky, the desert sand, the pool, the buildings, 
and you’re right on the border of Mexico. There’s just 
an amazing clash of cultures there.” 

That variety of artists and producers—from the 
Yeah Yeah Yeahs, Charlie Mars and Sublime With 
Rome to Flogging Molly, Zoe and Whitey Morgan-

coming into a common place certainly benefits the studio, as the best 
form of sales to date has been word of mouth. But the variety has also 
provided a true post-graduate, real-world education for assistant engi¬ 
neers, as they learn techniques and styles from a constant stream of 
visitors. 

Charles Godfrey was working at Guitar Center when he was hired eight 
years ago as a drum tech, moved on to assisting, and recently engineered the 
Dirty Heads record, and he’s worked with the Yeah Yeah Yeahs, who have 
done two records at Sonic Ranch. He also produced nine projects last year. 
El Paso native Manny Calderon graduated Full Sail in 2008, then interned/ 
assisted at Westlake in L.A. for three years before coming home to assist at 
Sonic Ranch. His first gig was Mexican super-act Zoe. His second project 
was a record for Girl in a Coma; last week he was co-producing G1AC front¬ 
woman Nina Diaz on her solo project. He’s also worked with dozens of oth¬ 
ers. Sonic engineer Jerry Ordonez engineered the new Zoe record, and Zach 
Mauldin engineered projects for Bob Treachad’s Cat Food Blues label. 

“They have an opportunity here to work with some of the greatest 
producers in the world, and they are all different,” Rancich says. “So you 
get to borrow from all of them and put those tools in your arsenal, so to 
speak. Now Manny, Charles, Jerry and Zach have these opportunities and 
are becoming formidable themselves. There’s a great community here, 
and people all help each other. Artists end up writing with each other, or 
meeting a new producer. Things that get put together here tend to then 
take on a life of their own.” ■ 

Multitracking USB Audio Interface with MDIO Expansion 

A Modern Legend 
8 High-Grade, Low Noise Mic Preamps • 8 Analog Line I/O 

Expandable MDIO for Pro Tools|HDX, AES and more (TBC) ■ Built-In Stereo AES 
ADAT I/O (SMUX and TOSLink functionality) • Instrument Inputs • Dual Headphone Outputs 

Wordclock • Low Latency Mixer • Comprehensive Monitoring • World Beating Quality 

niixonline.com A RII. 20 14 MIX 



Media System Design & Integration for Studios, 
Screening Rooms, Editorial Suites, and Broadcast Facilities. 

ran www.bugid com | (415) 331-3115 
BugID 
Pronounced [bug-eyed] — Established 1997 

©2013 BugID, Inc 



Marketplace 

Let’s make it Clear. 
Save installation labor costs and add value to every project. 
Analyze the acoustical characteristics of recording studios, 
concert venues, and home theater installations—quickly and 
comprehensively. Dayton Audio's Omni Mie measurement and 
analysis tool reveals everything. 

For more information visit: parts-express.com/mix 

“It alt comes down to the room. Everything else will be different. 
It’s paramount you have a room you can trust and I can trust 
my GIK Acoustics room.“ _»_ 

G K »Acoustics 
- Stephen Marsh, Marsh Mastering "Bringing your sound to life" 

www.GIKAcoustics.com Toll Free- (888) 986-2789 

STAY ONE STEP AHEAD 
with NewBay Media’s FREE Electronic Newsletters 

ALL ENTERTAINMENT TECHNOLOGY TOPICS COVERED 

ONE-STOP SHOPPING: Simply visit www.nbmedia.com and click on the 
"Email Newsletters” link. Then choose as many newsletters you need. 

FREE! Sign-uptodaybyvisitingWWW.nbmedia.com 

®KURK

g Meyer 

preSonus Smaartv 
lexicQDi 

ALLEN&HEATH 

LOW END PRICE 
OVER 60 PRO AUDIO MANUFACTURERS 

EXCEPTIONAL CUSTOMER SERVICE 
EXPERIENCED TECH SUPPORT 

WWW.SWEETWAVEAUDIO.COM 
877.258.0563 

mixonl ine.com APRIL 2014 MIX 71 



Marketplace 

O 
2 
c 

THE "X81 CLASS A The Model 473 
www.vintech-audio.com 

“I used five X73i’s and one X81 to record all of 
Carlos Santana's guitar tracks for both the 

‘Shaman’ and ‘All that I am’ albums.” Jim Gaines 
Engineer for Carlos Santana, Stevie Ray Vaughn 

“I use the X73 for recording Patti Scialfa and 
Bruce Springsteen in their home studio.” Toby 

Scott, Engineer for Bruce Springsteen 

The Mix Master Directory is back! 

Log on now to explore thousands of listings 

of business services and production 

facilities in the professional audio industry. 

Not listed yet or need to update 
an existing listing? 

Already have a listing and want to add 
enhancements? 

Contact Zahra Majma for assistance: 
212-378-0400 ext. 517, zmajma@nbmedia.com 

directory.mixonline.com 

72 mix APRIL 2 U 1 4 I mixonline.com 



MIX Classified Ads are the easiest and most economical means to reach a buyer for your product or service. The classified 

pages of MIX supply our readers with a valuable shopping marketplace. We suggest you buy wisely; mail-order consumers 

have rights, and sellers must comply with the Federal Trade Commission, as well as various state laws. MIX shall not be liable Classifieds 
for ‘he contents of advertisements. For complete information on prices and deadlines, call Zahra Majma 212-378-0400 x 517. 

ACOUSTIC PRODUCTS 

B  Acoustics First 
www.acousticsfirsl.com 

i® 

Toll Free 888-765-2900 
Materials to Control Sound 
and Eliminate Noise™ 

INSTRUCTION 

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

FREE INFO: 
Audio Institute 

oí America 
www.audioinstitute.com 

B= SI VENT 
5X Nonotuck St.. Northampton. MA 01062 
Info: (413) 5X4-7944 Fax: <413) 5X4-2377 

ORDER: 800-583-7174 
Silentcore Fabric Panels • 

Sound Barrier • Isolation Hangers 
Tube Traps • Primacoustic • 

WhisperWedge • ProFoam • Clearsonie 
• Hushfoam • R.’.G. Diffusors • 
Sonex * Sound Quilt - More 

www.silentsource.com 
info@silentsource.com 

QUALITY * PRIC ED RIGHT • INTEGRITY 

Industry leader in 
sound control 
solutions for doors 
and windows. 

ZERO zerointernational.com 
2^ 718-585-3230 

CAREER MARKETPLACE 

CALIFORNIA STATE UNIVERSITY, CHICO 
College of Humanities & Fine Arts invites applications for a 

full-time, tenure-track faculty position in Department of Music & 

Theatre at the Assistant Professor level to start August 2014. The 

position requires experience in the field of Recording Arts & Music 

Industry. Prefer expertise in Recording Studio Production, Audio 

Theory and Music Industry experience with Indie & Major Labels. 

The full position announcement is available at 

http://tinyurl.com/CSUChicoRecordingArts-Musiclnd 

Advertise in MIX 
Classifieds & Marketplace 
Contact Zahra Majma 

212-378-0400 x517 
ZMajma@nbmedia.com 

RECORDING ENGINEER 
Millikin University seeks a 

Clinical Recording Engineer for 

full-time clinical faculty position. 

For more information, visit 

www.millikin.edu/employment 

REAL ESTATE 

RECORDING STUDIO FOR SALE 
Urban Florida location recording studio 
available. Family issues require move out of 
state. State of the art facility with 2 studios, 
dressing room, lounge & more in 1750 SF 
bldg. $100k in equipment. Bldg also available. 

PRICE $200,000 

Contact 813/831-5990x212 Office 
Rob Hoover, 813/480-9670 Cell 

CPA 

SUNBELT BUSINESS BROKERS OF TAMPA BAY 
robhoover@sunbelt-tampa.com 

WhisperRoom, Inc. 
(86S) 558-5364 or 800-200-8168 

www.whisperroom.com 

STUDIO FURNISHINGS 

NEW DUAL1 5L 

studio furniture 

•••••ARGOSY 
vyww.ArgosyConsole.com 

EQUIPMENT FOR SALE 

VINTAGE AND NEW 

MICROPHONES 

FROM RUSSIA 

TEL: 007 916 160 1491 

E-mail: alchkhaidze@mail.ru 

VINTECH AUDIO 573 

! 
1 -877-4-MICPRE 
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MOTU 

Value Added 
Reseller 
Professional Audio 

REIMAGINE 
YOUR MOTU STUDIO 

Apple Mac Pro 
Built for creativity on an epic scale 

The new Mac Pro is muscle through and through, starting with 

the new-generation Intel Xeon E5, available with 4, 6, 8, or 12 

cores of processing power on a single die. Engineered around 

workstation graphics with dual GPUs, PCIe-based flash storage, 

high-performance Thunderbolt 2, ultrafast memory, and support 

for 4K video, the new Mac Pro delivers state-of-the-art 

performance across the board for your entire MOTU studio. 

with the completely re-imagined Mac Pro, 

DP8, MachFive 3 and the all-new 828x 

with Thunderbolt technology. 

Novation Bass Station II 
25-key analog synthesizer 

Bass Station II is an analog mono-synth based on the classic 

original Novation Bass Station but re-worked for the 21st 

century. It has two filters, three oscillators, patch save, 

and a fully analog effects section. Add a step sequencer, 

arpeggiator, full sized keys and a powerful modulation 

section and you have the makings of a synth that is 

built for bass, but capable of so much more. 

MOTU 828x 
Thunderbolt audio interface 

Thunderbolt'" has arrived.. .on MOTU's all-time best-selling 

audio interface. Only the 828x gives you an award-winning 

combination of comprehensive features, inspired engineering, 

rock-solid performance, and connectivity to any Mac or PC 

with either Thunderbolt or high-speed USB 2.0. 
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Pro Tool» Expert 

MUSICION Choice 
Award 

Zynaptiq PITCHMAP 1.5 
Real-time polyphonic pitch processor 

PITCHMAP is the only plug-in that lets you change melodies, harmonies 

and chords within mixed music, in real-time! Simply play or select a new 

scale and your mix conforms automatically, without affecting the drums. 

Suppress sounds within a mix, or appiy revolutionary synth-like transformations 

to your music. Play PITCHMAP like a musical instrument, or use it as a 

corrective tool. Check out PITCHMAP — and Zynaptiq's other jaw-dropping 

plug-ins, UNVEIL and UNFILTER. Prepare to have your mind blown! 

Mackie MRmk3 Series 
Powered studio monitors 

Mackie MR8mk3 Powered Studio Monitors will help you make better 

sounding music, with innovations like an enhanced waveguide for a wider 

sweet spot, custom-tuned rear porting for smooth, extended bass response, 

and customizable frequency controls to let you dial in the perfect response 

for your space. Now offered as a full-range series, choose the size that's 

perfect for your MOTU studio and budget: from 5", 6", or 8" full-range 

models, as well as a brand new, hard-hitting 10" subwoofer. The MRmk3 

series are Mackie's latest assault on the state of the monitoring art. 

Shure Beta 181 Stereo Set 
Ultra-compact side-address instrument mies 

Designed for discreet placement and control in live or studio environments, 

the Sweetwater-exclusive Beta 181 Stereo Set includes interchangeable cardioid, 

supercardioid, omnidirectional, and bidirectional capsules for superior versatility. The 

small-diaphragm design provides superior performance in tight spaces. High SPL handling, 

ultra-smooth frequency response, and interchangeable polar patterns make this a 

must-have mic bundle. Includes two mic bodies and eight capsules in a custom case. 

(800) 222-4700 
www.sweetwater.com 

¿FREE* 
SHIPPING 

NO MINIMUM PURCHASE 
ON MOST ONOE-48 CONTACT US FOR MORE KFO. 



TechTalk 
MetApeel 

By Kevin Becka 

Metadata is like a banana peel. It 
looks great on the banana, but 
once it’s separated, no one wants to 

own it. Who will create it? Who pays for it? How 
do we manage it? Who collects it? Why should 1 

care? What’s that smell? 
1 recently watched Marc Geiger’s (WME) Keynote at M1DEM 

2014 where he laid out his vision of the future of music delivery. By 
now, everyone should know that file-based delivery of music and 
movies is over and streaming is it. Geiger’s keynote (on YouTube) 
will change how you think about the future—and it’s all driven 
by metadata. Users experience content through portable devices, 
which is ultimately trackable, so the quality of the metadata con¬ 
nects directly to your wallet. Without creating excellent tracking 
data, artists, performers, songwriters, commercial or project stu¬ 
dio owners, producers, engineers, assistants and indie labels could 
lose $$, awards and new work. Consider it an investment. 

Is the artist’s cut for streaming revenue out of whack? Sure! There 
are always difficulties and negotiations as new pies are divided. I’m 
sure you've seen “My Song Got Played on Pandora 1 Million Times and 
All 1 Got Was $16.89.” Right now, touring and merch sales are driving 
the industry, but if Geiger’s right, and you can’t help but know he is, 
this will change. The current misalignment of priorities (artists and 
writers need to get paid) shouldn’t take the spotlight off what’s im¬ 
portant: Music is the fuel and metadata is the engine. (Also check out 
TheTrichordist.com: Artists for an Ethical and Sustainable Internet 
for extended discussions on piracy and equitable music delivery.) 

What about the sound of streaming music? Even quality snobs like 
me can’t argue that streaming content sounds awful because that is 
changing. I’ve written before about new back-end solutions for bet¬ 
ter conversion from portable devices. Just a week before I wrote this 
column, Liztic LLC entered into a partnership with HDTracks with 
the intention of bringing high-resolution audio to everyone through 
Liztic’s cross-platform music technology. In the press release an¬ 
nouncing the partnership, David Chesky says, “1 was really impressed 
when 1 saw that Liztic could play back high resolution audio through 
a smartphone connected to a digital-analog-converter.” 

What about the streaming experience? It’s better and better. The 
“legacy” players are Spotify, Slacker Radio, Pandora, Songza and Turn¬ 
table. The latest in the game are Samsung’s Milk, and Beats Music. 1 re¬ 
cently signed up with Beats, downloaded the app to my phone, and I’m 
listening to it as 1 write. It’s a curated experience and is elegantly de¬ 

livered. Today, 1 started at the Curator tab, flipped over to Downbeat 
where 1 listened to Herbie Hancock and Miles Davis on Let There Be 
Fusion, then jumped to KROQ’s The Good, The Bad, and the Pierce: 
Music 1 Run to where 1 heard “Climbatize” (The Prodigy), “Alive” (Daft 
Punk) and “Breed” (Nirvana). To cool down 1 navigated to the Activi¬ 
ties tab and chose the After Party at Drake’s House and flipped through 
Marvin’s Room (Drake), and 15 other songs. What makes it so good? A 
great GUI powered by metadata. The quality will surely come. 

1 ran into John Spencer from BMS/Chace at a recent event at 
the Pearl-Cohn Entertainment Magnet High School in Nash¬ 
ville. Pearl-Cohn is a fantastic collaboration between educators 
and heavy-hitter organizations, individuals and companies like 
NARAS, Harman and local Nashville engineers like leff Balding, 
Chuck Ainlay and many others. 

John and BMS/Chace have been immersed in metadata for a 
long time now. Recently, they have been working with the Library 
of Congress on a ND11PP grant-funded project to create an XML 
schema specifically for the collection of technical, descriptive and 
performer/role information. Progress is there, but it can seem 
maddeningly slow. There’s still not a common platform (although 
it’s close), and it’s proven tough to get DAW manufacturers and 
others in the production chain to jump onboard. 

What’s new? Last year was a major milestone when DDEX (ddex. 
net) created the Studio Metadata Working Group, with the idea 
that the richest and best metadata is usually captured early in a 
project. Once that happened, BMS/Chace and the Library of Con¬ 
gress moved the intellectual property created from their project 
over to DDEX. One of the hang-ups 1 saw early on was who will be 
in charge of creating data, where will it live, and how do you keep 
it from becoming something unmanageable and rife with errors. 
The Studio Metadata Working Group tackles this by making the 
work product available to anyone for free as long as they have an 
implementation license that they request from DDEX. “Forking” 
of the data is minimized because changes of the standard can only 
be made within the DDEX organization. That covers all the places 
the data will show up including an application to collect metadata, 
a web portal, or the collection of data across many DAWs. 

There is currently a short DDEX survey online, a test bed to be 
sure the project has all the bases covered. You can become part of 
the process by putting in your thoughts. If you’re not already, 1 guar¬ 
antee you’ll be a metadata collector soon, so why not get involved. 
After all, how much can you hate getting paid? ■ 
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DiGiGridMGO 128ch Optical MADI-to-SoundGrid Interface 

DiGiGridMGB 128ch Coaxial MADI-to-SoundGrid interface 

Will this new networking technology allow me to record 
process & playback 128 channels using hundreds 
of Waves & 3rd party plugins? 

DiGiGrid 
Find out what DiGiGrid MGO 4 MGB interfaces can do for your MADI console at digigrid.net 
For U.S. sales: www.waves.com 
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MOTU 
Introducing the motu.com 

on MOTU'S award-winning, 

all-time best-selling audio interface 
■ 

Only the 828x gives you an award-winning • Take full advantage of Thunderbolt's extreme bus performance 

combination of comprehensive features, 

inspired engineering, F©ck-solid performance, 

and connectivity to any Mac or PC with either 

Thunderbolt or high-speed USB 2.0. 

• Don't have Thunderbolt? Connect with USB 2.0 (3.0 compatible) 

• 58 simultaneous channels (28 in/30 out) incl. 2 mic preamps with sends 

• High-powered DSP with mixing and effects on individual ins/outs 

• Classic reverb, modeled analog EQ, and vintage LA-2A compressor 

• Tuner, oscilloscope, real-time FFT and other advanced tools 

Learn more at motu.com/828x 

MO1U 
toy „ 828« 
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