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BY CLIVE YOUNG

I industries are dependent on the state of the economy.
A The sound reinforcement business is no different

which means it’s been going full steam ahead this year,
powered in part by low unemployment and a public in a spend-
thrift mood.

The U.S. Consumer Sentiment Index, tracked by the Uni-
versity of Michigan, hit 96.2 in August, not far from the 101.4 it
reached in March-—the highest point it’s hit since 2004. Despite
signs of inflation starting to kick in, consumers are feeling good
about spending money, citing future income and job stabil-
itv. The university’s chief economist, Richard Curtin, observed,
“Consumers have not yet judged the current rate of inflation
as a significant source of erosion in their living standards or as
a cause to reduce their buving plans,” and noted that personal
consumption can be expected to grow by 2.6 percent in the year
ahead.

All of this directly affects the sound reinforcement commu-

(continued on page 48)
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STATE OF THE INDUSTRY

RECORDING

BY STEVE HARVEY

ast year was the third straight year of growth for the
L global record business, with music sales up from 2016
by over 8 percent, to $17.3 billion, according to the
annual report released in April by IFP, which represents the
recording industry worldwide. Streaming was at the heart of
those figures, with digital revenues accounting for the first
time for just over half of industry income around the world.
“We’re in a renaissance now.” says Glenn Swan, man-
ager and director of music production for Premier Studios in
New York City. Premier, which encompasses four rooms, two
acquired from Quad NYC in 2010, and rents an entire floor

(continued on page 48)

THE SONICS OF SMITH—UK crooner Sam Smith is circling the globe behind his
hit album The Thrill of it All with audio provided by UK-based Capital Sound.
A massive d&b audiotechnik P.A., with multiple hangs of 20 J8s each, helps
cover sold-out arenas nightly. For more on the tour, see page 36.
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Dave Grohl’s 4
Epic Play

This summer, Foo Fighters frontman
Dave Grohl released a 23-minute solo

track, “Play,” performing all seven
instruments in single, unbroken takes.
Engineer Darrell Thorp reveals how it
all went down.

The Evil
That Men <
Mix

Rob Zombie and Marilyn Mansen
teamed this summer for the Twins of
Evil tour; now Zombie's tight-knit crew
shares how they made bad sound so
good.

REDEFINE FIDEUTY,
SUPERCHARGE YOUR AUDIO

Upgrade your recording system with the latest professional audio technology.
Shop fullcompass.com or call 800-356-5844 1o speak with a Sales Pro today.
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AKG €214 CONDENSER MIC

ITEM # C214
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AUDIO INTERFACE
ITEM #: DISCRETE-8

® FULL COMPASS

PRO AUDIO VIDEO LIGHTING
MUSICAL INSTRUMENTS
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Introducing RIVAGE PM7, bringing the intuitive workflow
and sound quality refinements of RIVAGE PM10
to a wider audience.

Take your production YA M AH A CD

capability to the next level.

Yamaha Commercial Audio Finance. WWW.vamahaca.com
www.ycafinance.com 4




Genelec Loudspeaker Manager

Accurate Monitoring made easy

Genelec's Smart Activa Monitoring' 'technology incorporates GLM, the most flexible
control and calibration software in the professional audio business. With thousands
of systems installed world-wice, GLM provides audio professionals the tools to make
accurate monitoring easy and trustworthy.

With a single click of yocur MAC or Windows based PC, GLM»’s calibration process
begins with the GLM calibrated microphone. GLM’s AutoCal algorithm optimizes
room response eq, matched monitor levels, as well as timing arrival delays.

GLM also enables - * realtime SPL display * calibrated SPL levels * fast selection of
calibrated listening positions * Mute / Solo / Dim * sync audio playback to video delay
* remote volume control * Cloud calibration services “ And the list goes on....

Smart Active Monitoring and GLM technology is embedded in 20 different sized models,
from the ultra compact 8320 bi-amp and 7350 subwoofer up to the massive 1236 Main
Monitor and 7382 subwoofer.

Stop second guessing your loudspeakers and find out how easy accurate monitoring can be.

Get immersed at AES! Genelec booth 322 on the main floor.
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taly’s RCF Group Acquires EAW

BY CLIVE YOUNG

WHITINSVILLE, MA—TItalian pro au-
dio conglomerate RCF Group has
acquired Eastern Acoustic Works
(EAW) from Loud Audio. Ironical-

briefs

Williams Sound,

Pointmaker Now
Williams AV

MINNEAPOLIS, MN—In the wake

of Williams Sound’s acquisition of
Pointmaker last year, the two com-
panies have launched a new com-
mon brand and corporate identity as
Williams AV (www.williamsav.com).
The overall organization will be called
Williams AV, while its products will
be categorized under one of two
major product lines—appropriately,
Williams Sound or Pointmaker. The
rebranded company offers digital,
FM, infrared and induction loop wire-
less audio, as well as video annota-
tion and presentation systems.

Hal Leonard,
Avid Team Up

BURLINGTON, MA—Avid (www.avid.
com) and music media publisher/
distributor Hal Leonard. (www.hal-
leonard.com) have entered into a
five-year agreement to distribute the
latter’s creative tools through the for-
mer’s network of resellers around the
globe. The agreement is among Avid's
largest distribution deals to date and
15 said to represent @ multimillion-dol-
lar value to Avid annually, while pro-
viding for Hal Leonard's distribution
of professional audio and video prod-
ucts through authorized resellers in
the Americas, Australia, New Zealand
and selected countries in EMEA

Roland Opens in
London

LONDON, Ux—Aiming to reach produc-
ers, engineers, instrumentalists and
music business professionals, Roland
(www.roland.com} has opened the
Roland Artist Centre London, located
within Metropolis Studios in West
London. The center will be a hub

for a variety of actiwitres, including
product support, sccial media initia-
tives, interviews, sessions, streaming
events, photo shosts, gear demos
and more. The move comes on the
heels of new Reland Artist Centers

in Nashville and Los Angeles, which
opened in June and May, respectively.

[ October 2018 ]

ly, the deal comes some 15 years af-
ter RCF itself was divested by Loud
Technologies, an earlier iteration of
Loud Audio, in December 2003.

EAW will remain an independent
company, according to RCF Group
CEO Arturo Vicari. “We can look at
a bright future together,” he said in a
statement. “Being part of our group
will provide EAW with the necessary
investments and focus for a fast and
solid growth. We are very proud to
have EAW with us.”

Headquartered in Reggio Emilia
and Bologna, Italy, RCF has subsid-
iaries in the United States and Eu-
rope, and operates under the compa-
nies RCF and AEB Industriale (dB
Technologies). Founded in 1949,
RCF has 500 employees and its prod-
ucts are sold in more than 130 coun-
tries around the world—an effort that
it expects to bolster on an interna-
tional scale with the acquisition of
EAW.

Founded in 1978, EAW was
bought by Mackie Designs in Febru-
ary 2000 to complement the latter’s
portfolio of brands, which includ-
ed Radio Cine Forniture (RCF) at
the time, acquired in 1998. In order
to differentiate between the Mackie
brand and its parent company, Mack-
ie Designs was renamed Loud Tech-
nologies in 2003—the same year that
Loud divested RCF. The company
was later renamed Loud Audio when
Transom Capital Group purchased
Loud Technologies and all its related
brands in October 2017.

In the wake of Transom’s acquisi-
tion of Loud Audio, the EAW sale
marks the third Loud brand to be

sold off this year, following in the
steps of Ampeg, which was sold to Ya-
maha in mid-May, and Martin Audio,
which was subject to a management
buyout in July. The remaining brands
under Loud Audio are Mackie, Crate,
Blackheart and Tapco.

Loud and Transom announced
that with the sale of EAW), they have
completed their planned divestitures
of brands—a move they say will help
the company narrow its focus to its
remaining pro audio brand, Mackie.

“While I have truly enjoyed work-
ing with all of the brands in the Loud
legacy, now it’s time for us to turn the
page and focus entirely on building
the Mackie brand,” said Alex Nelson,
Mackie’s president. “Our companies
have long lived in a conglomeration
of brands, and I believe going for-
ward all the brands are going to ben-
efit from newfound focus, alignment
and investment. This last divestiture
marks a particularly exciting time for
Mackie employees worldwide who
are now about to embark on a jour-
ney of reinvention and revitalization.”

It’s a sentiment that was echoed
by Dom Harter, managing director of
Martin Audio, when he spoke to Pro
Sound News in August about his com-
pany’s MBO from Loud, noting, “We
can now make the decisions wholly
for the benefit of Martin Audio rather
than a larger multi-brand organiza-
tion.”

TJ Smith, president of EAW,
added, “Having grown up with the
EAW and Mackie brands, I can truly
say that this is an exciting moment.
Both brands are now in a significant-
ly stronger position to support their

FES
=EAW

LOUD

Audio, LLC

unique partners and customers. [
look forward to the continued devel-
opment of Mackie and EAW under
new and more focused ownership.”

In a separate statement, Smith of-
fered, “For those who love EAW, it
is difficult to imagine a better sce-
nario. From the first moment this
possibility started to materialize, it
has been clear that joining forces with
RCF Group is a great opportunity for
EAW. This transaction is a true rec-
ognition of what the brand represents
and its potential, as well as the team
we have built over recent years. With
gratitude to the long list of those who
built EAW over its 40-year history, we
look forward to the exciting time in
front of us.”

Loud Audio
www.loudaudio.com

EAW
www.EAW.com

RCF Group
www.rcf-group.it

VER Exits Bankruptcy, Reorganizes

LAS VEGAS, Nv—VER, which provides
audio gear and engineering for the
music touring industry as well as
equipment to the film and TV indus-
try, has emerged from bankruptcy
and been reorganized.

In April, VER entered into an
agreement to merge with Production
Resource Group, bringing together
two of the largest event production
companies in North America, but as
part of the transaction, VER filed vol-
untary petitions for Chapter 11.

VER will continue to exist as a
traditional business-to-business sub-
rental platform, renting to AV staging
companies and industry profession-
als. Meanwhile, full-service solutions
will transition to PRG, and the two
companies will continue to operate
separately.

F L

N4
VER

Create extraordinary

E |

As PRG already offers lighting,
video, media servers and staging for
tours, it expects to draw on VER’s
tour audio gear and background in
order to provide complete services
for tours, festivals and events. VER’s
audio division, VER Tour Sound,
has provided audio services for such
productions since it was founded in
January 2013. Combined, VER and
PRG will have approximately 70 loca-
tions across five continents.

Controlled by the Jordan Com-

pany, GSO Capital Partners and
PRG Management, under the new
corporate structure, PRG chairman
and CEO Jere Harris now has roles
for the combined company. while
Stephan Paridaen is president and
COO of the combined company and
Bob Krakauer is CEO of VER.

“We believe that this approach
will bring about innovation, an excit-
ing level of service, and even more
transformative collaboration with our
partners. It feels historic, not only for
PRG and VER, but for the entertain-
ment industry,” said Harris in a state-
ment.

VER
WWW.Ver.com

Production Resource Group
WWWw.prg.com
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SOUNDRECORDING
How UK Producers Created Grime. . 18
Grime is one of UK music’s big success stories in
recent times, but despite the high accolades and
equally high sales of today, it was the low-fi, DIY
techniques of young producers that first generated

the unique sound.

Studio Showcase: 416 Wabash . . .. .. 20
Indianapolis’ 416 Wabash is a 7,800-square-foot
flexible space that combines a well-appointed
music studio with an all-purpose event facility—

and it’s a well thought-out hit.

SOUNDI BROADCAST

AT’s Implications for
Production Music. . ............... 25
Artificial intelligence software is already writing

production music; now Al music platforms may be

impacting composers and their audio partners, too.

The Rules and Tools Behind the Mixes of

The Darkest Minds . .. ............ 25
Working on The Darkest Minds, co-supervising
sound editors Will Files and Warren Hendricks
were challenged to give the characters’ mind con-
trol powers individual sonic signatures with a good

or evil twist.

SOUND

The METAlliance Report: Desert Island

MICTOPhONES .o o aariven: - bwam @amemlip ae 27
Multiple Grammy-winning producer/engineer
Frank Filipetti pens the inaugural edition of the
METAlliance’s new column, discussing “desert

island microphones.”

Sound Innovauons: Meyer Sound’s

Bluehorn System . ............... 28
Miles Rogers of Meyer Sound recounts the cumula-
tive development of the company’s new Bluehorn

System studio monitor.

Pro Audio Review in PSN . 30,31, 32,33
Mara Machines MCI JH110C 1/4” Two-Track
Recorder; Lynx Aurora(n) Interface; Genelec
1032C Studio Monitors; Audio-Technica ATH-M60x

Headphones
SOUNDPR(
Studio Products . . ... .. Sy PR 2V |
SR ProGUCES [ssm@e. mommy s v Eainns 3 M 35

SOUND

Bringing Boutique Festivals to the Beach
36
Boutique festivals, serving smaller, niche audienc-
es, are a growing trend in Europe, as evidenced by
Love International, an annual EDM festival in Tisno,
Croatia, that puts stages on beaches, boats and

more, all with DJs bringing the beats til sunrise.

Live Sound Showcase: Rob Zombie. . 38
Rob Zombie and Marilyn Manson teamed up this
summer for the Twins of Evil tour; now Zombie's
tight-knit crew shares how they made bad sound

so good.

fosound:

DEPARTMENTS

Sound Business 5
Classifieds 49
Sound People 46
Advertiser Index 48

CHARTS

Tracks 22

Centerstage 44

SPECIAL REPORT
State of the Industry. ... 1

Pro Sound News’ annual compre-
hensive overviews of the record-
ing and live sound industries,
looking at how manufacturers,
tour sound providers, studios and
engineers alike are reacting to
the changing trends around us

COLUMNS

softwaretech .. .... ... 21
Craig Anderton throws down the
gauntlet and says, “96 kHz vs.
44.1 kHz—let’s settle this!”

theahamoment . ... ... 45
Former Radial Engineering CEO
Peter Janis kicks off his new busi-

ness column.

viewfromthetop 47
Jim Dugan, president of Wisycom
USA, discusses bringing the
italian RF company’s products to
the U.S. and how that completes

a worldwide picture.

MusIiC,etC. . .. ....... 50
Jacques Sonyieux talks with
Chuck Leavell about one rockin’
night in Germany, the genius of
Ray Charles and what it’s like to

have Clapton and Gilmour ask

you to join their bands.
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fromthekEDITOR

Facing Festival Fatigue

n the U.S., we love massive fes-

tivals, but Coachella, Bonnaroo,

Outside Lands and the rest real-
ly only caught on in the last two
decades. In truth, our festival history
pales against that of Europe and the
UK, where such annual blowouts
have been a summertime staple since
the 1970s.

There’s generations of music fans
over there who can’t remember life
without festivals—take my cousin
Jemima, who makes a point of hit-
ting three or four a year. While one
happens to be held only a few hun-
dred feet from her backyard (Board-
masters in Cornwall), Glastonbury
remains her all-time favorite, though
she’s been known to travel halfway
around the world to try one out:
“At Glasto, it normally rains and
you’re wearing wellies for seven days
straight, walking around a five-mile-
big festival with blisters and mud-
that’s exhausting work. Coachella was
grass and heat, so I thought I would
give it a go, plus it’s one of the big-
gest music festivals in America and
it used to be classed as the American
Glastonbury. Which it’s not. The fact
you are penned in a certain drinking
area and can’t drink while watching a
band or D] or whatever? Don’t know
what that’s about.”

Since they’re such an ingrained
part of culture over there, festivals—
and all their supporting industries, in-
cluding audio vendors——have weath-
ered ups and downs throughout the

Everyone wants the acoustic performance

decades. Here in the U.S., however,
after nearly two decades of growth,
we’re only starting to see festivals on a
downward trend for the first time.

The U.S. touring industry wel-
comed the advent of festivals with
open arms in the early 2000s. With
the record industry in freefall at the
time, there were fewer new acts being
minted that could fill sheds and sta-
diums, and the aging Baby Boomer
acts that were regularly among the
highest-grossing live acts every year
were getting on. Were live shows go-
ing to dry up forever? Then festivals
started springing up, providing win-
wins for all involved—consumers got
a good ROI on a ticket, promoters
made money, acts at all levels got ex-
posure to huge audiences, and sound
companies and other production ven-
dors kept working.

Fast forward to 2018 and the top-
grossing tours are still mostly aging
baby boomers, but now we’ve started
to experience festival fatigue. Lol-
lapalooza saw slow ticket sales this
year, according to the Chicago Tri-
bune, while Bonnaroo had its worst
and third-worst attendances ever in
2016 and 2017, according to the Ten-
nessean. Some long-running main-
stays like Sasquatch have gone on
hiatus, while others like FYF Fest
and Lost Lake threw in the towel this
year due to low ticket sales. In Sep-
tember, St. Louis’ LouFest cancelled
due to money issues just 48 hours
before showtime, bringing to an end

of a state-of-the-art recording studio.

an eight-year run that had a strong
attendance history, selling out all
60,000 tickets just last year.

Why is attendance down? There’s
no single answer. Music fans who
attended the earliest post-2000s festi-
vals are now aging out of regular con-
certgoing, with priorities shifting to-
ward raising families and so on. Most
of the biggest festivals are now owned
by the same promoters, resulting in a
creeping sameness to the lineups, too.
Pitchfork found that Lollapalooza,
Coachella and Bonnaroo had about
a third of their lineups in common
in 2017. And then there’s the theory
that millennials’ much-discussed fo-
cus on experiences may mean they’re
ready to experience...something else.

All industries experience lulls, and
then reinvention comes along. Some
suggest the U.S. should embrace the
growing European trend of small, al-
most artisanal festivals, like Croatia’s
Love International, profiled on page
36. Some fests are adopting that for-
mat here, like Portland, OR’s Pick-
athon, which caps tickets at 3,500
daily and adds a decidedly American
twist by turning it into a weekend-
long live music video shoot with an
audience on 12 heavily art-directed
stages, resulting in hundreds of indi-
vidual clips released throughout the
year online for an additional reve-
nue stream. By all reports, this year’s
edition was a smashing success. For
years, the sound industry has crowed
“live music will never die because you
can’t download an experience”—but
now people want to experience the
creation of the live music download.
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in the industry. Call us today.

= YAMAKA

n s >—
o 2 20 e e ™

i

!r!rwr##w/ ﬁmnnn;mw/ -. bh‘q‘w‘w‘n*n_
: - 3 9( E

@ YAMAHA

CLS
4
\ —
‘ A\ & CABLE FINDER rind any cable in 3 easy steps! Sweetwater.com/cables u 3 CASE FINDER The easiest way to find exactly the right case for your gear! Sweetwater.com/casefinder
-‘\/

Latch Lake Marantz Audio
Lauten Audio McDSP Nuage Radial W ies Soundcraft eac Valley People
Lexicon MicwW pArtScience Rane Shure Sound Devices Telefunken ey afits
Lindell Audio Midas Peavey RapcoHorizon SKB Soundtoys TK Audio
Line 6 Middle Atlantic Products ~ Pete’s Place Raxcess Slate Digital SPL Toft Audio Vintech
LittLite Mighty Bright Primacoustic Retro Instruments Slate Meda Technology Stedman Corporation Tonelux Warm Audio
LM Cases Miktek Pro Co RM= Slate Pro Augio Steinberg Triad-Orbit Waves
Lynx Millennia Propellarnead Robt Papen Solid State Logic Studio Projects Trident Audio Developments \yocione
Maag Audio Mogami Puitec Roland Sonnox Summit Audio True Systems Whirlwind
Mackie Mojave Audio Purple Audio Royer Sonodyne Switchcraft ube-Tech i
Malone Design Works Moog QsC Rupert Neve Designs Sony TASCAM Ultimate Acoustics WindTech
Manley MOTY Que Audio schoeps Soundelux TC Electronic Ultimate Support Zoom

Keyboards Drums Live Sound Sweetwater Has All the Gear You Need!

is always my number one choice
for all my needs.’

“Never has there been a better \
\ : aya
buying experience. Sweetwater w

Music Instruments & Pro Audio

(800) 222-4700
Sweetwater.com



1121 sOUNABUSINESS

NEW YORK, NY—The annual Audio
Engineering Society Convention is
coming up soon. Audio pros from
around the industry will come to-
gether at the Jacob K. Javits Conven-
tion Center in New York City, Octo-
ber 17-20, for four days of everything
audio. One of the benefits of hold-
ing the show once again in the Big
Apple is the opportunities it affords
to attend workshops and panels at
which live sound pros working on
Broadway, live television, tours, inter-
national events and more share their
insights and experiences.

This year’s Sound Reinforcement
Track will explore dozens of live
and installed sound topics including
sound system optimization, corporate
sound, live sound production for TV,
the impact of the continuing reallo-
cation of the RF spectrum, and best
practices in designing wireless inter-
com systems.

“Sound reinforcement is continu-
ally evolving due to new technologies
and possibilities, and audience expec-
tations. In 2018, sound reinforcement
faces continuing regulatory, financial
and market challenges,” said Henry
Cohen, AES New York 2018 Sound
Reinforcement Track co-chair. “With
these challenges come opportunities,
and the AES New York Convention
presents the next chapter in audio
engineering evolution.”

AES New York’s “RF Super Ses-
sion” will address attendees’ con-
cerns about the new RF landscape,
identify specific issues and offer real-
world solutions. Moderated by James

Last year’s AES Convention at New York's Javits Center was packed.

Stoffo of Radio Active Designs, the
panel will feature RF engineers and
technicians, manufacturer’s prod-
uct specialisis and government rela-
tions experts. A second Super Ses-
sion, moderated by Peter Erskine of
Best Audio and discussing wireless
intercom systems, will investigate and
compare the primary technologies in
use today, including associated con-
trol platforms.

In the “Live Production in a TV
World” seminar, Jenny Montgom-
ery, the lead A2 (audio assist) on
the recent live broadcast production
of Fesus Christ Superstar, and other
members of the production team will
discuss handling the challenges of a
one-off live event where there’s no
option but to get it right the first
time. Getting it right every night is
the challenge on Broadway, as will
be illustrated in the session “Design-
ing for Broadway: The Band’s Visit,”
where sound designer Kai Harada

and his crew will provide insights
into the show’s Tony Award-winning
sound design.

Core technologies will be covered
in sessions such as “Understanding
Line Source Behavior for Better Op-
timization” and “A Cookbook Ap-
proach to Sound Systemn Optimiza-
tion with Bob McCarthy.” “Audio
Production for Corporate Events” will
feature a panel of experts addressing
topics ranging from fitting the sound
system to the venue to RF coordina-
tion and music and band support.

AES New York Convention Sound
Reinforcement Track events, avail-
able with All-Access registration,
run in complement to exhibit floor
and demo room events including the
Broadcast Audio Expo, Broadway
Sound Expo and Live Production
Stage, and the AolP Technology Pa-
vilion.

AES Convention
www.aesshow.com

Audio Precision Co-Founder Bob
Metzler, Dea

BEAVERTON, OR—Audio Preci-
sion co-founder and former
president Bob Metzler died
at home on August 11, 2018.
Along with Dr. Richard Cabot,
Bruce Hofer and Robert
Wright, Metzler founded Audio
Precision in 1984 and served
as the organization’s president
until his retirement in 1999.
He was 84.

Born in Plymouth, IN, in
1934, Metzler went to study
at Manchester College in Indi-
ana, where he met his wife, Violet,
in 1953; they married in 1954. After
working for various radio stations as
a DJ/chief engineer, he finished his
physics degree at the University of
Louisville and worked for General
Electric before moving to Portland,

Bob

da4

——

Metzler

OR, 1n the early 1970s to work at
Tektronix. Later he gained an MBA
degree at the University of Portland.

During his time at AP, in addition
to his role as president, Metzler’s
responsibilities included marketing
and sales, with those duties often

calling for extensive interna-
tional travel. It wasn’t uncom-
mon for him to be gone for
weeks at a time, visiting numer-
ous countries, and customers,
in a single trip. He became the
face of AP during those early
years, engaging thousands of
customers across the globe.

During his time at AP, Met-
zler wrote numerous magazine
articles and application notes,
edited AP’s newsletter, Audio.
TST, and, in 1993, authored the
Audio Measurement Handbook.

He is survived by his wife Violet;
sister Helen; children Mark, Den-
nis, Lucinda and Christopher; and 11
grandchildren.

Audio Precision
www.ap.com
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Doug
MacCallum,
One Systems
Co-Founder,
Dead at 62

NASHVILLE, TN—Douglas “Doug”
MacCallum, co-founder and
president of Nashville-based
speaker manufacturer One Sys-
tems, died at his Brentwood, TN,
home in mid-September after a
yearlong battle with leukemia.
He was 62.

Born in Pitts-
burgh, PA, in
1956 and gradu-
ating from Bald-
win High School
in 1974, Mac-
Callum headed

A

to Otterbein Uni- pouyg
versity in Wester- MacCallum in
2002

ville, OH, where
he earned a bach-
elor’s degree in business admin-
istration.

MacCallum began his ca-
reer in 1978 as sales manager of
Cambridge Marketing Group,
a manufacturers’ rep firm, fol-
lowed by a 14-year run of sales
management and executive posi-
tions with Electro-Voice and its
parent company, the Mark IV
Audio Group (the former parent
company of EV, Altec Lansing,
University Sound, Cetec Vega,
Klark Teknik, DDA and Midas).

He ended his Mark IV Audio
tenure serving as vice president
from 1994-96. From there he
went on to join Harman-owned
AKG as vice president and gen-
eral manager of U.S. operations,
a position he held for a decade.
At that time the microphone and
headphone manufacturer was
based in Nashville.

In 2007, MacCallum co-
founded loudspeaker manu-
facturer One Systems, which is
also the United States distribu-
tion partner for P.Audio’s line
of sound reinforcement systems.
He served as president of the
company until his death.

MacCallum is survived by his
wife Jeanette, stepchildren Chris-
tina and Jacob, brother Bob, sis-
ters Heather, Laurie and Tracy,
and many nephews, nieces, and
great-nephews and nieces.

One Systems
www.onesystems.com
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BY EKIN BINAL

Networking is a key com-
ponent of pro audio these
days, and much as all
professionals have a few
favorite pieces of gear,
they also have preferences
about networking solu-
tions. AES67 and Audi-
nate’s Dante protocol are
among the most popular
offerings, though they ul-
timately are intended to
accomplish different goals.
Here, Ekin Binal, audio solutions tech-
nology manager at Crestron Electronics,
shares his opinions on the two protocols,
exploring considerations such as security,
cost, sound quality and future-proofing.

ante and AES67 are two of the
D most popular ways of trans-

mitting audio over IP. Dante
is a license-based media networking
technology developed by Audinate,
a publicly traded Australian com-
pany. With over 300 brands and more
than 1,500 products on the market
designed to support the Dante audio
networking protocol, the company
has developed a large presence in the
industry. Audio solutions that are
Dante-enabled guarantee interoper-
ability. For example, a Crestron DSP-
1283 can easily connect to a Dante-
enabled Sennheiser microphone,
allowing both devices to appear in
Dante Controller. Audinate’s Dante
Controller software allows the user
to view all Dante transmitters and
receivers, and configure all of the

[opinion]

routes in the Dante
matrix.

AES67 is an open
standard developed by
the Audio Engineer-
ing Society. This suite
of IP-based audio net-
working standards fo-
cuses on interoperabil-
ity with standards like
Dante or Q-LAN, for
instance. With AES67
configuration, users are
able to make different
audio-over-IP plat-
forms talk to each other on a net-
work. AES67 ties together different
networks by allowing a user to send
audio from, say, a Dante-enabled
piece of hardware to a Ravenna-en-
abled piece of hardware when both
devices are in AES67 mode.

While comparing two very preva-
lent solutions, it is imperative to dive
deeper into the conversation and note
that Dante and AES67 provide enter-
prise-grade solutions.

A common misconception is
that AES67 and Dante are compet-
ing standards. AES67 was created to
serve as an interoperability solution
between various audio-over-IP stan-
dards; as such, it does not offer all of
the capabilities that Dante does. For
example, Dante provides users the
functionality of controlling and moni-
toring audio, while AES67 does not.
It is also important to note that Audi-
nate has adopted AES67 compatibil-
ity mode in its most recent firmware.

Dante is a full-suite solution
ranging from hardware modules to

software solutions that provides the
user with the ability to control, mon-
itor, discover and transport many
audio channels between any com-
pliant audio devices. AES67 cannot
currently control or monitor assign-
ments, and it doesn’t currently have
Dante’s ability to allow its users the
control and management of audio-
over-]P traffic.

Dante has added an additional
layer of security with Dante Domain
Manager, which provides assigned
users with different levels of access.
Profiles with higher-level access can
determine where audio can be sent
and received. A user must have ad-
ministrator rights to set and break the
audio routes. Without this security,
someone could enter somebody else’s
network, plug in and route micro-
phone channels from a conference
room to listen in on a conversation or
project. While this is a benefit of the
Dante solution, this type of security
is not currently part of the AES67
standard.

With AES67 being an open stan-
dard without licensing costs, there is
no upfront cost; rather, it is a com-
plete specification that any manu-
facturer can follow. It defines what
developers need to implement, the
protocols to follow and the underly-
ing architecture. AES67 is attractive
for manufacturers seeking audio over
IP for the lowest initial cost.

Although Dante is initially more
expensive, its users can feel confident
they are implementing future-proof
and industry-supported technology
that is designed to adapt and grow

with the business. When purchasing
a Dante-enabled product, you are as-
sured that all components will work
together seamlessly.

As for sound quality, Dante offers
user-selectable ranges with capab:lity
ranging from 48 kHz to 96 kHz and
all the way up to 192 kHz. AES67
has currently adopted a media clock
rate of 48 kHz, technically making it
lower fidelity, but this is still a high
sampling rate, especially when you
take into account the fact that it is
24-bit and can be up to 32-bit. The
difference between the sampling rates
would not be noticeable to most us-
ers, and 48 kHz has been accepted
across the pro AV industry as a com-
pliant rate. For reference, CD quality
is 44.1 kHz/16-bit.

With future-proofing in mind,
many manufacturers have waited to
see whether Dante or AES67 would
emerge as the dominant audio-over-
IP solution. Dante adoption has
grown at a rapid pace. Customers
are becoming more comfortable with
Dante as it has AES67 built into it,
which provides flexibility to the user.
Meanwhile, if two years from now
Dante becomes something else or an-
other competing platform emerges,
users can rest assured that AES67
mode will maintain interoperability
with other AES67-compliant gear.
Dante is currently the best solution
out there as it provides synchroni-
zation, has a high quality of service
built into the platform, and it en-
sures that all of the audio partners
that support Dante can work together
without question.

T-Mobile Continues 600 MHz Push Across U.S.

BY STEVE HARVEY

BELLVUE, WA—Having pushed wireless
mic operators out of the 600 MHz
range, T-Mobile is continuing to lay
the foundation for nationwide 5G in
2020 with 5G-ready equipment, and
has now lit up 600 MHz (Band 71)
Extended Range LTE in 1,254 cities
and towns in 36 states, including the
island of Puerto Rico.

As T-Mobile rolls out its Band
71 infrastructure, licensed and unli-
censed wireless audio equipment op-
erators must vacate frequency spec-
trum in the 600 MHz band in the
relevant regions. Failure to do so may
result in a hefty fine.

T-Mobile notes that Extended
Range LTE signals travel twice as

far from the tower and are four times
better in buildings than mid-band
LTE, providing increased coverage
and capacity. The so-called “Un-car-
rier” has already deployed Extended
Range LTE to more than 80 percent
of Americans with 700 MHz (Band
12), and rapidly began deploying it
with 600 MHz (Band 71) last year to
expand coverage and capacity even
further.

In April 2017, T-Mobile made
its largest network investment ever,
tripling its low-band spectrum
holdings by purchasing spectrum
sold in the U.S. government’s 600
MHz auction. Those licenses cover
100 percent of the United States,
including Puerto Rico. Immedi-
ately after receiving the licenses,

T-Mobile began its rapid 600 MHz
Extended Range LTE rollout. To
accelerate the process of freeing up
the spectrum for LTE, T-Mobile
has been working with broadcast-
ers occupying 600 MHz spectrum
to assist them in moving to new
frequencies.

T-Mobile currently offers 14
smartphones capable of operating in
the 600 MHz band, and that number
continues to grow. The company has
also enabled carrier aggregation for
600 MHz Extended Range LTE and
mid-band LTE, so customers with
capable devices can access the capac-
ity of both simultaneously, increasing
download speeds.

T-Mobile
www.t-mobile.com

T-Mobile has lit up 600 MHz Extended Range
LTE in 1,254 cities and towns in 36 states.
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Hill's Gets Im

LISBON, PORTUGAL—When it comes
to a corporate event, the production
always keeps the client at the center
of the audience’s attention. Certainly
that was the case recently when U.S.
pet nutrition company Hill’s held an
in-the-round corporate presentation
in Lisbon, but event producer Har-
vest Productions aimed to go a step
further by immersing the participants
via d&b audiotechnik’s d&b Sound-
scape technology.

“We have always done 360, in-the-
round style presentations for Hill’s,”
explained Josh Koan, Harvest’s proj-
ect leader for this event. “And we
always wanted to create a totally im-
mersive experience for the delegates
that places them within the context of
the content we have created.

“For the Hill’s event, we were in
a large ballroom at a hotel in Lisbon,
Portugal,” continued Koan. “A central
stage was used for all speech-based
presentation. The delegates surround-
ed the stage, and they in turn were sur-
rounded by a 360-video panorama....
We then paired that to multitrack re-
cordings made at the same time so we
could paint an accurate audio portrait,
giving all delegates, wherever they sat,
a spatially accurate experience.”

d&b Soundscape enables two dif-
ferent, related forms of sound pro-
cessing to produce defined enhance-
ments to the listening environment.
Based on the d&b DS100 signal en-

ERNATIONALHTE
mersive with d&b

<z

d&b audiotechnik’s d&b Soundscape created immersive audio for a corporate event in Lisbon.

gine, Soundscape includes two dis-
tinct software components: En-Scene,
a sound object positioning tool, and
En-Space, an acoustic room emula-
tion tool that provides room rever-
beration signatures.

The event’s system comprised
point-source loudspeakers, mainly
Y10P with some E12-D. An inner
“out-firing ring” for speech-based
presentation from the central stage
area used allY10Ps. Meanwhile, there
was also an “in-firing” system of E12-
D and Y10P on the video perimeter.
Each screen was approximately 4
meters wide and positioned north,

Back to Analog for
Polosud Records

NAPLES, ITALy—I[taly’s Polosud Re-
cords has returned to analog af-
ter more than a decade of digital
operation with the installation of
a Rupert Neve Designs 5088 mix-
ing console. Founded in 1981 as
a rehearsal room and project stu-
dio for owner Ninni Pascale’s band
Walhalla, Polosud Records became

italy’s Polosud Records has a new Rupert
Neve Designs 5088 mixing console.

a professional studio in 1987 and a
focal point of the Neapolitan music
scene. After a “digital switchover”
in the late 1990s, which lasted until
2017, Pascale says, “The analog is
finally back.” The 5088 was supplied
by Rupert Neve Designs’ Italian dis-
tributor, MidiWare.

Pascale says, “Having been a Ru-
pert Neve fan for a long time and
already having his equipment in
my studio, I had the chance to talk
about the console during a MidiWare
event—and on that occasion, it was
love at first sight. I have used a lot of
consoles, but the RND 5088 is the
‘true’ mixer for me.”

Pascale’s console is configured
with a 16-channel penthouse loaded
with 14 channels of Shelford 5052
mic preamp/EQ and two Shelford
5051 EQ/compressor modules.
Rupert Neve Designs
www.rupertneve.com

south, east and west of an oval shape,
with the loudspeakers spaced evenly
between them.

The systems worked together so

3 N P

that as the inner ring fired outward,
it supported the Soundscape environ-
ment. So if a sound object originated
in the north position, for example,
then as that sound transited the room
and the delegates, a loudspeaker
from the inner ring would pick up
that role, supporting the sound object
across the 120-foot throw.

Koan noted, “We used QLab to
program the sound moves. The video
spit out timecode, QLab took that
and output OSC into the DS100,
then to the matrix, so the whole pro-
cess became automatic. That func-
tionality was already built into QLab.
What it meant was you just needed
to drag the path of the audio through
the listening area, and QLab writes
the OSC code to make that happen.
This was not a simple ‘snap to a new
position’ audio; this was real-world
transiting through space from one
location to another, and without any
need for complex programming to
achieve that effect.”

d&b audiotechnik
www.dbaudio.com

Aurus Makes FOH Debut
in China’s Cadillac Arena

BEIJING, CHINA—Zhang
Hong Guang, one of
China’s most popular
composers, filled the
Cadillac Arena in Bei-
jing in July when his
music was performed
for an audience of
18,000 fans. Placed at
the house mix position
was a Stage Tec Aurus

platinum desk, making A Stage Tec Aurus platinum desk mixed the music of Zhang

its debut as a FOH con-
sole in China.

The Aurus platinum was
equipped with 32 faders and inte-
grated into a Nexus network with
six Base Devices and a STAR rout-
er. CCTV, China’s national state
broadcaster, recorded the event,
which aired on the CCTV-3 music
and entertainment channel. IFTT
was the technical service provider.

The 60-piece orchestra, a choir of
50 singers and a band with 11 musi-
cians, 16 soloists and two presenters
required more than 200 mix channels
and 80 buses, which engineers kept
track of by using the Aurus VCA hi-
erarchy feature, enabling instruments
to be grouped. VCAs were mixed in-
stead of individual channels, com-
bined with the Aurus spill function.

To accommodate the large num-
ber of audio channels, the Aurus plat-
inum was fully populated with seven

Hong Guang at Cadillac Arena in Beijing in July.

RMDQ DSP units. The microphones
were converted to digital signals with-
out analog preamplification directly
at the Nexus’ mic inputs with 32-bit
resolution using the True Match pro-
cess. A total of 16 XMIC microphone
boards with eight channels each (128
in total) were installed in the Nexus
Base Devices for the purpose.

A second performance in Shen-
zhen is already planned for the end of
the year. Zhang Hong Guang, a com-
poser of Chinese opera and dance
theater, also writes film and television
scores, as well as pop and ethnic mu-
sic. The Cadillac Arena was opened
in 2008 and hosted the Olympic bas-
ketball tournament in the same year.
It will serve as the ice hockey venue
during the Winter Olympics in 2022.
Stage Tec
www.stagetec.com
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RG Jones Joins In at Henley Festival =
HENLEY-ON-THAMES, UK—RG Jones Jones’ audio team of Steve Carr and the other three stages equipped by
Sound Engineering recently providled Mark Edwards fielded Martin Au- RG Jones, which was the only onsite
sound for the annual five-day Henley dio MLLA Compact loudspeakers for sound contractor for the festival.
Festival in the UK, as it has for the main hangs and outfills. “They more “Rita had the crowd jumping
last 36 years. This year, that meant than rise to this challenge and yet and the sound system sounded in-
providing audio for the likes of Rita also enable us to keep to the fairly credible—a floating fairytale on the
Ora, Chic featuring Nile Rodgers, strict off-site noise limits set by the water,” reported Daria Dee, touring
Grace Jones, Curtis Stigers and ENO.  [city] council,” Lambert explained. production manager for Rita Ora.
The event sports a number of venues, For this year’s edition, held in July, “I’ve been working with RG Jones
but none as unique as the festival’s RG Jones added DD12s as arena de- for many years now and it’s always a
trademark Floating Stage. lays in the grandstand to replace the relief to see their name on the sheet.
Festival technical manager and previously used DD6s. Production The people behind this company are
head of sound Jim Lambert said, also used MLA Mini for infill, and very passionate about what they do—
“The Floating Stage has always been decided to retain the same curved they are a family-run independent
a challenge in that the front-to-back MLX sub-bass arrangement that it business and it really distinguishes
of the arena is only approximately 98 had introduced in 2017, resulting in a  them. I’'ve been to Henley Festival as . . .
feet but it is extremely wide, and with  smoother response in the far reaches a guest and it’s a truly unique event. ::; x:r:?ut‘::'fh?x.ﬁz;n:;\:’;ﬁ; 'Fsloating
the introduction of general admission  of the main stage arena, according to Working on it this year was equally Stage in order to cover the shallow but wide
tickets outside the arena, we are be- Lambert. fun and refreshing; the festival team  aydience area.
ing asked to cover a width of some- In addition to the Floating Stage, is as wonderful as they are profes-
thing like 330 feet.” MLA Minis were used in the Bed- sional, and our crew were well looked Martin Audio
To accomplish that goal, RG ouin Tent and Jazz Garden—two of after.” www.martin-audio.com
Solotech Takes On Fame in Montreal
MONTREAL, CANADA—The theme song MKEI1 lavalier wireless mics with
to Fame goes, “I’m gonna live forev- SK 5212 bodypack transmitters were
er,” and the theatrical musical based used for the actors, resulting in 40
on the 1980 hit film might do that as wireless inputs, along with more than
well. Case in point: it was recently re- 50 wired microphones for the band.
vived for a run at the 2,219-seat Saint Serge Rodrigue was hired as the wire-
Denis Theatre in Montreal, with au- less technician for the show to ride
dio provided by Montreal-based So- herd on all its RF needs.
lotech. Solotech
Front of house engineer Maxime www.solotech.com
Lambert oversaw a Yamaha Rivage
PM?7 digital audio console nightly for  Tackling audio for the Fame revival were (I-r) Maxime Lambert, FOH engineer; Serge Rodrigue, Yamaha
the show. “Solotech strongly suggest-  wireless technician; and Colin Gagné, sound designer. www.yamahaca.com
ed that we take a look at the PM7, as
it fulfilled most of our requirements,”
said Lambert. “After a moment of
reflection, the show’s sound designer,
Colin Gagné, and I decided that it f'\ f\
could be the right fit for us. We have SOU nd ChOICeS for [x m.u. AUD .\J'
used many Yamaha mixers before, = ,
mostly CL5, QL5 and M7CL, and Pro Audio Professionals
Solotech provided us a day in their M“?’DCB@ M,OGQI o0
warehouse for training by Yamaha S woion! Liorwenf
P David Clark Pro Audio Headsets Rest-on-Ear Style Surroundt-the-Ear Styie

systems application specialist Kevin
Kimmel.”

Lambert took advantage of the
new desk’s multiuser interface: “Hav-
ing the possibility for two operators
on one control surface at the same
time is really useful when you have
100-plus inputs to manage,” said
Lambert. “Another great feature is to
have the option of choosing the send
point of each channel to any mix,
which made mixing monitors from
front of house a lot easier. We had
the Rupert Neve Designs EQ810 and
MBC4 multiband compressor on all
of our mix buses and mostly used the
Yamaha SPX reverb for effects. The
Rupert Neve Designs 5045 also came
in handy.”

A full two dozen Sennheiser
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Capturing A Gang of Grohls for Play

“Play,” a 23-minute track composed and performed by Foo Fighters leader Dave Grohl, was recorded in single, continuous takes as he performed

all seven instruments in the piece.

BY STEVE HARVEY

LOS ANGELES, CA—To help inspire new
generations to learn and play music,
Foo Fighters’ frontman Dave Grohl
recently released Play, a mini-docu-

mentary that includes a 23-minute
track on which he plays seven differ-
ent instruments, each recorded in a
single take. The instrumental piece
was filmed and recorded in Studio
One at EastWest Studios in Holly-

Behind the Beats: How UK
Producers Created Grime

B8Y EMMA FINAMORE

LONDON, UK—Grime is one of UK
music’s big success stories. Thanks
to the genre, British rappers are
now being taken seriously across the
pond by the likes of Kanye West and
Drake. Ticket sales for grime events
quadrupled between 2010 and
2017, while Spotify grime streams
went from 89 million in 2016 to 206
million in 2017. Between 2016 and
2017, physical and digital album
sales for grime grew by 93 percent,
according to Dr. Joy White in The
Business of Grime.

Despite the high accolades and
equally high sales of today, it was
the low-fi, DIY techniques of young
producers that first generated the
unique sound that would become
one of the UK’s biggest home-
grown genres. These early pioneers
used the accessible tools they had
programs found on game consoles
of the late 1990s, cheap technology
plugged into their parents’ PCs—in
order to reflect the sounds and at-
mosphere of their environment, at
grime’s now infamous 140 bpm.

A true DIY genre, many of to-
day’s biggest MCs came up as
producers: present-day household
names Wiley and Skepta, for ex-
ample, both produced tracks for
themselves and others before be-
coming better known for their skills
on the mic. DJ Target—who helped
shape grime in its earliest form—
was childhood friends with Wiley,
and the two discovered music pro-
duction together before going on
to found garage crew Pay As U Go
Cartel (who had a Top 20 hit with
“Champagne Dance” in 2002)
and the grime-establishing group
Roll Deep, who enjoyed a string
of Number One singles and who
count grime stars Dizzee Rascal and
Tinchy Stryder as former members.

“I’d analyze the beat, right down
to the small sounds in the back-
ground,” remembers D] Target—
who helped-shape grime in its earli-
est form—in his recently published
autobiography, Grime Kids.

He describes how, even as teens,
he and Wiley were analyzing the
beat of tracks while listening to their
Walkmans or watching MTV’s first

wood over several days in March,
with multi-Grammy Award-winning
engineer, producer and mixer Darrell
Thorp behind the console.

Play, from Roswell Films, an off-
shoot of Roswell Records, which re-
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leases the Foo Fighters’ music, was
produced by Grohl and Therapy
Content/Therapy Studios. It was di-
rected by Grohl in collaboration with
Mark Monroe. The pair previously
worked together on the Grammy-
winning 2013 documentary Sound
City and the Emmy- and Grammy-
winning HBO docuseries Sonic High-
ways.

Grohl’s concept was to film and
record each of his parts for the piece,
which he wrote in sections on his
laptop while touring, in a single,
continuous take; one mistake and he
started over. “He came in and said,
‘I’ve never played this in its entirety
before.” First he played the drums
down, humming the guitar part
and there’s no click,” says Thorp, who
also engineered Foo Fighters’ latest
album, Concrete and Gold.

The finished piece was built on
take four, says Thorp. Next came the
first guitar part, bass, then two more
guitars, including an acoustic. Percus-
sion and keyboards came last.

Grohl performed the drum part
on three kits spread across the studio,
with two floor toms placed between,
enabling transitions. Play was report-
edly inspired by Grohl watching his
own kids, who have appeared on

(continued on page 24)
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DJ Plastician’s early tools included FruityLoops 2.0 and Cool Edit.

ever hip-hop show, Yo! MTV Raps.
“New software enabled us to work
entirely from laptops, or from much
simpler studio setups, which made it
possible for many more [people] to
start making music. Even without a
laptop or a recording studio, teenag-
ers were using PlayStation programs
to create beats,” says Target about
how he and his peers started creat-
ing the sound of grime around the
turn of the millennium.

“Ninety-five percent of the beats
we made were on our laptops. Logic

Pro with a bunch of MIDI plug-ins
was all we needed to get the sound

we wanted,” he adds.
FruityLoops—available on Play-
Station—was a freeware digital au-
dio workstation released in the late
1990s and adopted by many bud-
ding grime producers. Created by
Belgium-based Image-Line, which
specialized in games, FruityLoops
1.0 was developed as a MIDI-only
step sequencer inspired by the Ham-
merhead Rhythm Station, an emula-
(continued on page 23)
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BY STEVE HARVEY

INDIANAPOLIS, IN—After graduating with a bachelor’s degree
from Indiana University, Chris Wodock decided the 9-to-5 life
was not for him, so he headed to Boston to study music pro-
duction and engineering at Berklee College of Music. After six
years as a touring musician based out of Austin, TX, Wodock
returned to his hometown of Indianapolis in mid-2002 and
put his economics degree to work, initially building the Music
Garage recording and rehearsal studio and, more recently,
416 Wabash, a music production facility and event space.

“When we opened in 2004, re-
hearsals were booming,” says
Wodock, who launched Music Ga-
rage with the goal of building out
multiple rehearsal rooms in addi-
tion to a recording studio. “There
were rehearsal spaces and studios all
over Austin, so I thought I'd model
off what I’d seen there. But they’re
completely different music scenes,
so we only got to build three re-
hearsal rooms.”

Over the following 12 years, he
says, it became increasingly difficult
to entice bands into the rehearsal
rooms. The studio, on the other
hand, was doing fine. “I worked with
Gucci Mane back in 2007; that gen-
erated all kinds of buzz and I got la-
beled as the place to go for hip-hop.”

When the lease came due for re-
newal, Wodock decided it was time
for a change. “I found a couple of
investors who were into my idea
of creating a recording studio that
was more of an events/performance
space. Why don’t we have bands
come into the studio and record,
and then do a show to promote their
EP? I found this space; it had been
empty for four years, so they were
eager to rent it to us.”

416 Wabash’s 7,800-square-foot
flexible space, with a standing ca-
pacity just short of 600 people, fea-
tures an industrial vibe with mul-
tiple mezzanine levels and VIP areas
that can be configured for anything
from a wedding celebration to a cor-
porate product launch to a music
concert. “I bought a portable stage
of 4-foot by 8-foot pieces, so we can
tailor the stage for a solo acoustic
artist or we can do a 24-foot by 16-
foot stage for a larger touring act,”
says Wodock.

Shortly before relocating,
Wodock purchased a 24-input SSL
XL-Desk, which is outfitted with a
variety of 500 Series modules, in-
cluding pairs of Lindell Audio PEX-
500 passive EQs and Heritage Au-
dio ’73JR mic preamps, plus an SSL

G Series stereo bus compressor. For
the new facility, he purchased Lynx
Aurora 24 HD converters for his
Pro Tools HD12 rig and a pair of
Focal Twin6 Be monitors. A double-
wide outboard rack houses API, Fo-
cusrite, Universal Audio and other
devices. “Premium converters, good
speakers, nice desk; that was our
goal,” he says.

Wodock built his previous stu-
dio from Wes Lachot designs posted
on the internet. Lachot was his first
choice for the new facility, but the
budget wouldn’t quite stretch far
enough. Instead, he went with India-
napolis-based Haverstick Designs, a
company founded by Gavin Haver-
stick, who previously worked for lo-
cal acoustics company Auralex.

“When I saw he’d branched out
on his own, I thought, of course I'm
going to call the hometown guy,”
says Wodock. “I sat down with
Gavin and said I wanted it mod-
eled around an SSL desk and Focal
speakers, and he built exactly what I
asked for.”

Wodock and his crew con-
structed the production facilities to
Haverstick’s specifications, only us-
ing Primacoustic diffusors on the
back wall for the sake of expediency.
“It was way harder than I thought,”
he says. “Putting real lead stone into
the recording booth was a two-day
process that turned into two weeks.
There were points where I'd been
working for 14 hours and was ready
to give up. Nobody tells you how
difficult it is to hang a 5x3 piece
of 1-inch glass and how incredibly
heavy it is. But we pushed through
1t5e

Wodock chose to keep the con-
trol room to a workable size while
also including an iso booth that
could accommodate several musi-
cians. “It was a fine line between
making the event space as usable as
possible and having enough space
to make the studio as usable as pos-
sible,” he says.
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The control room for 416 Wabash centers around a SSL XL-Desk and Focal Twin6é Be

monitors.

With 7,800 square feet to work with, 416 Wabash is both a full-fledged recording studio and
event space.

Additionally, the event space is
available for recording larger bands,
or live performances, he notes. “We
put a 24-input panel with four data
lines outside the control room facing
the event space. I had Jared Stansill
at Pro Audio LA do all my Mogami
wiring.”

A freestanding, isolated mez-
zanine structure above the control
room serves as a VIP area. “We
might make it a green room,” says
Wodock, who is keen to keep the en-
tire space as flexible as possible and
cater to the widest possible range of
events. “I don’t want to be pigeon-
holed; I try to do it all.”

But music is certainly a focus.
“This weekend we have a four-band
bill on Friday, a three-band bill on
Saturday, then Sunday is a Latin
dance night,” he reports. One of
Wodock’s goals is to produce a mu-
sic show similar to Austin City Lim-
its. “We did a test pilot in April with
a film company, with seven cameras
and two really good regional touring
acts.”

The studio control room is linked
over Cat 5 via a Focusrite RedNet 3
box to a Midas M32 console in the

event space. “I can have a front-of-
house engineer and a studio engi-
neer each doing their own things,”
he says.

For a PA. system, Wodock turned
to his local dealer. “I usually get my
equipment through Sweetwater be-
cause they’re two hours north of us.
My Sweetwater sales rep, Jeff Bar-
nett, recommended a PreSonus ULT
system, two mains and two 2,000W
subs. It’s plenty loud—it’s 110 dB
all day—and crystal clear. We’ve had
great luck with it.”

Indeed, with few other business-
es combining a music studio with
an all-purpose event space to serve
as a template, Wodock believes luck
has played a part in 416 Wabash’s
success. “I'd had a studio business
for almost 18 years, so I had a pret-
ty good clientele, and it was a good
time to add the event space. Now
I’m adding even more clientele who
are interested in not only record-
ing but also having their EP release
here,” he says.

“But I definitely don’t think I'm
that smart. I think I just got lucky.”
416 Wabash
www.416wabash.com
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96 kHz vs. 44.1 kHz: Let’'s Settle This

BY CRAIG
ANDERTON

ver since we’ve
had a choice of
sample rates,

there’s been contro-
versy over whether
higher sample rates sound better.
Some claim higher sample rates add
transparency to music, while others
claim (with some justification) that no
one can tell the difference if matenial
recorded at 96 kHz plays back at 96
kHz or 44.1 kHz.

Which reminds me of being in

a studio in Chicago years ago. Two
musicians were having a heated de-
bate about whether cables made
a difference. Musician A said that
cables can make an audible, obvi-
ous difference. Musician B said it’s
about companies trying to sell you
things you don’t need, and wire is
wire.

I asked musician A if he played
guitar, and musician B if he played
keyboards. They were shocked—
how did I know? Easy: Cables can
make a difference with guitars, but
not so much with keyboards.

For the past few years, I’ve been
researching the hypothesis that both
the pro and con higher-sample-rate
advocates are right, because the dif-
ference is situational. Although I
can’t speak to all possible differenc-
es, it turns out there can be a major,
obvious difference when working
“in-the-box” with some (but not all)
virtual instruments and amp sims.

Virtual instrument waveforms,
like pulse waves, can have har-
monics that can extend into, or
above, the sample rate. When hard-
ware synths feed this type of sig-
nal through an audio interface, the
higher frequencies aren’t an issue
because the interface itself, and the
A/D conversion process, filters out
these harmonics. However, sounds
generated inside the computer do
not have these constraints. The
same can be true of high-gain amp
sims; with massive amounts of dis-
tortion and 60 dB of gain, harmon-
ics can work their way above the
clock frequency.

This can create foldover distor-
tion—a well-recognized digital au-
dio limitation that produces aliasing
and a “woolly” sonic character. In
workshops, I often demonstrate the
sound of an amp sim recorded at
44.1 kHz, 96 kHz and 192 kHz.
The difference is so obvious that a
common reaction is, “Are you sure
it’s not a different preset?”

[ October 2018 ]

Foldover distortion is usually an
1ssue with older virtual instruments
because newer ones often have in-
ternal oversampling so they can run
at a higher rate than the project.
However, this, too, has limitations.
Oversampling requires more CPU
cycles, and because virtual instru-

ments tend to be power-hungry any-
way, this may limit the number of
real-time virtual instruments you
can run in a project. Fortunately,
oversampling is usually optional, so
you can track without it—when low
latency matters—and oversample
while mixing. But another consid-

eration is that the oversampling al-
gorithms need to work in real time,
so recording at a higher “native”
sample rate may be better (although
whether anyone would notice is de-
batable).

I’ve also found that even 96 kHz
1sn’t enough to represent some synth
waveforms accurately, and 192 kHz
is preferable. At this frequency,

(continued on page 24)
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T: GRETA VAN FLEET
1: ANTHEM OF THE
PEACEFUL
LABEL: LAVA/REPUBLIC
PERSONN
Produced by: Marlon
Young, Al Sutton, Herschel
Boone
Engineered by: Al Sutton,
assisted by Tanner Peters
and Jason Mott
Mix Engineers: Al Sutton
and Marlon Young at
Rustbelt Studios (Royal
Oak, Mi})
Studio: Blackbird Studio
Nashville, TN
Mastered by: Ryan Smith at
Sterling Sound
EQUIPMENT NOTES:
96-input API Legacy Plus
48 212 mic pre’s and Flying
Faders Il automation

' 'm"

TIST: BROKEN
TESTIMONY
1: HOLDING ON TO
NOTHING
THERMAL
ENTERTAINMENT

Produced by: Jacob Porter
Engineered by: Jacob
Porter

Studios: lllusions Studios
(Taylor, SC)

Mastered by: llusions
Studios

PreSonus FP10, Avid Pro
Tools

ARTIST: PHONY PPL
ALBUM: MO’ZA-IK.
LABEL: 300
ENTERTAINMENT

S LOOK AT THE RECORDING SCENE

Produced by: Phony Ppl
Engineered by: Brother
Rich, Roland Cespedes,
Elbee Thrie, Matthew Byas,
Aja Grant, Gannon Kashiwa,
Andy Wright, Cole Karaba
Mix Engineer: Q Million
Studios: The Cabin at
Manhattan Center (New
York, NY), theSpacement.
BK. (Brooklyn, NY}, Sparta
Studios (New York, NY), The
Casa (Brooklyn, NY), Studio
610 (New York, NY), Flyin’
Dread Studio {Los Angeles,
CA)
Mastered by: Chris Athens
at Chris Athens Masters
(Austin, TX)

N NO
TASCAM DP-24SD
Portastudio; monitors:
Focal Shape 65 and Alpha
65, Yamaha NS10 and
HS5, Reftones, Tannoy 802
Reveal; Ableton Live 9.0

RACHEL ECKROTH

A WHEN IT FALLS
L/ SELF-RELEASED
PE l
Produced by: Tim Lefebvre
Engineered by: Gary
Novak, Eric Isaacson, Griffin
Boice (vocal engineer)
Mix Engineers: Nic Hard,
Geoff Stanfield
Studio: Kronos Recording
Studio (Burbank, CA})
Mastered by: Ed Brooks at
Resonant Mastering

v NOTE
Wheatstone TV Console for
playback, Dynaudio BM15A
monitors, Avid Pro Tools,
Aurora Audio GTP-8 pre’'s,
Neve 3104 pre’s

ARTISTS: JIMMY HASLIP,
SCOTT KINSEY, GERGO
BORLAI

ALBUM: ARC TRIO

LABEL: BLUE CANOE
RECORDS

PERSONNEL

Produced by: Jimmy Haslip,

Scott Kinsey

Engineered by: Scott Kinsey
Studio: Wishbone Studio
(Los Angeles, CA)

Mastered by: Scott Kinsey
at Wishbone Studio

UA 2-610, UA 6176, True
Systems P8, Geoff Tanner
GTQ2, Dynaudio BM15A
monitor, MOTU DP9,
Ableton Live

&

EDDIE Z

ARTIST: EDDIE Z
ALBUM:TOGETHERINTHE
VAULT

LABEL: THE PLAYROOM
PERSONNEL:

Produced by: Eddie Z
Engineered by: Eddie Z,
Mark Williams, Eddie Bibbs
(assistant)

Studio: The Vault at The
Playroom (Charlotte, NC)
Mastered by: Dave Harris
at Studio B

=QUIPMENT N

Avid Pro Tools, Steinberg
Nuendo, AudioKinesis
monitors

ARTIST: DAVID MESSIER
ALBUM: TIME BOMB
LABEL: SAME SKY
PRODUCTIONS
PERSONNEL:

Produced by: Dave
Madden

Engineered by: Andre
Cantavz2

Mix Engineer: Chris Shaw
Studio: Same Sky
Productions (Austin, TX)
Mastered by: Piper Payne
at Neato Mastering
(Oakland, CA)
EQUIPMENT ;
Genelec 1031 monitors,

Avid Pro Tools

A GEORGIA & THE
VINTAGE YOUTH
REMEMBERBRICK
LANE
CUZBUZ RECORDS

Produced by: Mo Pleasure
(two tracks), Ivor Crandon
and Georgia Crandon (two
tracks)

Engineered by: Neil Goody
Studio: Premises Studios
(London, UK}

Mastered by: Neil Goody at
Premises Studios
EQUIPMENT NOTES: SSL
AWS 900, ATC monitors
Avid Pro Tools

ARTIST: MIKE FARRIS
ALBUM: SILVER & STONE
LABEL:COMPASSRECORDS
PERSONNEL:

Produced by: Garry West
Engineered by: Matt Coles
Studio: Compass Sound
Studio (Nashville, TN}
Mastered by: Randy LeRoy
at Tonal Park (Tacoma Park,
MD)

EQUIPMENT Avid
C 24, APl and Millennia
pre’s, Emotiva Stealth 8
monitors, Avid Pro Tools

w

DEVON CHURCH
1: WE ARE
INEXTRICABLE
FELTE

ER
Produced by: Devon
Church

Engineered by:

Mix Engineer:

Studios: Home studio
(Brooklyn, NY)

Mastered by: Rafael Irisarri
at Black Knoll Studios
EQUIPMENT NOTES:
Universal Audio LA-610,
Yamaha HS80 monitors,
Apple Logic Pro

notes
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Grime

(continued from page 18)

tion of the TR-909 drum machine,
and Rebirth 338. An early software
synthesizer, FruityLoops was an at-
tempt at merging the two into some-
thing new. At a time when Pro Tools
was still seen as an industry standard
DAW, along with Cubase and Logic,
FruityLoops turned out to be an un-
complicated DAW for the masses—
perfect for young people with no pro-
duction experience, and an ideal tool
for experimentation.

Known today as FL Studio, the
software has developed on the Win-
dows platform for 20 years and finally
gained a Mac version this past spring,
but back in the late 1990s, it was
likely FruityLoops’ origins in gaming
that made it so accessible—young
people, accustomed to using game
programs, took to it intuitively.

Grime producer Darq E Freaker,
for example, has said in interviews
that at his school, “everyone had
FruityLoops on their computers at
home, and making tunes was more
like a game.” Many producers came
to the program via video games, hav-
ing spent hours on games like Music
Creation for the PlayStation in the ear-
ly 2000s. Image-Line had unwittingly
created the perfect tool for a genera-
tion of beat makers.

Grime’s instantly recognizable
“magic number” of 140 bpm finds
its origins here, too, as the preset
tempo in FruityLoops. “Godfather of
Grime” Wiley has said this standard
tempo in the program meant he cre-
ated most of his earliest tracks at 140
bpm, and as onc of the genre’s first
success stories, other producers fol-
lowed his lead.

D] Plastician is one such pro-
ducer, who started out making “dark
garage” beats while DJing on south
London pirate radio in the early
2000s, “before grime was known as
grime,” he says. “Then I would say
around late 2001 I started trying to
make stuff that was based around
what we now recognize as the very
first grime records—stuff like ‘Pulse
X’ and ‘Eskimo’ by Wiley.” His first
album, 2007’s Beg to Differ, featured
many UK rappers, including grime
legend Skepta. More recently he’s
worked with East London’s new gen-
eration pirate radio MC, Jammz.

“I was using FruityLoops 2.0 at
the time,” Plastician says of his early
experiments, developing his “dark ga-
rage” sound into grime, and using the
same tools that DJ Target and Wiley
were jamming with in East London—
which he’d read about online, on in-
ternet forums. “I began writing on
that solely out of samples I’d found
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From humble audio beginnings, Rude Kid has gone on to work with some of the genre’s biggest
MCs, including Wiley, Skepta, Frisco and Ghetts.

on the internet or cut off of tracks
in my CD collection, as I was such
an amateur at recording I had no
knowledge of synthesis at all. I used
to traw] the internet for sample packs;
we were on such a slow connection
back then, so everything was pretty
lo-fi as well.”

“I] never even touched a MIDI
controller until around 2004 when 1
went to college to do music technol-
ogy,” says Plastician. “I literally just
used to place WAV samples onto the
drum pad-—~which was pretty much
all FruityLoops was back then, bar-
ring a few basic plug-ins—and then
used to play them in on the piano
roll. I think the cleverest 1 would
get outside of Fruity was bouncing
loops out and opening them in Cool
Edit to add some phase or flange
effects and then import those back
into Fruity.

“If you listen to all my old stuff,
most of it is on the Plasticiman Remas-
tered album, you can hear it—there’s
hardly any chords, nothing too musi-
cal, just stabs and stuff layered on top
of each other. I guess that was a vibe
in itself, but it really was just trial and
error all the way.”

Part of that trial and error was
swapping methods and ideas with
other DJs and producers, across
genres, in the south London and
Croydon area, where the dubstep
scene had been born and was thriv-
ing. “Through hanging with Skream
and Benga [a dubstep DJ duo lauded
by the likes of Radio 1’s Annie Mac]
particularly, they put me onto using
the TS404 in FruityLoops to create
these weird, warping, wobbly bass
lines,” Plastician remembers.

“When they showed me how to
use that, I began bringing it into

some of my tracks—not often,
though, as I was still trying to keep
my foot in the grime sound as well.
That TS404 bass sound became the
most iconic dubstep bass sound from
around 2002 to 2005.”

Plastician’s experience and devel-
opment as a producer demonstrates
how grime’s sound—as well as as-
sociated genres—was directly shaped
by the technology readily available to
those making music.

That sound’s dominance didn’t
last, however: “When FruityLoops
2.0 upgraded to 3.56, the sound of
the TS404 was completely different
and phased out of dubstep produc-
tion pretty quickly because many of
us started using 3.56 instead and dis-
covered other plug-ins. I remember
Junglist being a favorite; also Albino
[a synth with 128 waveforms] was
a massive one for me from around
2005 onwards. It worked perfectly
for me as I was straddling the gap
between grime and dubstep in my
productions and I felt that plug-in of-
fered some great sounds with plenty
of bass weight.”

The Junglist plug-in is known for
its waveforms with a complex, and
organic quality, and its low bass type
Bass FX section that creates ultra-
low basses. The Albino plug-in (now
discontinued) was voted number 12
in a 2011 poll about the best VST
plug-in synths in the world. The pop-
ular synth from Rob Papen features a
whopping 128 waveforms.

Despite Plastician discovering and
using new tools to develop his sound,
he still returns to the program that
anchors grime, and in particular, the
version of his youth. “I still have a
working copy of FruityLoops 2.0 just
in case I ever feel like revisiting that
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old sound of the TS404,” he says.

Rude Kid began producing grime
tracks later than 