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Critical monitoring is essential for DV ities and DTV broadcasters

to er&ce that quaIiW
DP564, the next generation

surround sound formats and includes comprehensive monitoring

isteners. Dolby introduces the

e decoder that supports all Dolby

tools. It's perfect for applications from DVD authoring to broadcast

and postproduction.

Advanced features include two AES inputs, an optical input, linear
Dolby" Digital timecode (LTC) output, and an Ethernet port for audio streaming

Dolby Surround Pro Logic* and remote control. The front panel incorporates a master volume
Dolby Digital Surround EX™

Dolby Surround Pro Logic®ll
Dolby* Headphone a Dolby® Headphone processor for monitoring surround sound with

control and a large display for easy setup and metering; plus, there’s

regular headphones.

www.dolby.com/DP3564

00 Dolby

BREAKING SOUND BARRIERS™

Audition the next generation Dolby Digital reference decoder in your own facility. [

Dolby Laboratories. Inc. * 100 Potrero Avenue * San ifranciscc, CA 94103-4813  Telephone 415-558-0200 « Fax 415-863-1373
Wootton Bassett ¢ Wiltshire SN4 8QJ England * Tzlephone (44} 1793-842100 ¢ Fax (44) 1793-842101 « www.dolby.com
Dolby, Pro Logic. and!the double-D symbol are registered trademarks of Dolby Lazoratories. Breaking Sound Barriers and Surround EX are traderarks of Dolby Laboratories
2002 Doiby Lakcratories, Inc. SO1 14021




“The XL Is Awesome”

Rob Chiarelli, Engineer / Mixer

XL Session Report

The XL of Larrabee has been booked with back to
back sessions by one of LA's mast successful
mixer/engineers, Rob Chiarelli. Norking with a string of
rencwned arfists, Rob hos already made the XU's meters bounce to the
Los Angeles. sounds of the man in biack, Will Smith, and LeAnn Rimes mixing her
up-coraing album Twisted Angel”.

Larrabee Studios,

“The XL is the most musical console ever mad=" says Rob. “The sound is so open, clear and punchy that |
found myself having to do much less to gefithe sound | was looking for. The new computer is lightning fast,
s0 now | can work more efficiently and spend more time on the creative side of mixing my projects.”

Meanwhile the XL message continues fo spread warld-wide with new installations underway at 9
MG Sound, Vienna e Planet Kingdom, Tokyo « Hit Factery, New York  Pressure Point, Chicago s

Pacifique, Los Angeles « Paragcn, Nashville « Mega Studios, Paris « Angel Mountain,
Solid State Logic

Bethlehem PA « Home Studios, Hamburg « Plus XXX, Paris.
Pure AUdIO Excellence... Oxford +44 (0)1865 842300 Hew. York +1 111202 315 1111 Ls Angeles +1 (11353 463 444
« Greater Bandwidth than 192kHz recorders Pars +33 (0)1 3460 4566 ikcn +39 039 7328 0% Toeyo +81 (013 5474 1144

» Amazing Surround Sound Capabilities www.solil-stare-logic.com




HEADS
ARE

BETTER

THAN
ONE!

Especially when you want
to record in true stereo.

For the first time, without having to spend thousands,
RODE Jets you change the way you record.
Overheads, guitar and piano, even group vocals the
way they should be laid down.

Most recordings do not take advantage of stereo
mic’ing techniques! Yes, they are mixed as two
channels, but they lack the ambience and ‘space’
only a high-end stereo mic like the NT4 can deliver.

The NT4, stereo made easy.

® ‘ADE IN
=
| —
MICROPHONES
. S RODE NT4
(actual size)
USA - Ph: 310 328 7456 INTERNATIONAL - Ph: 61 2 8765 9333 Fax: 61 2 8765 9444

info@rodemicrophones.com

www rodemicrophones.com

Also perfect for location, effects and sampling direct to Mini Disk and DAT via cables supplied. P48 Volt or battery powered.
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The first of an entirely new
generation of active studio
| monitors featuring Tannoy
Wideband" technology -
setting new standards
for quality in reference
monitoring.
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Tannoy North America Inc.

335 Gage Ave., Suite #1

Kitchener, ON Canada N2M 5E1
Tel:(519)745-1158 Fax:(519)745-2364
Toll Free Dealer Fax:(800}525-7081
E-ma |: inquiries@tgina.com

Literature requests: litplease@tgina.com

www.fannoy.com
Click on North America
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Groove Tubes Vipre

~ A vww.groovetubes.com  Variable
Impedance
Preamp

MICROPHO

DREAM ABOUT.

VOG:
Vipre Owners Group

“I heard the Vipre demo at
the NY AES show in New
York and | bought one right
away...and gotten great
results | would not have
been able to obtain
otherwise. This is not just

another first class mic pre -

this box can help you get
sounds out of your mic's
that have eluded you up
until now.”

Walter Becker,

Steely Dan

“I've used it on voice,
guitar, and bass, all with
stunningFr_esults!_"

Frank Filipetti,

James Taylor, Carly Simon,
Elton John, Barbara Strelsand,
Pavarotti, Celine Dion, others

“After extensive listening
tests comparing it to all
other mic preamps at my
studio, the Vipre came out
way on top in terms of
sound clarity and depth.”
Michael Wagener
Dokken, Ozzy Osbourne

Janet Jackson, Stryper

Alice Cooper, many others

“This Vipre is just too good
to send back! | gotta have
it! Here's the check.”
George Petersen

MIX Editor, “Mr. Mix"

VARIABLE IMPEDANCE INPU
Custcm-wound transformers load mics at

300, 600, 1200 or 2400 ohms, multiplying the
performance potential of every microphone.
Additional transform:erless balanced bridged,
line and instrument inputs.

VARIABLE RISE TIME

Select between five amplification styles
ranging from Smooth-and-Classic (Slow) to

Bright-and-Modern (Fast). These first two Stop dreamlng’
exclusive Vipre features alone provide 25 unique wake up your mics
[ ]

tone-shaping combinations from any single mic!

ALL TUBE, BALANCED CLASS A L
Eight Groove Tut:es in a fully differential only lere does What

signal path dramatically lowers noise and no other preamp can
[ ]

distortion — while expanding bandwidth
(flat from 7Hz to over 100kHz!).

PRECISION GAIN CONTROL

No pots! Custom-built ceramic deck attenuators control

Vipre's incredible 75dB of total gain in 5dB and 1dB Visit our website or call us at 818 361 4500
stepped increments for precision gain while maintaining | for complete specs and a list of Groove Tubes
the integrity of Vipre's fully balanced signal path. Vipre dealerships.

AUTHENTIC VU METERING SROOVE TUBES LLc
Custom-built, back lighted VU meter with CUSTOM SHOP PRODUCTS"

five switchable viewing ranges. GROOVE

nEe
TUBES 2001 Groo.e Tubes LLC All nghts reserved Groove Tubos the GT in & circle fagomar
Gitove Tubes Custom Shap Products and Vipra dre tradermarks of Groove Tubes LLC




OFFER ENDS
SEPTEMBER 30,
2002!

Nefarious tinearint, Buy a Oigital 8*Bus
from an authorized Mackie dealer {visit
www.mackic.com for a list ofipacticipat-
ing retailersybetween June |, 2002 and
September 30, 2002 and your dealer
wilt give you a D8Bunanza pack with the
items listed 2t right. It you purchase an
HOR24/% at the same time, you will be
eligible 1o redeem a factory rzbate for &
more tree OPT-8 1/0 cards.

The $225 worth of 3ri-party plug-n
rebates and $100/pr Mackieactive
monitor rebates will ke paid directy
from Mackie after receipt of the proper
paperwork, which is included inside the
DBBonaiza pack.

Limit: one rebate per oroduct per
customer. Limit: One DB88onanza pack
per custemer. Mackie reserves tha right
to change the spegifics of this offer
without sotise.

Employees o' THRL.SH,S.PECTER
and other evil underground ergamizatians
are not cligithe.

Outside the B.S., calbyour local Mackie
office or distributor for participating
dealers m your country. Rebates for
overscas customers will be paid in

U.S. funds.

©2002 Macxic Ocsigns Inc. Al nghts
rescrved. “Mackie” and the " Running
Man" figure are registered trademarks:of
Mackie Destns Inc. All other trademarks
are the property of their respcctive
companies.
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$4038°°

WORTH OF FREE CARDS, SOFTWARE & REBATES!

BUY MACKIE'S AWARD-WINNING BIGITAL 8-BUS BETWEEN 6/1 AND 3/30, 2002 & GET UP TO

“Is this a coot
deal, or what?"
- Greg Mackie

Buy a fully auto-
mated 72-channel,
56-input Digital 8°Bus
console during our nifty
D8Bonanza promotion and
your Mackie dealer will give you...

Three free OPT+8 /0 cards (3297 value)
Two free UFX cards (998 value)
$1683 worth of Acuma Labs™ plug-ins:

« Filter Machine™ < Delay Factor™ ° Time Pak™
« Final Mix™ < RTA-3I™ - Saturated Fat™ < DSR-I"

TC Electronic® Level | Reverb plug-in
Mackie Mone Delay plug-in

$50 rebate for Antares™ Auto-Tune plug in, 375 rebate
for Drawmer™ ADXI00 plug in, %100 rebate for Mas-
senburg™ EQ plug-in. Now how much would you pay?

ajosuol buixut [o3bp parowoynv-Anf yndui-9§

$100 rebate on a pair of Mackie: HR824 active near
field monitors, the most accurate in the galaxy

Free Mackie coffee mug and Starbuck’s® coffee
for those marathon mixing sessions

A factory rebate for three MORE free OPT+8 I/0
cards (3297 value) when you also buy an HDR24/96
Hard Disk Recorder/Editar at the same time

Contest entry form to win a Free Mix Session with
Keith Olsen, 6-Time Grammy Winner

1.800.258.6883 - www.mackie.com/d8honanza




TEC-nology

here’s always excitement in the air around here as we approach the voting stage

for the annual Technical Excellence & Creativity Awards. Now in its 18th year,
the TEC Awards has become a major spotlight for pro audio’s best and brightest en-
gineers, producers, facilities, service providers, products and technologies.

But while we celebrate new technologies, we retain our reverence for classic, old-
er gear. Pro audio is unique among technology-based industries in that we create with
a blend of old and new products. In video production, there is little appreciation for
tube-based cameras; in software development, the market in applications for older
platforms such as Windows 3.0, Atari ST or Amiga is nonexistent.

New developments in audio are usually accompanied by a certain dose of skepti-
cism—sometimes appropriate, sometimes not. For example, 20 years ago, the Com-
pact Disc was touted as the “ultimate in audio reproduction,” a statement that was,
at best, overblown.

Several months ago, | was contacted by a writer for a European audio magazine
who asked for comments to support his belief that the advent of pitch-correction de-
vices—such as Antares’ AutoTune and TC Electronic’s Intonator—had somehow de-
stroyed music. | think he was somewhat disappointed when | replied that such prod-
ucts are simply tools and haven’t “destroyed” music any more than the ability to
punch-in a passage 75 times until a performer gets it right, or “comping” a final vo-
cal by combining parts from several takes, or using cut-and-paste editing to replace
a flawed chorus with a good one. In fact, having a pitch corrector in the vocal chain
can serve to enhance a vocal (live or studio) by providing a “safety net” so that the
performer can concentrate on the overall performance without worrying about that
one tricky note.

MIDI has been a mixed blessing, providing low-cost tools for music production—
a definite plus—while encouraging and enabling some of the worst music ever writ-
ten. At the same time, MIDI notation software allows for the simple creation of print-
ed scores, leaving one to wonder how much extra output masters such as Mozart and
Bach could have wrought had they been free of the drudgery of meticulously writing
their creations by hand.

In our everyday activities, we may deal with punch-ins, vocal shapers or quantiz-
ing MIDI files—simple tools and techniques to enhance rather than replace musical
skills. Veteran producers and engineers also rely on time-tested tricks such as sneak-
ing a bit more reverb into a headphone mix, dimming the studio lights to create a
mood or pre-recording a “guide” vocal to keep a shaky singer on track. The real
artistry comes from knowing what combination of technology or techniques will suc-
ceed in creating the best possible performance—the ultimate blend of technical ex-

cellence and creativity.

George Petersen
l\l — Editorial Director
-
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Thank you, everyone.
M-Audio/Midiman: the number one growth company
in the music indusiry for two consecutive years®,
and nominated for three TEC awards in 2002.

- mea meion eSS0 et momx Omes  Chanm e
T e e L4

“:a

If you're not familiar with the M-Audio / Midiman family, check out our website. We'd like to show you why
we're number one. Not just Redefining the Studio, we're redefining the industry.

¢ Delta audio cards, featuring the Audiophile 2496

» Keystation USB keyboards, featuring the Oxygen 8
o Studiophile speakers, featuring the SP-5B

e Groove Tubes microphones and accessories

¢ Propellerhead’s Reason

) o Ableton’s Live rt%deﬁning
H@ www.m-audio.com ¢ www.redefiningthestudio.com %tUdlo

* As reported by Music Trades Magazine April 2002 issue.




FEEDBACK

Letters

Los Lobos

LOS LOBOS CORRECTIONS
I enjoyed the article on Los Lobos in the June is-
sue. | did notice a couple of factual errors I'd like
to comment on. The modules in Cesar’s console
are mostly 33114 and a few 33115s. Although |
have informally chatted with Tchad Blake in over
the years, | have never worked with him.
So | have only been “schooled” by him insofar
as his work has influenced me from a distance.
Dave McNair
Via e-mail

UPMIXING WITH DIGNITY

In the April 2002 issue, Hank Neuberger re-
marked on the downside of “up-mixing,” point-
ing out the “baloney” of taking a 2-track mix,
passing it through some process, and then mis-
representing it as a 5.1 DVD.

I, too, am concerned about producers
“rechanneling” 2-channel material and passing
it off as 5.1. And surely this will happen. It al-
reaay has. But there are two sides to every story.
I have invented a patent-pending algorithm that
is a very powerful “up-mixer,” together with that
superb DSP programmer and inventor, Glenn
Zelniker, who licensed my K-Surround process
for Z-Systems Model ZK-6.

This is a true psycho-acoustically based am-
bience-extraction algorithm, which separates
out the inherent ambience in recorded material
and sends it to the surround channels, among
other facilities in the ZK-6.

There are many legitimate uses for such a
box, e.g., television mixes in surround that need
to incorporate and “expand” original music that
was originally produced in stereo and is not avail-
able in surround. Also, motion picture mixes
where the mix engineer wants to expand and
envelop original 2-channel music recordings, or
surround mixes for record albums where the
original multitrack tapes are damaged or un-
available.

Recently, the original mix engineer for an al-
bum that was being remixed for surround real-
ized that two tunes for the album had been ex-
tensively edited on the 2-track. It would have

12 MIX, August 2002

www.mixonline.com

been prohibitively expensive for him to remix and
then re-edit this material, and the album could
not have come out. He used the Z-K6 and was
very happy with the resuits in 5.1. Note that the
up-processing was performed by the original en-
gineer in the same studio, with the same in-
tegrity, creativity and monitoring context as the
rest of the 5.1 album that he was remixing. This
is the way to approach such a problem with in-
tegrity. And that is the way in which the Z-K6 is
marketed. It is not a “plug-and-play” tool that
just anyone can operate; its parameters require
the skills of an experienced mixing or mastering
engineer. We have about a 50% success record
turning 2-tracks to 6; not every one is suitable,
and it would be a miracle to expect better.

There is a competing algorithm from TC Elec-
tronic that also performs “upmixing” and has
other sonic attributes. Sometimes mixes that do
not work well with our system are better suited
for the other, and vice versa. But what both sys-
tems have in common is the need for the taste
and skills of an experienced producer, preferably
the original producer of the record. Do | agree
with Hank that this kind of approach is “disre-
spectful to the artists, their music and the audi-
ence”? Not in this case—not when it's done with
integrity and professionalism.

Bob Katz

Digital Domain

Orlando, Fla.

INSECURE ABOUT SECURITY

As an avid Mix reader and Internet-addicted
audio professional, | am quite surprised by the
lack of coverage of the content industries’ lob-
bying efforts directed at your country’s legisla-
tors. Laws such as the DMCA and bills such as
the Consumer Broadband and Digital Television
Promotion Act (CBDTPA), formerly known as the
Security Systems Standards and Certification Act
(SSSCA), are designed to give downright ludi-
crous and devastating legislative powers to Hol-
lywood, the record labels and the like.

The Broadcast Protection Discussion Group
(BPDG), for instance, is proposing that all AD
converters be fitted with technology that allows
them to shut down if the data they are process-
ing is watermarked and, therefore, deemed copy-
protected by Hollywood (see  http:/bpdg.
blogs.eff.org/archives/000113.html). Can you
imagine the implications this would have on our
industry? Your new Telefunky MR3205 would ac-
tually shut down if the converters detected a wa-
termark from, say, a show from the TV that’s on
in your control room. All the fancy gear with A/Ds
in your control rooms would be illegal, because

they do not possess watermark-detection circuits.

The content industry would like to slip all
these changes under the radar of the American
people and make them into law, thereby in-
creasing their monopolistic stranglehold on con-
tent, and | feel it is the responsibility of your pub-
lication to keep your readers informed. Our
industry’s technological side is borne from inno-
vation and free development. We need fewer re-
strictions, not more.

Peter Jankowski

Audio systems coordinator

Corel Centre/Ottawa Senators Hockey Club

Copyright legislation, security and rights-man-
agement issues are undergoing constant revision
as technologies develop. For the newest devel-
opments in copyright and digital rights-manage-
ment schemes—and their implications on the au-
dio industry—check out this month’s “Bitstream”
and Paul Lehrman'’s take on the latest “copy-pro-
tected” CDs in “Insider Audio.” —Eds.

ATTACK-RELEASE-COMPRESS

A letter in the May issue titled “Apples or Or-
anges?” questioned Eddie Ciletti's statements
with regards to compression and limiting in his
January “Tech’s Files” column. | believe Eddie’s
statements, taken within the context of the arti-
cle, were in reference to VU meter response for
different types of material and compressor/im-
iter action. Also seldom mentioned with older
variable-mu compressor/limiters is the fact that
attack time does somewhat dictate whether you
get compression or limiting, due to the speed
and level of transients causing limiting in most
program situations. This also is completely de-
pendent on the release time setting, as well as
the threshold/ratio setting; for instance, a fast
enough release at any ratio for most units will
lower the ratio to nearly unity again. That is why
this circuit type generally has only a few presets;
wide control functions allow for wildly different
results and a very steep learning curve.

One can understand early engineer’s yearn-
ing for a compressor/limiter with discrete contro!
functions. | suspect many early poorer-sounding
units were sales successes on the merits of their
control functions alone, despite having inferior
overall sound.

Doug Williams

Electromagnetic Radiation Recorders

Winston-Salem, N.C.

Send Feedback to Mix
mixeditorial@primediabusiness.com
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[ A new éerfspefq:'t

Introducing Laminar Spiral Enclosure™ Technology:
The new Genelec 7000 Series LSE Active Subwoofers.

The Truth - in black and white: a revolutionary, proprietary technology [and shape]
that will forever change your expectations cf what an accurate, multi-channel
professional surround-sound monitoring environment should sound like. The new
Genelec 7000 Series consists of four (4) active subwoofers — painstakingly engineered
to enhance the entire range of our cctive moritoring systems — from the award-
winning 1029’s right up to the formiaable 1039’s.
These new subwoofers look different for a very good reason: Laminar Spiral
Enctosure technology. LSE™ is evident in the unigue circular shape of the enclosures,
identical in execution for the 8”, 10”, 12” & dual-driver 12” models. This radicat
design departure dramatically alters how high-level, low-freguency acoustic energy
is delivered to virtually any critical-listening acoustic space.
The main benefit? The compromises inherent in traditional ported enclosures are
now things of the past; the unrestricted {aminar flow of low-frequency energy ":‘;:‘l';”J’f;;"l‘l’:d";“:';":"l";’lj:::::gz”;;‘lf:;"":,:"s‘::‘T”"’z‘,’:’:::
emanating from the rigid, tuned enclosures of tne 7000 Series is truly an extraordinary twa smailer models (050A & 70604} and one larger system (70714)
listening experience. When combined with the latest 6.1 electronic bass-management
technology, Genelec Laminar Spiral Enclosures not only turn things around, they give

the professional a whole new perspective on the meaning of superior performance.

GENELEC

ACTIVE MONITORING
www.genelec.com The Whole Truth and Nothing But The Truth™

Genelec Oy, Olvitie 5 FIN-74100 isalmi, Finlard +358 17-83881 “ax: 4358 17-812267 Genelec Inc., 7 Tech Circle, Natick, MA D1760 50B/652-0900 Fax: 508/652-09D9 www. genelec.com




LE MOBILE IS LE 25

MIXING IT UP AT MTV’S MOVIE AWARDS

Celebrating its 25th year on the road, Guy Charbonneau's "'sound studio on wheels,” Le
Mobile, rolled into the Shrine Auditorium (Los Angeles) to record and mix the music for
the MTV Movie Awards. Jay Vicari (Saturday Night Live) was primary engineer and music
mixer for the festivities; he was assisted by Le Mobile’s Charlie Bouis. Ted Barela and lan
Charbonneau manned the stage tech positions.

After a day of setup, Vicari and Bouis pre-recorded track transfers and editing, as
well as backup vocal pre-records of the hosts and guests inside the truck. On June |,
the awards show's music was
recorded to hard disk using a Tas-
cam MX-2424, with editing and
mixing handled the next day.

"I think we did a week's worth
of work in three days,” comment-
ed Vicari,"but it came out sound-
ing great. That's why ['ve used Le
Mobile for the last five years to do
this gig; it just sounds so good in
there. You never have to fight to
make up for any deficiencies in the
audio quality.”

NOTES FROM THE NET

The Web is greater than the sum of its parts: The International Federation of
the Phonographic Industry (IFPI) released a study on June |1, that stated that boot-
legged music sales increased by almost 50% worldwide last year. The IFP! targeted out
“pirates” who used the CD-R format to release 1.9 billion illegally duplicated units in
2001, an estimated $4.3 billion value. According to Jay Berman, IFPI chairman and chief
executive, most pirates are involved in sophisticated, international networks that feed
off of the lax copyright laws found overseas, especially in countries like Russia, China
and Brazil. This is where the WIPO (World Intellectual Property Organization) enters
the international scene. Signed on May 20, 2002, the World Phonograms and Perfor-
mances Treaty (WPPT) bars the unauthorized delivery of recorded or live musical per-
formances on the Web. Grouped with its sister treaty, the WIPO Copyright Treaty (WCT),
which protects the copyrights of authors and publishers, the WPPT will bring “interna-
tional copyright in-line with the digital age.” a spokesman for WIPO said in a statement.
As of press time, 35 and 34 countries have signed the WCT and WPPT, respectively.
Calling the kettle black: But the CD-R format that pirates use to create the rev-
enue loss is the same technology that is driving legitimate sales by consumers, according
to a study released by market research company Ipsos-Reid. The study found that 80%
of music downloaders said that their music-buying behavior remained the same or in-
creased, despite their use of CD-Rs.This is similar to research provided by Jupiter Me-
dia Matrix, which concluded that people who use file-sharing networks were more
likely to spend money on music. Can you see the labels prick up their ears? Beginning
this summer, Universal plans to distribute tens of thousands of digital singles for 99
cents and albums for $9.99 through Liquid Audio (which was recently bought out by
Alliance Entertainment) to online retailers such as Amazon.com, Best Buy and Sam
Goody. And this same CD-R technology that the labels are seemingly fighting against
will soon find its way onto the labels' online music services. Universal's upgraded serv-
ice will also let buyers burn the music files onto CDs. Sony's service also plans to al-
low CD burning in the near future.
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A year after he was named managing di-
rector of Fluid (New York City), Marc
Schwartz has been made a partner. Join-
ing Schwartz on coffee breaks is Brad
Stratton, the company’s senior music pro-
ducer...New York-based Sound Lounge
promoted Rob DiFondi, a staff assistant
for the past two years, to mixer, where
he will be rubbing elbows with Philip
Loeb. Sound Lounge recently broke a

bottle of champagne on the custom win- ’ ]
dow treatments of Loeb’s all-new, cus- '
tom-designed digital audio mixing
suite... Simone Lazer has joined Sling-
shot (New York City) in the director of
new-business development role...Name-
dropping on the East Coast: SOS Man-
agement (New York City) has added
mix engineer Chris Trevett to its talent
roster...Numerous personnel changes at
Waves (Knoxville, TN): Paul Bundschuch,
VP of sales and marketing for the company’s semiconduc-
tor division, has reduced his support for the professional and
broadcast products divisions to focus exclusively on Waves
MaxxBass ASIC and other technologies; Bob Reardon has
been appointed VP of sales and marketing for North and
South Americas in the professional products division; Didi
Dori has been hired for the marketing coordinator position
for the professional products division; and Pete Carty has
been promoted to the product specialist position in the pro-
fessional division...You may remember him as the former
sales manager at Rane Corporation: Jack Ewer is Carver Pro-
fessional’s (Portland) new director of sales and market-
ing...HHB USA (Los Angeles) has brought Tim Murray on-
board in the national sales manager role...Based out of New
York, Neil Hochman, account manager, will be telecom-
muting with his bosses at Springfield, Oregon-based Sony
Digital Authoring Services. . Filling Don Peterson’s shoes,
Kip Whitehead has been promoted to technical support/field
service manager for Crown International (Elkhart, iN)...In
conjunction with its expansion of distribution operations in
Melville, N.Y., Korg USA has hired Andrew Caulfield to
the newly created position of director of distribution oper-
ations...New distribution deals: Apogee Electronics’ (San-
ta Monica, CA) digital audio conversion systems and acces-
sories will be distributed by Arbiter Group plc (Hendon,
UK) in the UK and Republic of Ireland; TC Electronic (West-
lake Village, CA) will be distributing Lab.gruppen (Kungs-
backa, Sweden) amps in the U.S.; Las Vegas-based
Transamerica Audio Group is the exclusive distributor of
Z-Systems products in the U.S.; and Zero International
(Bronx, N.Y.) has opened a new distribution center in North
Las Vegas to service customers in the Western states. It is lo-
cated at 2450 Losee Rd., North Las Vegas, NV 89030;
702/633-9300; fax 866/585-3230.



TASCAM DM-24.
The Affordable Luxury Console Is Here

DM-24 DIGITAL MIXING CONSOLE

.....

Two DM-24s can link together with optional Cascade modules
to create a seamlessly integrated 64-channel super console.
For larger studios operating on a budget, it's a no-compromise
affordable solution for high-end digital mixing.
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The DM-24% rear panel includes AES/EBU digital I/O, S/PDIF dicital
/O, MIDI In, Out and Thru jacks, ADAT Op#ical input and output,
extenal footswitch connector, time code input, GPI port, word
sync in, out/thru, DTRS remote port, RS-422 9-pin control port,
24-cnannel TDIF /O and more. Shown her2 with standard inter-
faces. Not luxurious enough? Customize your DM-24 with ‘wo
expension ports for extra analog, TDIF, ADAT or AES/EBU modules.

All trademarks are the property cf their respective hoiders

www.tascam.com

Luxury usually comes with a hefty price tag. Not so
with the new TASCAM DM-24 32-Channel 8-Bus Digital
Mixing Console.

The DM-24’s features are usually reserved for super
high-end mixers. With 24-bit'up to 96kHz digital
audio, the DM-24 blows away the standards in sonic
quality for affordable consoles. With its internal
automation, you'll get more power at your fingertips
than you would from those huge consoles in commercial
facilities. With some of the finest spatial and modeling
processing from TC Works™ and Antares™, you can create
fully polished productions without ever going to the
rack. With incredibly flexible routing, fully parametric
EQ, machine control capabilities, touch-sensitive motorized
faders, and lots of audio interfaces, you can integrate
the DM-24 into any studio environment.

Whether you're working with standalone hard d'sk
recorders, DAW systems, MDMs or analog tape, the
DM-24 is optimized to be the very best choice in consoles
designed for 24-track recording. Ready to get everything
you ever wanted (and more) in a digital console? Get the
DM-24 today at your authorized TASCAM dealer.

TASCAM

a whole world of recording




Avatar Blends the Past and Future

By Paul Verna

ith 25 years under its belt, the New

York-based complex now known as
Avatar Recording Studios is one of the city's
legendary music haunts. it has hosted a pa-
rade of superstars that includes Bruce
Springsteen, Diana Ross, Talking Heads,
David Bowie, Nile Rodgers, The Ramones,
Eric Clapton and Foxy Brown. Unlike other
studios that pride themselves on their histo-
ry, vibe and vintage equipment, Avatar
places as high a premium on its future-
mindedness as on its heritage, emphasizing
such high-tech areas as ISDN connectivity,
Pro Tools HD and Direct Stream Digital.
Nowhere else in New York do past, present
and future collide the way they do at Avatar.

Itis a mark of the studio’s greatness that
it has survived bankruptcy filing, an auction,
a name change (from Power Station) and
shifts in ownership.

Asked what makes Avatar special, presi-
dent/owner Kirk Imamura says, “First of all,
it's the rooms. They sound great, even af-
ter all these years. | have to credit [Power
Station founder] Tony Bongiovi for the
unique design. It still stands today. Beyond
the sound, it's the look and feel of the wood.
The way Studio A's tracking room is domed,
it gives you a warm feeling when you walk
in. Drums sound great in there. The studio
musicians who come in can't stop raving
about the room, and their talents really jump
outinit.”

Imamura also attributes the studio’s suc-
cess to its commitment to nurturing the
engineering staff. “We treat our assistant
engineers very well here,” he says. “They

Engineer/musician Jeff Bova
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Studio A includes a vintage Neve 8068 board and a view of Avatar's most famous frocking room.

have a pretty good employment arrange-
ment with us where they get a guaranteed
number of hours of work. Because of that,
people are loyal here. Scott Young, our chief
engineer, still believes in training and passing
down his knowledge.” Studio manager Tino
Passante has been with the studio since the
Power Station era. Chief technical enginee~
Ken Bailey and Young date back to the ear-
ly Avatar days before Imamura took over in
early 2001.

Another factor in the studio’s success, ac-
cording to Imamura, is its casual, but profes-
sional attitude. “We don‘t try to impress,” he
says. “The rooms speak for themselves, so we
don‘t feel we need to intimidate people
when they come in.”

Judging by the number of clients who
are making return trips, Imamura’s approach
is paying off. Forceful Enterprises—the pro-
duction company owned and operated by
the famed Full Force production crew—re-
cently leased space on the second floor of
the Avatar building for its new headquar-
ters. This move brings Full Force full circle to
the studio wnere the crew got their start.

“We actually started out in this building
more than 20 years ago when it was Power

Statior:,” says Full Force leader Bowlegged
Lou. “R’5 nice to be back. It's wonderful to
have these great-sounding rooms right next
door.”

Similarly, engineer/mixer Roy Hendrick-
son is “returning” to Avatar as an engineer/
mixer-in-residence. Hendrickson was a Pow-
er Station staffer from 1985 to 1992, when
he left to pursue a freelance career and has
since worked in other world-class studios.
He credits the Avatar rooms as acoustically
and e-gonomically outstanding: “The build-
ing feels like home to me. It is a great place
for inspiration and creative support. It was
like that during Power Station days, and it is
still like that today as Avatar.”

Full Force and Hendrickson are the
newest members of an elite group of engi-
neer/musicians. Others include Jeff Bova,
Jan Folkson and Jim Janik. i think of this
creative community as a marketplace where
people are comfortable doing what they
do,” says Imamura. "As people get more
and more familiar with: other people who do
the same thing, something great is bound
to come out of the situation.”

This tradition of musicians, engineers
and producers cross-fertilizing each other’s

PHOTO DAVE KING



Full Force, then with Bowie (inset) and now. Full Force are, from left, Curt-t-1, Shy-Shy, Paul Anthony,
Baby Gerry [front), Josh Wilber and Bowlegged Lou. Pictured with Bowie at Power Station are, from left,
Paul Anthony, Nile Rodgers, Steve Salem (Full Force’s late co-manager) and Bowlegged Lou.

projects is a throwback to the early days
when legends like Bob Dylan would meet
young upstarts, like Full Force, and end up
collaborating on sessions. Imamura wanted
to build a similar culture at the new Avatar,
and he’s already seen evidence that his ef-
forts are bearing fruit. For instance, when
producer Gregg Wattenberg was at the stu-
dio recently working on material by Chan-
zal Kreviazuk, he got Michelle Branch, who
was working in another session, to sing
with Kreviazuk or a track.

If Avatar is a hotbed of creative activity
in New York, then it is also a nexus of state-
of-the-art recording and processing. Re-
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Engineer/mixer-in-residence Roy Hendrickson

cently, Avatar installed a Pro Tools HD
system, keepirg pace with the fatest gener-
ation of the popular digital audio worksta-
tion. Avatar is also a pioneer among
independent recording studios in otfering
Direct Stream Digital recording, the process
that uncerlies the Sony/Philips Super-Audio
CD format.

Imamura explains: “There’s a producer
here, Yasohachi ‘88’ Itoh, who was one of
the first clients for Power Station. He’ affili-
ated with Sony's Japanese studios, and he
wanted to produce albums here that could
be a showcase for SACD. Since I'm a Sony
veteran myself, having worked for the com-
pany for 17 years, | hit it off with him and we
decided to da this.” Besides ltoh’s projects
for Sony, several jazz albums have been cut
at Avatar an one of two DSD systems: the
2-track “silver box” and the 8-track Sonoma
recorder/editor. Clients have included Hank
Jones and Elvin Jones (Studio A), Max Roach
and Clark Terry (Studio C), and various Telarc
projects. “"The end result sounds great,” says
Imamura of DSD. “It's just another way for
us to gear up for the future.”

Alongside its commitment to cigital
technology, Avatar has decided to stay with
analog mixing consoles in its four main
rooms. Studio A houses a vintage Neve
8068 and the tracking space for which
Avatar s most renowned—a room that
Sony and Yamaha have sampled for their

high-end reverb boxes. Studio B's con-
trol room is equipped with a 72-input
Solid State Logic SSL 9000 J analog
console with a 5.1 monitoring matrix,
Total Recall and Ultimation. It adjoins
a 20x30-foot tracking room with a ceil-
ing height of 15 feet at its highest point.
Studio C is based around a 72-input Neve
VRP with a 24x40-foot studio with 24-foot
ceilings and flexible architecture, which al-
fows the space to be divided into three large
iso booths. The recently rebuilt Studio D—
with its glossy black walls—departs from the
natural wood tone in the rest of the facility.
It now houses a second SSL 9000 J.

The consoles reflect the preferences of
Avatar's clients, who appreciate digital
technology in the form of hard disk
recorders, editors and processors, but pre-
fer the sound and feel of large-format ana-
log consoles. Listening to clients and staff
might seem like an obvious tactic for a stu-
dio owner, but Imamura says that he is sur-
pnsed at how often equipment decisions
are made without looking at the wishes of
the people who use the gear.

As attentive as Imamura is to his high-
end clients, he is equally supportive of the
underground community. “If we have un-
booked studio time,” he says, "we invite un-
signed artists and give them a reduced rate
so that they can put together demos. We
want to encourage people who want to get
into the industry. Why shouldn’t they have a
good-sounding demo?”

To nurture the local music community was
one of the founding principles at Power Sta-
tion, which opened in 1977 as a venue for
seminal New York acts such as The Ramones
and the Talking Heads, as well as a wealth of
rock, pop, jazz and advertising clients. Bon-
giovi ran Power Station until 1996, when he
declared bankruptcy and was forced to auc-
tion off the studio. The buyer was a group
of entrepreneurs, led by Voikunthanath
Kanamori, who renamed the facility Avatar
but otherwise kept it largely intact. Imamura
took the helm in early 2001.

Today, a re-energized Avatar thrives, sur-
viving even the terrorist attacks of September
11, which dealt a serious blow to the New
York industry. It took a toll on the studio’s
bookings, but business has picked up, ac-
cording to Imamura. “After September 11,
a lot of projects were put on hold until early
spring,” he explains. “Thats when a lot of
projects got the go-ahead from the record la-
bels, and we're starting to feel the effects of
that. Normally, summertime is slow in the stu-
dio business, but this year is atypical. It looks
like summer’s going to be busy forus.” H

www.mixonline.com * August 2002, MIX 21



22 MIX, August 2002 »

We All March...

To a Different Drummer

BY STEPHEN ST.CROIX

ILLUS RATION: ANDREW SHACBAT

rums are fascinating—acoustically  inefti-

cient and laughable as low-frequency emit-

ters, yet loud enough to scare the hell out
of unsuspecting bystanders. Impossible to mike, but
sor satisfving when you do.

And we put them in the hands of the last people
on Earth who should have access to such things. We
give drums o driommers!

No, this column is not going to be about the
ageless war between drummers and all the other
guys in the band. Nor will 1 stoop to cruel (though
often accurate) jokes and anecdotes crafted to
bring that special feeling of warmth and cama-
raderie to everyone else in the industry at the
wholesile expense of drummers. You won't even
see the words “push,” “lag,” “loose,” “drift,” “oft”
or “deal.” And 1 certainly won't bring up classic
observations posed to drummers over the decades
like, “Well, T guess now we know where all the
Quaaludes went,” or the same line with “coke” re-
placing *Quaaludes.”

Nope, I'm takin’ the high road on this one.

www.mixonline.com

THE ABSURDITY OF THE DESIGN

If you put a 24-inch woofer in a 24%-inch-round,
24-inch-deep, open-back box, would you expect any
low frequencies to be generated? Qf course not. Every-
body knows if you don’t do somnething to stop the out-
of-phase back wave from the rear of a low-frequency
driver from canceling the front wave, you get nothing.
That's why speaker cabinets are sealed or have tuned
ports.

But not drums. On a typical rock kick, you have
well over %-inch of initial diaphragm excursion on a
2-foot membrane. With any well-designed cabinet, this
should break windows and impsess the cops who
show up when the glass hits the ground.

Toms aren’t that much better, but they do make
the token tube a little longer as the tom gets bigger,
the sort of noncommittal brute-force approach to
acoustic design that hasn't changed since the first
Heavy Pre-Metal tribal drummer stretched a skin over
a hollow log.

And snares? 1 still play an old Black Beauty. This
thing was designed to do one thing: make a very loud
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— THE FAST LANE,

short spike with metallic overtones. It was
specifically created to output as narrow an
energy signature as possible, while hurting
as many ears as possible. A well-executed
rim shot on this thing will cause any nearby
narcs to drop to the ground and reach for
their weapons.

So we have to face the fact that drums
have always been designed to project the
loudest possible transient at the cost of any
real content control. Sure, efforts are made
in choosing materials, tension approaches
and laminating techniques to work out the
more inharmonious components while ac-
centing any pleasing harmonics. But an in-
credible amount of broadband energy is
discarded in favor of the one spike that
each drum can best project.

There #salso a legitimate consideration
in this seemingly imprecise school of
drum design—drums must be tunable.
Because of this, high-Q resonant drum
designs are out of the question.

SO WHAT?

So how bad is all of this? Well, it's bad. And
it's good—real good. The fact is that drum
acoustic characteristics are very unstable
and can change dramatically in response to

tiny changes in head tension, head tension
uniformity, how many wallets or feminine
napkins are duct-taped to the skins, and, of
course, mic choices and placement.

But the problems and instabilities that
you face when you mike a drum kit are
really opportunities to shine at your craft.

Recording drums separates the techni-
cians from the true artists. Properly print-
ing a full kit requires much more than the
proper gear and more than experience
and understanding: It requires musical
creativity and acoustic artistry. Recording
drums is an Art unlike any other.

TWENTY STUPID THINGS JUST MIGHT
YIELD ONE AMAZING TRICK

We all know what mics we are supposed
to use for each drum by now, and we all
know where to put them. But have you
actually tried all of your mics on every
drum? I have. Even the insane ones. A
couple of U47s can do interesting and un-
usual things as an LR overhead setup,
though I admit that the fun is over when
the drummer hammers one and caves in
the screen. And close 451s can actually
produce a very fat and friendly but de-
fined sound while handling peak tran-

sients in novel but predictable ways, if
you are creative with placement.

And, surprisingly, with a little work, I
have had very nice results with several of
the mid-priced Japanese electrets made in
the '80s. There is something about how
they act under extreme stress from high-
level transients that drums produce.

For kicks, I have always liked a large
dynamic inside for a fat, warm, almost
fluffy bottom, with a fast condenser off-axis
on the mallet side for snap and harmonics.
I never really cared if the internal dynamic
got overloaded a little, as it just added to
the feeling of power and volume that
only a dynamic pushed really hard can
give you. A little mush can usually be
covered by proper mixing of the phase-
inverted signal from the condenser. Oh,
yeah, there is one rule for this: Whatever
EQ you use on the backside dynamic
should be applied to the condenser as
well, or the phase shift from the EQ on one
mic will create a certain artificiality when
mixed with the audio from the other mic.

BANG THE GONG
Cymbals. I have been able to get amazing
—CONTINUED ON PAGE 174

|ll|PiIll:|| The intelligent Lightpipe matrix Switcher

Fiber-optic cables go in here and come out there.

Just select which destination connects to which source and press route.

Save and load up to 99 complete routing patterns.
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“Frankly, there is nothing that compares
to the Venice in sound quality and size!
And believe me, I've tried everything...’

I

Marvin Sutton, FOH engineer, Morgan Sound
Faith Hill/ Tim McGraw

e :v
NOMINEE

“l can honestly say that this is the sweetest sounding hoard | have tested.”
Jamie Rio, Technical Reviewer, Gig Magazine

Blue Barret Jazz and Bhues Festival

“We auditioned the Venice 240 at AES this year and were hlown away!”
Marty Wentz, FOH Engineer
9-prece showband, “Which Doctor”

“I've dreamed of something like this, and now Midas has come through
with its Venice series.”
Etienne Lemery, Technical Reviewer, SONO Mag World Edition

“This is an outstanding console. We've had it jammed to the max and it
performs wonderfully! Truly a MIDAS!”
Jack Haffamier, Manager, Nelson Sound

Pasadena Pops/Wayne NewtonfJay Leno at Ball+'s Events Center

“Keeping the show within budget. Saving the sound. Truly fantastic!”
Robhie McGrath
Peter Yornf\Weezer U'S Tou

“This is the money! I had every single hole ar the back of the Venice 320
filled with all the toys like Summits, Focusrite” and Drawmers. | was
running three sends back to stage for monitors, two for effects and the
last for subs. DI outs to Pro Tools . 1 was maxxed out, and it seemed o
like it. I did too!”

Cristiano Avigni, FOH Engineer

Abenaa

To get your own Midas, call 1-800-392-3497 or visit us at www.midasconsales.com
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obnoxious sine wave sweep.

“It got your attention, didn’t it”” he
laughs today. “Those ads gave us an im-
mediate identity, which is very important
with radio. No one told us they wished the
oscillator sound went on twice as long, but
it worked.” His conversational voice is far
more pleasant, and less insistent than in his
commercials. The distinctive radio ads
were first produced in their own factory,
on a pair of Advent cassette decks and
mics, with various types of test tones
sounding in the background as technicians
worked. When the ad production went
pro, they kept the sound.

Cambridge Soundworks was bought in
1998 by Creative Technology, the giant
Singapore company that brought us the
infamous SoundBlaster card, and that also
now owns E-mu and Ensoniq and makes
Nomad MP3 players. DeVesto didn’t really
want to sell the company, but “it was pub-
licly traded and the offer went so high, my
attorney tapped me on the shoulder and
said, ‘If you don't sell, the shareholders
will get mad.’ So [ left the company, and
sat on a non-compete agreement for a
while.” Not to mention a decent pile of
cash, I'm sure.

“/ell beyond

tudio furniture

Tel: 800.315.0878
info@argosyconsole.com
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But before the company started, when
Advent went bankrupt in the early '80s,
he and Kloss bought the entire remaining
stock of Advent table radios. (One of my
first “business” reporting assignments for
a magazine was to go to New Hampshire
and cover the bankruptcy auction. It was
a very depressing sight. The hottest items
were a couple dozen IBM Selectric type-
writers. 1 bought a box of unlabeled
tweeters.) “Those radios were legendary,”
he says. “Every time someone Henry or |
knew had a wedding or a bar mitzvah,
they got a radio. And in divorce pro-
ceedings, who got the radio was some-
times a big issue.”

So after the non-compete agreement
ran out about two years ago, the two went
back to where they once belonged, and
introduced, yes, a table radio: The Tivoli
Audio Model One, which sells in mid-
level and high-end retail audio stores (but
not at Cambridge Soundworks outlets) for
about $100.

What's so special about the Model
One? It’s a simple, mono, tabletop AM/FM
radio. It has an internal FM antenna and
a jack for an external one. It sounds quite
good for something its size. But, amaz-

ingly, this little sucker picks up and sorts
out stations that none of the other tuners
in my house can touch. In fact, it does
such a good job of this that, in 2001, the
readers of Stereophile magazine, that ven-
erable journal of home audio tweakers,
tinkerers and big spenders (their idea of
a “budget” stereo system is anything that
costs less than $5,000) voted it one of the
10 best “analog source” products of the
year. The next least-expensive item on the
list was a $2,000 phono cartridge. The
other FM wners on the list were...well,
actually there weren't any.

When [ brought a Model One home, |
set it up right next to the old Sony cassette
boom box, which was the only radio I had
that could pick up WUMB. The Model One
is extremely unprepossessing: There's an
on/off AM/FM switch, a volume knob and
the large tuning knob, a power lamp and
a yellow tuning indicator. It has a 3-inch
speaker in front, and a port running
through the middle from the bottom up to
give it some bass. No bells, whistles, dis-
plays or infrared remotes. [ attached the lit-
tle single-wire antenna that's included and
turned it on. A few counterclockwise

—CONTINUED ON PAGE 182




vintage
2001

The M150 Tube represents more than
seventy years of experience building
the world's finest microphones. It's not
a reissue, but a stunning new tube mic

is the culmination of all that has
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Give us a call or visit our web site to learn more about the M150 Tube

NeumanniU8A he M 150 Tube

Telephone: 860.434.5220 « FAX. 860.434.3148
Canada: Tel: 514-426-3013. Fax:

Mexico: Te!l: {(525) 639-0953. F
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ENGINEERS

GIVE THEIR

TIPS ON Y MICHAEL COOPER

RECORDING

DRUMS

- Mﬁ&&rding techniques have undergone dramatic changes over the years, in part because of the op-
tions afforded by virtually unlimited track counts in modern DAWs. Long gone are the days of recording
' traps and cymbals to four tracks. In addition to using a stereo pair of overheads, most engineers like to mike
- each and every piece of the trap set with a separate mic to have the greatest control over levels at mixdown.
| But:beyond that basic foundation, all bets are off. In the never-ending quest for new drum sounds, today's
~ leading engineers are combining adventurous miking and signal-processing techniques with the tried-and-
-~ true.

Mix interviewed three top-drawer engineers—David Bianco, Ed Seay and David Thoener—to discover
'mﬁwmches to recording drums. (For a look at our interviewees' credits, see “Bad Boys of Bang.") These
have a plethora of cool and often opposing recording techniques that they are happy to share. Yet, they

" all emphatically agreed that the key to slamniin’ drum fracks starts with a-great-sounding source.

GO TO THE SOURCE

“Truth be known,” Bianco says, “the key to the best drum sounds is great drums that are well-tuned and
played by pros.” Thoener concurs. “The most important things in getting a great drum sound,” he says,
“are tuning and technique. Tuning is absolutely the most important element. You can have a great drum-
mer, but if the drums are not tuned properly, they're not gonna sound good. You can take the same exact
kit and have a personwho does‘drum tuning for a profession come in and tune.it, and you won't believe it
was the same kit fyou started with]. it's a cembmatlon of changing heads, [adjusting the] tension and tun-
ing the bottorn head against the top head. ) He says that once that's done properly, “the toms, especially,

ng out and sound amazing."”

Seay recalls the exact moment in his long earéer\when he realized how critical it is for the source to sound
great. He was assisting for engineer Cal Harris on a' Commodores session in 1981 (recording the album /n
the Pocket for Motown) when.he had “a real moment of clarity. Harris pushes up the kick drum mic's fader,”

« Seay recalls,“and, wow, that sounds great right off the bat! And on the snare drum, damn! He barely touched
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Bianco likes to place a kick drum mic
“maybe four to six inches off the beater
and pointed right at it.” He'll often take
the front head completely off of the kick,
though he notes that it can sometimes im-
part flattering resonance if it's left on and
tuned a half-step higher than the pedal-
side head.

Bianco often likes to experiment
with using a second “crazy” mic on
the kick drum. “Sometimes, I put an
additional condenser microphone
on the pedal side of the kick drum
and squash the heck out of it with
as inexpensive of a compressor as |
can get,” he says with a laugh. “That
gives you a really crazy, almost
gated-reverb kind of sound. It adds
size to the kick drum and serves as
a snare undermic, as well. In fact,
I've been using a pedal-side kick
mic more often than an underneath
snare mic. 'l go in on the hi-hat
side with a U87 and place the mic
two inches off the beater-side head,
pointed right at it. ¥l flip the mic’s phase
and use a dbx 160x or something else on
it. On its own, it sounds crazy, but mixed
in, it gives the kick drum a lot more low-
end punch. If you do it right, it almost
sounds like there's a lower octave to the
kick drum. I find it sounds more effective
than using an outside kick drum mic [on
the front head]. For bands that are trying
to be more like Beck or the Beastie Boys,
it's a wild-sounding drum sound on its
own. But, Pve also run it through a [Line
6] Pod or some kind of amplifier to get a
great drum loop sound. It's astounding.”
To keep his options open at mixdown,
Bianco prints the beater-side mic’s signal
10 a separate track.

Thoener takes a decidedly different ap-
proach to miking a kick drum. He typically
aims at getting a natural sound, and one
that has more low end than beater click. “1
place an [AKG] D112 flush with the front
head of the kick drum,” Thoener notes.
“The mic would be touching the head if
the hole wasn't there. Then, FIl mess with
the angle to find the sweet spot.”

Thoener will often build a 2- to 3-foot-
long tunnel in front of the kick drum by
draping a heavy packing blanket over two
flanking mic stands. “Pll put a Neumann
U47 inside the wunnel, about two feet back
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from the front head. I'll adjust [the U47's
mic height to be somewhere] between the
middle of the drum and the floor. That
mic picks up a lot of bottom that you
don't get from the closer mic.” To get even
more low end, Thoener will set up the
drums on a riser whenever possible, thus
isolating the kit from the damping eftect
of the studio’s floor.

Seay usually avoids miking the kick
drum with two mics because of the phase
cancellations that can result when the two
signals are combined. When he does use
two mics, he'll align the two signals so
that their waveform spikes line up in Pro

Tools. But most of the time, he'll simply
place one mic just inside the hole in the
kick’'s front head and adjust the mic's an-
gle 1o get the sound he's after. The Audio-
Technica ATM25 and Neumann U47 FET
are his favorite mics to record kick drum.

MY HI-HAT’S OFF TO YOU

When he's puting a mic on the snare
drum, Thoener always asks the drummer
to “move his hi-hat as far over to his left as
he possibly can and still play comfortably.”
This allows Thoener to place a Shure SM57
on the snare drum so that the mic’s null
point is directly facing the hi-hat. “I try to
angle my snare mic underneath the hi-hat,
but place it about two fingers' [width] in
height above the [perimeter] of the shell,”
he explains. “That way, Pm gonna get
some air off of the snare drum. I try to
never choke on any of my mics. If you
place the mics too close to the source, you
get too much proximity effect.”

Thoener typically places two SM57s on
snare, one on the top and the other on
the bottam of the drum. He usually flips
the phase of the bottom mic’s signal to
align it with the top mic’s.

Thoener recalls the days when the to-
tal tracks available for recording drums
were meager, usually forcing him to use
only one mic on the top of the snare

drum. To compensate at mixdown, he
would re-excite the snares by feeding the
pre-recorded snare track to an Auratone
speaker aimed at the live drum. For iso-
lation, both the speaker and snare drum
would be placed out in the studio.
Thoener would turn the snare drum up-
side down and suspend it off of the floor
between stacks of books. Then, he would
place the Auratone underneath the snare
and on the floor so that it was facing up
at the top head of the drum. Finally, he’'d
mike up the snares, which would rattle
whenever the Auratone would voice the
pre-recorded snare hits.

Of course, one man’s pleasure is
another’s pain. Seay never mikes the
bottom of the snare drum. “I've
played with that,” he says, “and I just
don't love it. It never sounds like a
big improvement to me. It's not the
way my ear hears the snare drum out
in the room.”

GROUND CONTROL TO

MAJOR TOMS

All three of these engineers generally
prefer to record each tom with a sep-
arate mic placed on the top side of the
drum only. In rare instances where
Thoener feels he needs more bottom
from a floor tom, he'll also place a
Sennheiser 421 on the bottom head of that
drum. “I'll start with a 421, and if that's not
working, Il switch to a U87," Thoener
says. He cautions that the bottom mic
should be pointed in a way so that it re-
jects the sound of the other drums.

Seay very rarely mikes the bottom of
toms. “But every now and then, I do,” he
admits. "I think it provides a very neat per-
spective. It adds a depth and body to the
sound that you can’t get any other way.”

As for topside tom mics, Thoener likes
to use 421s with one exception: Where a
drummer has a few “bongos,” or very
small toms, in addition to the standard-
sized rack toms, he'll place a sole SM57
across all of the bongos.

Bianco also likes using 421s on toms.
“I try to mike toms from as far away as |
can,” he notes, “so I get as much ring [as
possible]l and not just attack. Usually, 1
end up with the mic five to seven inches
away and pointed toward the center of
the drum.”

A potential drawback to such a setup
is that the tom mics may pick up exces-
sive cymbal bleed. Bianco offers a cre-
ative solution for both cymbal and hi-hat
bleed: “Fll build a cardboard hood for
snare and tom mics. “I'll tape the hood to
the microphone’s body or to the rim of
the drum to make the mic reject the cym-



“The KSM44 has amazing presence on

vocals. It’s a greal all-around condenser mic.”
-Eddie Kramer (Jimi Hendrix, Led Zeppelin,
Kiss, the Beatles, ...)

“I found the KSM44 to have an excellent
natural quality with good presence and a
nice open lop end. This mic is so smooth in
the midrange, even a banjo sounded good!”
-Joe Chiccarelli (Beck, U2, Elton John, ...)

“I tested the KSM44 on vocals, bass, guitar, and
drums, and haven't stopped using it since. It’s
hard to describe, but there is an immediacy
to the KSM44 that is very appealing - sort of like
a dynamic mic, but more elegant.”

-Brad Wood (Smashing Pumpkins, Liz Phair, Better Than Ezra, ...)

For a mic with
such low self-noise,
it sure creales a lot of buzz.

“The KSM44 is the quietest microphone I have
ever used, and one of the best sounding too.”
-Tom Jung (Pro Audio Review, DMP Records, ...)

“As | compared the KSM44 to a mic I consider lo be
an old favorite, my ear immediately chose the KSM44.,
/ Shure has a [anlastic studio mic that | can use for critical
: recordings - il's going to become a standard, very fast.”
-Bil VornDick (Alison Krauss, Bela Fleck, Mark O'Connor, ...)

“My first impressions of the KSM44 were
warm, round, full - dare I say it? Fat!”
-Bob Ross (Recording Magavine)

“The KSM44 is a remarkable achievement. | am especially impressed

with the versalility of this microphone and have yel lo find its limits.”
-Steve Albini (Nirvana, Page and Plant, PJ Harvey, ...)

“I was given the KSM44 prototype early-on, nol knowing its intended

purpose - so [ tried il on everything. Guess whal, it worked on everything!”
-Chuck Ainlay (Trisha Yearwood, Mark Knopller, George Strait, ...)

The KSM44 muilti-pattern studio condenser microphone has become quite the
conversation piece in studios around the world. Maybe that’s because its incredibly
_5’“} low self-noise (7 dB) lets you record only what you want to hear. Or maybe it's

i i i i =# the three polar patterns and the design of the externally biased dual-diaphragm
SHURE polar p g y phrag

cartridge. Once you experience it for yourself, you'll be talking, too. To discover what
It's Your Sound makes the KSM44 so buzzworthy, call 1-800-25-SHURE or visit www.shure.com.

«) 2001 Shute Incorporated
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bals and hi-hat a little bit more.” If the
cardboard causes any diffractive effects,
he'll put a bit of absorptive foam inside
the hood, as well.

Miking up the cymbals themselves,
Bianco likes to use AKG 414s, 4525 or C12s.
He will sometimes place a pair of 452s in
an X-Y configuration, “just above where the
drummer’s ears are,” and pointing toward
the front of the kit. But he stresses the im-
portance of optimizing the exact placement
of the overhead mics in order to minimize
phase cancellations. “If you use wide car-
dioids,” Bianco says, “you'll find that your
kick drum starts to disappear until you find
the right spot for the mics.” Just moving the
overhead mics a few inches can make a big
difference in the sound.

Thoener avoids phase problems with
overheads by spacing cardioid-mode
AKG 414ULS mics above the far left and
right sides of the kit, “on the outer edges
of the cymbals.” Seay likes using AKG
414s, 451s or 452s, or Sanken cardioids in
a spaced-pair or an X-Y configuration for
overheads.

ROOM TO GROW
Room mics make a huge contribution to
achieving a big drum sound. “I think the

room mic is just as important as
any other element [of the mic
setup),” Seay says. “Even if the
room mics are pulled in really
tight in a really dead room, the
sound is more pleasing and ac-
curate to my ear than without
[using them]. For more bombast
or more rock, you can pull them |
back [farther away from the kit].”

Seay sometimes ends up us- |
ing the tracking room’s talk- |
back mic as an extra room mic, |
in addition to using two room |
mics placed in a spaced pair or
an X-Y configuration. He cautions that
when using a widely spaced pair of mics,
one should make sure that one isn't pick-
ing up a lot more snare than the other;
otherwise, it can throw off the stereo im-
age of the overall sound.

If he wants to capture more bottom-
end guts from the drums, Seay will place
his room mics “almost on the floor, so that
the reflections are negated, and looking
up at the kit. That's a good way to avoid
all of the cymbal bleed. It ‘plays up’ the
bottom of the kit.

“Almost anything will work for room
mics,” Seay continues, “as long as the mic
is decent. [AKG] 414s or [Audio-Technical
4033s do well. Sometimes, SM57s are per-
fect if you're really going for crack and
raw harshness.”

Thoener always records room mics in
case he can use them in the mix, although
they don’t always end up being useful. He
likes using a stereo AKG C24 or Royer or

BAD B0Ya OF BANG

Album.

1999).

From Mudhoney (Tomorrow Hit Today, March To Fuzz) and Ozzy Osbourne (Ozzmo-
sis) to John Hiatt and the Black Crowes (Sho’ Nuff), David Bianco’s engineering and
mixing credits span a wide range of musical styles. Bianco also often lends his skills
as a multi-instrumentalist to the records he produces. it was Bianco who tracked Tom
Petty's Wildflowers (Warner Bros., 1994), which won.a Grammy for Best Engineered

Ed Seay has recorded, mixed and produced scores of hit records since the late 70s.
His early successes with pop artists Paul Davis (Paul Davis), Marie Osmond (All in Love)
and Melissa Manchester (Essence of Melissa Manchester) were followed by hit
records for country icons Martina McBride (Way That | Am), Highway 101 (Reunited),
Ricky Skaggs (My Father’s Son) and Collin Raye (Walls Came Down), to name just a
few. Upcoming projects include new albums for Travis Tritt and Blake Shelton.

David Thoener has tracked and/or mixed hit records for Matchbox Twenty (Mad Sea-
son), Wheatus (Wheatus), Aerosmith (Geta Grip), Phil Vassar (Phil Vassar), and many
more. Thoener won two Grammys—Record of the Year-and Album of the Year—for
mixing the single “Smooth” by Santana, featuring Rob Thomas (Supernatural, Arista,

—Michael Cooper
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Coles mics for “rooms,” placed roughly 15
feet away from the kit—as long as there
are no other instruments in the room be-
sides drums that could bleed into thase
mics. “I'll usually keep the mics up fairly
high,” he notes. “I really don’t want my
room mics to pick up too much kick drum.
If I've got an uptempo song or 60 faders
on the mix, I really don’t want my kick
drum getting too ambient because it’s just
going to get lost in the mix. A lot of times,
I find myself rolling off the bottom on
those room mics so that I can work them
into the mix without them taking presence
away from the drums. Sometimes, if I like
what they do for the snare but not for the
other elements of the kit, I'll gate the room
mics and key them with the snare [mic’s
signall.

“Instead of using room mics,” Thoener
continues, “sometimes I'll put one [Tele-
funken] 251 about three or four feet above
the drummer’s head height, placed dead
center right over the snare drum. Some-
times, [ compress that just a little bit. I find
that adds a natural ambience to my snare
drum that the overheads don’t get.”

Bianco is a fan of using multiple room
mics—including some with extreme pro-
cessing applied—when recording drums.
“I always have some tracks that use heav-
ily compressed microphones for the more
crazy kit sounds,” he enthuses. “I'll use a
mono omni or a stereo pair that are dis-
tressed big time with an [Empirical Labs]
Distressor compressor. A four-to-one ratio
sounds the best to me, but I really crank
the input. Omni mics, even if they'’re close
in, can give you that Led Zeppelin kind of
sound. I'll also use the Distressor’s Dis-
tortion 2 setting a lot of the time; you get
a litle more grind using that.”

PROCESS THIS

Thoener will also use a Distressor while
tracking drums, but only to achieve a rela-
tively mild effect. He'll typically use it on
the snare drum to elongate the decay. “I'll
do maybe 4 or 5 dB of compression at
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three-to-one [ratiol,” Thoener explains, “us-
ing a slow attack and a fairly quick release.
That gives me a little more ring on the
drum.”

Seay typically only applies compres-
sion to the room mics during tracking.

David Bianco

He'll compress the kick drum, however, if
the dynamics are a little erratic or if the
drum “needs a little pop on the front end.”

Thoener, Seay and Bianco are not shy
about applying EQ to drums when track-
ing, as long as they've taken mic choice
and miking techniques as far as they can
go. Seay is the most outspoken of the
three on the subject, confessing that he al-
ways applies some EQ. "My philosophy
is, ‘Make it sound as good as possible, as
quickly as possible,”” Seay elaborates.

It's totally valid to beef-up the drums
by any means while tracking, as long as
you're absolutely certain that they need it.
That said, Thoener makes a plea to up
and-coming engineers who are tracking
cuts that other engineers will mix. “Please,
please,” Thoener implores, “stop over-
compressing drums to tape. Compression
should be used as little as possible [when
tracking]. You'd be surprised by how
many tapes I get where the overheads and
room mics are compressed 20-to-one.”
Thoener acknowledges that a heavily
compressed sound might be what the
tracking engineer was shooting for, “but if
you decide, all of a sudden, that that
sound is not working for vou any longer
[at mixdown),” he warns, “you can't
change it. There’s nothing you can do
about it.” n

Michuel Cooper is a Mix contributing edi-
tor and owner of Michael Cooper Record-
ing in beautiful Sisters, Ore.
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Audio-Technica AT30
{right] and AT3032

ADK A-51sc

AKG C 4518

Beyerdynamic MC 930
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intage mics are just plain cool. Both legacy

and newbie mic builders continue to study at

the ahar of past designs of diaphragms, back-
plates, housings, electronics and capsules, while
breaking new ground with emulations and innova-
tions. The majority of that infatuation has been tube-
and large-diaphragm-based, but a nice crop of fresh,
new small-condenser mics have popped up over the
past year.

Nothing improves your tone like adding a new mic
(or three) 1o record silkicr overheads, transparent toms,
and incredibly present guitars, pianos, vocals, strings,
hand percussion and more. Defining a large diaphragm
as l-inch and above and a sinall-condenser as every-
thing under 20 mm (%-inch), Mix looks at the latest
offerings in condenser mics of the small variety.

From ADK's Audiophile Scries-FET comes the new
A-51sc Small-Capsule Condenser High-SPL Version mic
($399). Introduced at Winter NAMM 2002, the A-51sc is
a true condenser design wiih a 20mm  diaphragm,
fixed-cardioid polar pattern and 20 to 20k Hz frequen-
cy range. ADK suggests its latest mic—which weighs a
mere 4.2 ounces—for pianos, snares, strings, over-
heads and that sweet spot at the twelth fret of an acoustic
guitar. A -10dB pad has been added o the A-51sc, mak-
ing it a good kick drum mic, as well. Included are a
mic clip, vinyl pouch and small flight case.

Next up is the C 451B ($549) from AKG (see Mix
review April 2002). Dedicated to the company’s clas-
sic 1969 CMS Series mic with interchangeable cap-
sules (namely, the C 451 EB plus CK 1), the new mic
boasts improved specs while faithfully reproducing
the original’s acoustical behavior. Features include a
switchable highpass filter (75 or 150 Hz), switchable
pre-attenuation pad, and a flat, on-axis frequency
response from 20 to 20k Hz. The mic also provides
excellent RF interference protection

Audio-Technica’s new 30 Series includes the



What's New in Small-Diaphragm Condensers
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Marshall Electronics MXL 603$

AT3031 cardioid and AT3032 ommnidirectional small-
diaphragm. fixed-chirge backplate, permanently polar-
ized condensers. Both models have a frequency
response of 30 to 20.000 Hz, a conservatively rated
sclf-noise of 16 dBA, high-SPL-handling capability (148
dB. or 158 dB with the -10dB pad switched in), and an
80t1z, 12dB/oclave, low-tfrequency, roll-off switch. The
mics are priced at $259 each, with stand clamp, foam
windscreen and protective pouch.

As we went to press, we heard about the new M-
Series miniature corslenser mics from Audix. Its 12mm
capsule is housed in a compact, 90mm-long body, with
internal FET electronics based around the company’s
popular SCX-1 preainp. Optional interchangeable cap-
sules ofter users the choice of cardioid, hypercardioid or
omni patterns. The mic (with one capsule) retails at
$399; a version with pad and LF roll-off switches is $499.

Unveiled at AES Munich 2002, Beyerdynamic’s car-
dioid MC 930 condenser is optimized for piano, per-
cussion, brass and overheads, and offers high-end
performance at a low price. Intended for either studio
or live applications, the MC 930 is a true condenser
design teaturing a cardioid pickup patiern, a4 nonreflec-
tive bluck finish, recessed switches for -15dB pad and
a -6dB’octave bass roll-off at 200 Hz. Specs include a
30 1o 20,000Hz frequency response and a signal-to-
noise ratio of 7t db.

CAD/CTI's GXL1200 cardioid instrument mic ($99)
Groove Tubes GT44 is a compact, rugged omnidirectional condenser model.

CAD/CTI GXL1200
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Frequency response is 30 to 20k Hz in this 5.33-inch, 4-ounce
mic that operates on either 24-volt or 48V phantom sources.
Optionally, two GXL1200s can be
purchased as a matched stereo pair.

Now distributed by Midiman, the
Groove Tubes line of true condenser
mics includes two end-address models
with 0.75-inch capsules and 6-micron,
gold-evaporated  diaphragms. The
GT33 studio cardioid is based on
solid-state, phantom-powered, Class-A
FET electronics and retails at $599,
including hardmount, shockmount
and hard mic case. The cardioid
GT44 (with optional interchange-
able omni and hypercardioid cap-
sules) features Class-A electronics
using a GT6205 vacuum tube. The
GT44's §999 retail includes a PSM1
power supply, multipin 25-foot soft
audio cable, hardmount, shock-
mount, AC power cable and mic
case. All Groove Tubes mics meas-
ure within +1 dB of a standard ref-
erence mic, so matched pairs are
available at no additional cost.

The MXL 603 Instrument Micro-
phone ($99) from Marshall Electronics
is a new 20mm, 6-micron, gold-
diaphragm condenser mic. Intended primarily for drum, ambi-
ent and orchestral miking applications, the supercardioid MXL
603 is internally wired with high-quality Mogami cable
throughout and is externally finished in classic silver. Specs
include a 20 to 25k Hz frequency range and 137dB maximum
SPL, and its transformerless design provides a solid bottom and
open top end. It's also offered bundled with Marshall’s large-
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Nady Systems SPC-15

diaphragm MXL 2001-P as the $199 Recording Package.

Two new small condenser mics from Germany-based
MBHO have been released since last year's New York AES con-
vention. The cardioid MBNM 440 CL ($369, with a surcharge

Oktava MKO12a

for matched pairs) has a 4-inch body in a nonreflective, matte
black finish. The MBP 603 (8639 with body and modular KA-
200 capsule; $699 in special Nextel finish) is a transformerless
mic body that accommodates a number of MBHO capsule car-
tridges. Omnidirectional, cardioid, hypercardioid, figure-8 and
other capsules are offered.

Known for its wireless systems, Nady Systems also offers
wired condensers, including the SPC-15, a multipurpose
vocal/instrument mic with a 50 to 18k Hz frequency response
and a mid-high presence boost. This supercardioid, back elec-
tret condenser handles up to 136dB SPLs and retails at $119.95,

Added last year to the MKO12 condenser line, Oktava's
MKO12a (8129) is a single-capsule cardioid mic based on the
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company’s interchangeable MKO12. Like
the MKOI12's body. the MKOI2a has a
frequency response of 20 to 20k Hz and
can be specially ordered in matched
pairs. The MKO12 Mulii-Capsule pack-
age comes with three interchangeable
condenser  capsules  (omni,  hypercar-
dioid and cardioid) and includes a 10dB
pad for high-SPL situations

RODE  Microphones
debuted its NT+ and NTS
mics  at Winter NANNM
2002. The stereo NTh
(8899) is a cardioid true
condenser  with  two
inch capsules mounted in
a 90° X-Y arangement.
Suited for studio or loca-

CONTRCT INFORMATION

ACO Pacific

ADK

AKG

Alesis

Applied Microphone Technology

Audio-Technica

Audix

Behringer

Benson Audio Labs

Beyerdynamic

CAD/CTI

Carvin

Crown

DPA

Earthworks

Electro-Voice

Groove Tubes

Hebden Sound

Josephson

Marshall Electronics

MBHO

Microtech Gefell
_Nady Systems

Neumann

Oktava

Pearl

Peavey

RADE Microphones

Sanken

Schoeps

Sennheiser

Shure -

Sony

This article focuses on new small-diaphragm condenser mics; however, there are numerous
existing products available from other manufacturers, so the following list includes compa-
nies not mentioned in the text. Here are some Websites to check out for further information.

___ www.acopacific.com
www.adkmic.com
www.akg-acoustics.com
www.alesis.com
_www.appliedmic.com
www.audiotechnica.com
www.audixusa.com
www.behringer.com
www.bensonaudiolabs.com
www.beyerdynamic.com
www.cadmics.com
_www.carvin.com

~ www.crownaudio.com
www.dpamicrophones.com
www.earthwks.com
www.electrovoice.com
www.midiman.com
www.hebdensound.co.uk
www.josephson.com
www.mxImics.com
www.mbho.de
www.gprime.com
www.nadywireless.com
WWW.Neumannusa.com
‘www.oktava.net
www.independentaudio.com
_ wWww.peavey.com
www.rodemicrophones.com
www.sanken-mic.com
www.schoeps.de
www.sennheiser.com
_ www.shure.com
WWW.sony.com
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Schoeps U.S. Stereo Set

tion recording, the NT 1 includes XLR and
mini jack cables. and it can operate on
phantom power or a single 9V battery.
Spees include a 20 to 20k Hz response,
128dB dynamic range, 143dB SPL han-
dling and 78dB  signal-to-noise ratio.
RODE's NTS (8599) is a matched pair of
cardioid condensers  offering  sterco
recording at a more affordable price.
The NTS is sold as a set with wo
maiched mics. a1 custom-molded carry
case, two stand adapters and a pair of
foamn screens—all weighing just tour
pounds complete. Each of the two NT5s
included has spees identical 1o the two-
headed NT4.

Two new versions of the US. Edition
Stereo Set were announced in April of
this vear by Schoeps. The CMC64 ST
(81.845) features a pair of  stereo-
matched cardioid mics in a custom wood
box complete with two elastic suspen-
sions and pop screens. The ST system
has 1 frequency -ange of 40 10 20k Hz,
132dB maximum SPL. 12 10 48\ phan-
tom power and comes in a soft-gray
maite finish. The CMC64 (5873) is identi-
cal in spees and performance, but comes
as a single MK« cardioid capsule with a
custom wood box and without the elas-
tic suspension. LS Edition Stereo Sets
offer six configurations for coincident.
near-coincident and A B arravs. Each
CMCo4 set features two sequential serial-
numbered Schoeps CMC6 amplifiers and
a pair of capsules factorv-matched for
frequency response and sensitivity. n

Redy Alberts is a California-based
audic nuisic journalist. Fis fist book,
Tascam: 25 Years of Recording Evolution.
is expected to ship later this sunmmer.
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The Gospel According to Dolly Parton

Bringing Her Success Back to Her Roots

olly Parton’s flamboyant,

exaggerated, country girl-

meets-Hollywood look
is one of the most identifiable in
American culture. A less-talented
or savvy artist might not have
been able to get away with such
an audacious visual statement,
but Parton is so talented as a
singer and a songwriter that
there’s no question that her true
gifts shine through.

Our interview was held in a
small house at Parton’s walled
Southwestern-style office com-
plex in midtown Nashville. When
I was led through the courtyard
and into the dwelling, the first
space I entered was a welllit,
mirrored dressing and make-up room adjacent to a
homey living area and kitchen.

Almost immediately, Parton entered the room look-
ing like...Dolly! She seemed to glow, yet she was very
accommodating and down-to-Earth; in fact, she of-
fered to fix me breakfast. I didn’t doubt the sincerity
of her offer, but I didn't exactly want to put her to
work.

At the time of the interview, Parton was excited
about her newly completed
album for the Sugar Hill label,
Halos and Horns, which she
eagerly previewed for me on
a jam box. It features a new
band she calls The Blue-
niques (for “unique blue-
grass™); members include
Steve Turner, Kent Wells, Jim-
my Mattingly, Richard Denni-
son, Gary “Biscuit” Davis,
Brent Truitt, Jay Weaver and
Randy Kohrs.

Fans of her last two blue-
grass and roots music albums
(also on Sugar Hill) will probably love this collection,
too. It contains more of Parton’s fine original compo-
sitions, as well as two classics, which, as Parton puts
it, she “Dolly-ized™: Bread’s “If” and, believe it or not,
Led Zeppelin’s “Stairway to Heaven.”

Hello.
Do you want some breakfast? I can make you some
toast and eggs if you need it.

www.mixonline.com

I appreciate it, but this is just fine (rummaging
through candy in the coffee table bowl).

Are you sure? I'm happy to do it.

You don’t need to do that, but thanks. Snickers and
Milley Way: This is a fine starter for the day.

Like typical studio people, you're eating candy right
away. (Laughs) Eat junk. You can do like we all do in
the studio—just throw the wrappers on the table.
Don't worry, I'll get rid of it later. Now, you can eat
all the candy you want,

Unlike the last two albums, the majority of this new
album features original compositions. Many of those
seem to bave a spiritual undercurrent. The title track
is really strong.

I wrote several songs after September 11, like we all
did. That event really just shook everybody’s confi-
dence: You saw how fragile life is and how small and
fearful we all are. You just realize that there must be
something greater than you; otherwise, you'd totally
fall apart. You think you can just screw around all you
want to until you get in trouble, and then the first thing
you say is, “Oh God, help me now.” It’s sort of like a
child getting hurt.

Tjust felt real inspired, and this idea started rolling
out and I wrote “Halos and Homns” in no time. I have
very strong feelings about that song. It’s a real solid
country, bluegrass thing—one of those hard-singing
songs. I really like it.

This album is really just life stories. It goes from
heartache to heaven. There are some gospel
things—like “Hello God"—to one that is talking
about swimming naked in a pond. [Laughs] Spiritu-
ality to sexuality.
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You could say that it'’s all part of the big
picture.

Yeah, well, it's true. That's how 1 look at
life.

When 1 first beard that you were going 1o
do “Stairway to Heaven” I thought that
was an audacious choice. But when I sang
through the melody in my bead before |
came bere, I could bear you singing it.

I love that song, and I always thought it
sounded like a spiritual song. Robert Plant
said he had always thought of it as a spir-
itual song and was thrilled that I had put
the choir on it, 'cause he had always

heard it like that. I believe a good song
can be done any way if you really mean
it from the heart.

Everybody’s been trving 1o get a copy
of my version of this song. They've been
offering everybxdy money to bootleg it.
Rock stations have been calling us, and
country stations just out of curiosity. I'm
sure some of them think it’s a big joke. I'm
sure that some of them are going to want
to crucify me, and maybe they will. But in
all sincerity, I did it because 1 love the song.

I take this stuft so seriously. These
things are sacred to me. When I decided

I was going to do “Stairway to Heaven,” |
truly felt like 1 was walking on sacred
ground. It's the same with a song like “If.”
When you get a great song that’s a clas-
sic that's touched the lives of so many
people, you have to handle it with deli-
cate care. You just don’t go in and put
anything on it. You look at it like, “What
can [ do with this great song that is a lit-
tle different and will still not be a gim-
mick, but to make it my own?”

I remember all the quality songs
through the years that I've heard, and 1
just loved David Gates' stuff and the

HIGINEERING “HALDG AND HORNS

L to R: Gary "Biscuit” Davis [production assistant), Scottie Hoaglan (assistant engineer), Danny
Brown [engineer), Dally Parton and Richard Dennison of Velvet Apple Music.

When Dolly Parton began looking for a place to record Halos and
Horns, her production assistant, Gary “Biscuit” Davis, brought
her to Southern Sound Studio, a multiroom recording and
mastering facility located in Knoxville, Tenn. The Stephen Durr-
designed studio, which is near Parton’s east Tennessee retreat
and less than an hour away from the Smoky Mountains, has been
at its current location since 1994. That year, it was recognized by
Mix as one of the best-designed new facilities in the country. It
is owned by Danny Brown (who engineered and mixed the proj-
ect) and Paul Jones.

When Brown began working with Parton’s voice, he initially
worked with a Neumann M149, and his mic pre of choice was a
Drawmer 1969. “The Drawmer 1969 seemed to sound the best
with Dolly’s vocal and the M149,” says Brown. “Though the M149
is very EQ-friendly, we found we had to add quite a bit of 5k to
12k to get the presence Dolly was looking for. We then brought
in a Sony C-800G, and the results were fantastic. Her voice trans-

lated so well through this mic with no EQ at
all.” The Avalon VT-737 became the mic pre
of choice for the Sony mic and Parton’s voice.

“One of the great aspects of the Sony is
that it has little to no off-axis coloration,
even in the cardioid position. Every time
Dolly stepped up to the mic, she delivered a
vocal performance; every song, every vocal
track,” Brown adds. “She is a very emotion-
al singer. Her mouth never stayed right in
front of the mic. The Sony was very forgiv-
ing and seemed to capture every detail of
her voice, no matter where her head was
turned. We were all very pleased with the
end result.”

A new Universal Audio LA-2A was used
on her vocals during the mix. Parton’s vocals
were tracked without EQ and just about 1
to 2 dB of compression from the Avalon VT-
737. During the mix, the LA-2A was used
with a bit of EQ from the VT-737, mostly just
to add a little more air to her sound.

“We did some vocal comping, but that
became difficuit at times. What | mean is, which line do you
pick? Which verse do you go for when they all sound so incred-
ible?” Brown says with a laugh, who did the comps with Richard
Dennison and Davis. “We found ourselves basically comping for
what we thought would best suit Dolly, because every take was
excellent.”

Everything was recorded on the iZ Technology RADAR 24.
Brown mixed on a DDA Profile 56-input console with Uptown
moving fader automation. The mix was monitored on Dynaudio
M-1 near-fields.

“We ran the mix bus through a Waves L2 into an Alesis Mas-
terlink at 24-bit, 44.1,” Brown says. “It then went to Sound-
current Mastering, which is based at our facility, to be mastered
by Seva. Nuendo was used to do some editing. The main moni-
tors for tracking were custom TADs, powered by Crown Macro
reference amps.”

—Rick Clark
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group Bread. 1 did “If” up-tempo—sort of
like what Ray Stevens did with “Misty.” It
kind of reminds me of the song “Every-
body’s Talkin’.” It's kind of got that rolling
thing, and 1 think it worked.

A defining quality that seems to push
Your career and persona along is fear-
lessness.

You're right. What have 1 got to lose? If
you don't take some chances, what are
you going to do that's of any quality? I've
made a lot of mistakes in the minds of
some people, but I've made few, if any,
in my own mind. If I make five mistakes
and do one great thing, well, I'm not go-
ing to worry about the five mistakes 1
made. I'm going 1o just wallow in the glo-

ry of the one great thing I did in hopes
that it brought some joy to somebody
else. What some would call a mistake is
just me trying. If it works, fine. If it don't,
what are they going to do? Kill me? Then,
if they kill me, are they going to eat me?!
[Laughs] You can't really go about your
life like that and be productive. That's
why 1 think I've been at it for so long,
I'm up there. 'm 56 years old, and I've
been doing this since I was a litde kid. 1
started writing serious songs when 1 was
seven. [ started singing on TV when 1 was
10. 1 was just a little backwoods country
kid that had a more outgoing personality
than some of the other backwoods kids.
I was still nervous, but my desire to do
things was always greater than my fear of
it. I just always kind of drug from that God
thing. My grandpa was a preacher, and 1
guess at an impressionable age, [ believed
that through God 1 could do everything.
And 1 still have a lot of faith in God, as |
perceive him, and that's why so many of
my songs have an inspirational feeling.
Everybody thinks of God as a different

thing. To me, God is that greater, higher
energy—that greater, wiser wisdom. It’s
that thing in all of us that we all have to
draw from. I've always trusted God and
trusted myself, which to me are inter-
twined. I'm a creative person, and what
gifts 1 have come from that divine place
that 1 try to tap into. So who have I got to
be afraid of?
How did this new album evolve?
This album all started because 1 was real-
ly just trying to find a band. I'd been writ-
ing songs for several months, and 1 went
to east Tennessee to try 1o find as many
musicians back home as 1 could for a
band. A lot of these people work at Dolly-
wood [Parton’s successful amusement
parkl. Gary Davis, who helped me pull all
of this together, put the band together. 1
thought, “I'm just going to go in and demo
these songs through my publishing com-
pany and pay for this and find a good stu-
dio up home. I'll bring these musicians in
to play on the demo; that way, I can feel
them out.” Well, when we got in there,
they just all sounded great from the start.
1 was looking for a good studio in the
area where [ could stay up in my old Ten-
nessee mountain home and write. Then,
Gary Davis told me about a really great
studio called Southern Sound Studio out-
side of Knoxville. Danny Brown, who was
the engineer for this, is one of the pan-
ners of the studio. They do a lot of im-
portant stuff there. So, 1 decided to go
ahead and do a whole bunch of songs
there; we did 25 songs over the course of
several weeks.
You self-produced this effort, and it
sounds like you bave anotber album in
the can.
Yeah, if 1 want to do that, I don't know
what I'll do next. I always just let the spir-
it lead me. But, definitely, there's enough
stuff for another album at some point.
When we started doing this, [ told
Steve Buckingham, who's my friend and
has worked with me as my producer and
co-producer for 12 or 13 years—he also
runs the label and everything—*This stuff
is trning out really good. It sounds like
it could be a record.” Steve said, “Well, just
go on with it. Just let what happens hap-
pen.” So I did. 1 missed working with
Steve on it, but he's been really behind
me all the way with this project. I was so
excited about my new band because 1
haven't had a band together in 10 years.
We're going to be doing some concerts in
July and August. We're going to go out
and promote this, and if it feels good, then
I'm going to do some touring.
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You didn’t tour bebind your previous two
atbums?

No. We never could pull it together to
where we could tour. Jerry [Douglas, do-
bro player] is with Alison [Krauss], and
they are all committed to other projects. It
was driving Steve crazy trying to pull a
band together, so he is thrilled to deatn
that I've got a band now

Dollywood is one of the most successful
theme parks in the country. What in-
spired that project?

Well, a business mind and the whole dea
that the Smoky Mountains is the most vis-
ited national park in the United States. We
got almost 3 million people last year, and
we're only open six full months [a year].
It came from me just wanting to do some-
thing to make my people proud of me,
and it’s also really provided a lot of jobs
for the area. It’s helped 4 lot of people,
and it's helped me, 100. T just thought it
would be great to have something to
leave for my family.

1 found it interesting that Dollywood’s ad
campaign was focused on a world music
theme. You came from the mountains of
east Tennessee but you've seen the world,
and I was struck with a sense that you
were bringing the world into the place
you were raised.

That's exactly right. It's a wonderful thing,
and people have responded so much to
that. That's my home, I suppose, in that it's
where | was bormn and raised, and I love
the mountains and that’s my foundation.
But my home is everywhere. I often joke
that home is anywhere I hang my hair. It's
true. Whether it's Russia or here, 1 love
people. I just feel like I am part of every-
thing. I am part of that bigger picture.

I perform there several times a year, in-
cluding benefit shows for the Dollywood
Foundation. We have a huge thing that
the United Way is in on now called the
Imagination Library. For years now, we've
given scholarships to people with medical
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and school needs, and we still
do. We even have a hotline for
kids. Every child that’s born in
Sevier County [where Dolly-
wood is located] gets a book a
month from the day the child
is born until the day it starts
kindergarten. We've given out
thousands of books now all
over, and it’s really growing.
They call me the Book Lady.
It's a wonderful thing, because
my dad couldn’t read or write,
and so many of my relatives
didn’t get an education, and it
was important for me to do
that. So, not only is Dollywood
a theme park, it really does a
lot of good things, and a lot of good stuff
comes out of that.

Now, I'm having to speak to all these
educators and teachers, and I hated school
growing up. I've done more homework in
the last five years just working on these
projects than I did in 12 years [in schooll.

Somebody said, “Well, now that you’re
the book lady and you're involved with
these kids and this education, are you go-
ing to tone down your look?” And I said,
“Why should P It was all of that that made
all of this that put me in this position!
Don't you get i? I might look like a pho-
ny now, but if I start changing things, then
I would be a phony. This is who I really
am. I see no reason to think that I have
to look like a schoolteacher. I'd rather
look like a whore. I'm getting the job
done, it shouldn’t matter.” You know,
people are funny about changing.
1t’s like a version of “Harper Valley PTA”
That’s true. A lot of my look came out of
a little country girl’s idea of what glamour
should be. But then it got to be really
comfortable, and I liked it—just like how
people like to dress up. I've always said
that if 1 hadn’t have been a woman, then
I'd have damn sure been a drag queen.
That might be a funny line and people get
a kick out of it, but I mean that in all sin-
cerity. I just love it.

People say, “Do you wear those shoes
around all the time? Do you wear that
makeup all the time?” | say, “Yeah, I do
most of this even when I'm by myself.” |
can't stand to walk around slouchy all
day. When I'm alone writing songs, some-
times T'll go for a couple of days and I
won’t put on makeup and stuff, but I don’t
look at myself. Sometimes, 1 look in the
mirror and I'll say, “Oh good Lord, go
clean up!” Everybody’s comfort level is
their own.

Parfon with engineer Danny Brown

Thank God that early on I understood
who I was. I understood that being from
a family of 12, I was in a spot where no-
body was going to pay that much atten-
tion to me, so I had to get to know my-
self through God and through the birds
and the bees and the stuff outside and
my imagination. Thank God I had talent,
But most of my family had talent. I took
it and channeled it, and the better I got,
the more I wanted to do good, and the
more I realized that this is important
stuff.

When I get one of those songs that’s
got all that heart and guts and soul and
tears—whether it’s a happy song or not—
that a certain kind of song and my soul
just dance. It's in that real place, and as
long as it comes from my gut and from
my heart in a very real place, I think peo-
ple will accept it.

I'm proud of Dollywood and all the
business stuff that I've been at least
smart enough to be wise to, where 1
could make my money doing other
things. But, to me, all that other stuff just
affords my habit, which is music. First
and foremost, above everything else, I'm
a singer, a musician and a writer. [ nev-
er got so busy I didn’t write songs. I
write all the time, and I love it. I pay for
my own sessions, then [ lease them to
whatever label, and then my masters go
back to me. After a certain amount of
time, I'll want my masters throughout
the years to go to my family. That’s the
way I'm doing it. But I'd be singing if
had to sell it out of the trunk of my car.
I will be doing my singing and my writ-
ing no matter what. N

Mix’s Nashville editor Rick Clark is also the
producer of the award-winning Oxford
American music CD collections.
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But by that time, all kinds of field
recordings were being made, including a
lot of great New Orleans jazz, which 1 ad-
mired greatly. | was a total fan of Bunk
Johnson and George Lewis, and Bill Rus-
sell was an old-timer who had devoted his
life to recording the authentic New Or-
leans jazz musicians, and he was still do-
ing it on 78s. Most of these guys, when 1
started, were just switching over to tape.
What did you make your early record-
ings on?

On tape. I wish I'd had the money to get
an Ampex right off, but I didn’t, so I made
a big mistake and bought a cheap Japan-
ese copy. I bought a Roberts; everybody
told me it sounded like an Ampex. Well,
the damn thing started overmodulating
within a year that I had it. They’d appar-
ently left all of the expensive parts out of
the Ampex. It functioned, but the elec-
tronics were terrible. Then, slowly, I
worked my way up. I used an Electro-
Voice 636 mic. I couldn’t even afford a
666, which was much better.

Where did you make your early
recordings?

Mostly in Texas, and 1 did a few here in
California, and then in Dallas-Fort Worth,
Houston.. .and I traveled over to Louisiana.
In Baton Rouge, I recorded some stuff, and
some in Mississippi, and so on.

What type of venues?

It was mostly in people’s houses, except
I caught some of the early zydeco people
who were just beginning to kick into gear
in Houston at that time. This was in 60,
and nobody had ever heard of this stuff
except in these few beer joints down
there. I was lucky to meet up with this fel-
low Mack McCormick, who lived in Hous-
ton and was not only trying to be Light-
ning Hopkins’ manager, but he also knew
a lot about the scene, the ethnic music in
Houston.

My other informer was Paul Oliver, the
British blues writer who I met up with in
Memphis that same summer. He had sent
me an amazing list of musicians, mostly
blues, who had recorded in Dallas-Fort
Worth in the "20s and '30s. And so when
my friend Bob Pinson and I came into
Fort Worth, we'd start asking for people,
like detectives on a street corner.

The trouble was the names that Paul
had sent me didn’t mean anything to me,
because I had never heard of these peo-
ple, except they did have colorful names.
Anyway, 1 just stopped these guys play-
ing dominos on a street corner and asked
them, “Any of you ever heard of Little
Brother?” And they all looked at me as if
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Strachwitz and the king of zydeco, Clifton Chenier

I'was from Mars, and they said, “What you
want with him?” They probably all thought
I was the police or a bill collector, and I
said, *Well, I got this record by him, and
L kind of like the way he plays guitar and
sings blues.”

So. one guy comes over and says,
“Well, he hangs out with Black Ace,” and
Black Ace was on my list from Paul Oliv-
er. “So, where could 1 find Black Ace?”
“He comes into this tavern that's right
down the street here. You can't miss him.
He has a white shirt on with a big ‘Ace’
written over his pocket. He comes in at 5
o'clock.”

Sure enough, I went back at 5 o’clock,
and there’s this big black man with a
white shirt on and ‘Ace’ written on it. |
said, “Are you Black Ace?” He said, “Yes,
sir.” That's how we found Black Ace. |
never did find Little Brother.

We also looked for Little Son Jackson.
We knew his name was Melvin, because
that was the composer credit given on the
78 we had. We looked in the phone book,
but there was no such person, but then
Pinson said, “lLet's ga back to] when he
was going big, let’s say around '51.” So,
we went to the library and looked in the
old phone books, and there was a Melvin
Jackson, and we found him. He had quit
the music business because he had been
in an accident, and because he had
enough of it. He was a very shy person,
and he was working for an auto parts
place, and that’s where we met him. And

I recorded some of his things in his house.
How did you convince people to make
recordings with you thben?

If they were already commercial artists, 1
had a problem. I think I had $1,000 for
the whole trip in my pocket, and when
Son Jackson said, “Well, I want $1,200 for
that many songs,” I said, “I just can't af-
ford it.” So, he said, “Let’s make a few,”
and 1 gave him something and told him
when it came out that I'd oy to pay him
the rest.

I had the same problem with Lightning
Hopkins. He was used to getling $100 a
side, so I never suecceeded in recording
him that first trip, but since Lightning was
running off to go to California. Mack Mc-
Cormick said, “Chris, you've got a car. I
bet there's more people like Lightning out
here in these woods somepilace.”

So, I siopped along the highway where
all these people were chopping cotton,
and I asked them, “You know of any gui-
tar pickers in these parts?” They said, “Well,
you gotta go to Navasota for that.”

And that's where you found Mance Lips-
comb, the artist on your first album. Had
be ever made a record before?

He had never made any recordings, so he
didn't really ask for any monev. He was
sort of scared of us, | guess.

What did you do to set bim at ease?

I think we obviously knew this music. At
first, he played “Shine on Harvest Moon,”
because he thought that's what all the
white folks wanted to hear. But we want-
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ed the real stuff like “Tom
Moore’s Farm,” and he loved to
play. And when we left, we put
whatever little money 1 had—I
think it was $35—in his hand.
That’s all 1 had on me right then,
and I told him we’d probably be
coming back.

When we came back, he
said, “I gave that $35 to my wife,
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