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From the umpire’s call to the roar of the crowd,
nothing delivers surround sound like Dolby°E.
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Whether you're providing the 5.1-channel mix for live
baseball or posting final audio for a prime-time series,
Dolby® E is the best way to deliver surround sound for your
HDTV program.

With eight channels of pristine audio carried in the space of
one AES pair, Dolby E gives you full surround sound on any
digital medium—including videotapes, servers, and satellite
or fiber links. You can also import Dolby E into Digidesign®
Pro Tools®, synchronize it with video, and store it with your
session. And, with the metadata carried in the Dolby E
stream, your mix will sound the same in the viewer’s living
room as it did when you created it.

Join the hundreds of postproduction and broadcast facilities
that already know how well Dolby E delivers.
It’s the right call to make.

www. dolby.com/tvaudia

World Radio History




Aviom’s Monitor Mixing Systems
Help You Perform At Your Very Best.

Your monitor mix is your reference... don’t let someone else get it wrong. Aviom
has solved performar.ce mixing problems for more than 35,000 users worldwide.
Find out how on our website — www.Aviom.com or give us a call at (610) 738-9005.

-
-~

“The Aviom Monitoring System has revolutionized our band. The dynamics of the band
have greatly increased. We can play soft passages and still hear one another. We play
more musically and better in tune. Aviom has delivered a monitoring system that helps

us play our very best!”
Kenn Hughes, Musical Director for Denver & The Mile High Orchestra

AVIOM

Distributed Audio Networks www.Avieom.coam | 6§10.738-9005 | Info@aviom.com
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RODE NT2A

First impressions can be
misleading. On the surface,
many microphones appear
to be the same, it's only
when you look deeper you
see the truth!

The New NT2-A, represents a major
technological advancement over the
legend that started a revolution,

the NT2: a studio microphone that
sold in the hundreds of thousands,
and is the tone behind countless
recording hits.

When you decide to invest in a
studio microphone, look a little
deeper than what is on the surface
and you will see that RODE
stands alone.

i r

Proudly designed and manufactured in Australia
www.rodemic.com




than skin deep.
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The art of electronics:
Audiophile grade surface mount technology as used in only the finest

and most expensive studio microphones. Built at RODE’s own computer
controlled robotic surface mount facility, the NT2-A's electronic components
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AL tested for their in-curcuit sound qualities. This provides you with unsurpassed

signal purity, industry recognized lowest self noise, and the reliability
demanded by professionals.

C g

A solid foundation:
The computer designed
= and modeled non-resonant
substructure is precision

machined using the latest The heart and soul:

automated systems. . The capsule is the heart of any

While expensive, this attention microphone. The NT2- A is built M
to detail ensures the NT2-Ais around the same capsule used 7
free of structural borne vibrations in the internationally awarded

that would otherwise add
distortion and seriously degrade
the acoustic performance.

K2 tube microphone.

M
Manufactured to the most 4
exacting tolerances, and :
hand assembled in RODE's :
ey )

RODE

MICROPHONES

...the true sound of beauty o
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John Parks (859) 252-7272 2640 Spurr Road Lexington KY 40511 www.saint-claire.com info@saint-claire
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On the Cover: The ex-
clusive Sonoma Moun-
tain Studio Estate,
featuring a Neve 8048
console and PMC moni-
toring, was designed
by owner Bill Zabit and
acoustician Art Kelm.
Photo: Vince Valdez.
Inset Photo: Steve Jen-
nings.
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PROFESSIONAL AUDIO AND MUSIC PRODUCTION

August 2005, VOLUME 29, NUMBER 9

features

Surround Mixing

Surround projects are finally getting their due—specific award categories,
both for the Grammys and the annual TEC Awards. This issue also brings
the TEC Awards Voter's Guide, so we thought it would be appropriate to
spotlight each of the surround nominees. Go behind the scenes with Neil
Dorfsman and Mick Guzauski (Eric Clapton's Crossroads Guitar Festival),
Fred Maher and Nathanie! Kunkel (Crystal Method's Legion of Boom),

Al Schmitt (Ray Charles’ Genius Loves Company), Ed Cherney (Bonnie
Raitt's Nick of Time) and Michael Bauer (Simon & Garfunkel's O/d Friends
Live on Stage).

Acoustic Materials

With increasing high-quality, portable pro audio gear, more engineers

are finding themselves moving out of the commecial studio and into their
homes. Just as finding the best arsenal of gear is key to a successful work-
place, controlling and optimizing your space’s acoustics must be a priority
to create an accurate acoustic surrounding.

In-Ear Monitors

Your parents may have told you to never stick things in your ear. They also
said if you cross your eyes for too long, they'll stay that way. For many musi-
cians, taking the plunge to in-ear monitoring rather than relying on wedges
can be a difficult one. Mix's sound reinforcement editor, Mark Frink, shares
tips from a monitor engineer's perspective to make a seamless transition.
Also, we round up a complete list of current monitoring systems (ear buds
or hardware models, or a combination) on the market.

2005 TEC Awards Voter’s Guide

This year's ceremony, to be held October 8, 2005, in New York City, will
see music/writer/composer David Byrne take home the Les Paul Award and
producer Arif Mardin inducted into the TEC Hall of Fame. Check out the
guide to this year's nominated people and products—and then fill out your
ballot!

Check Out Mix Online! http://www.mixonline.com

(Volume 29, Number 9} is ©2005 by PRIMEDIA Business Magazines & Medio, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-year {12 issues) subscrip-
tion is $35. Canada is $40. All other international is $50. POSTMASTER: Send address changes to Mix, P.O, Box 638, Mt. Morris, IL 61054, Periodicals Postage Poid at Shawnee Mission, KS and at

additional mailing offices. This publication may not be

reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers, Printed in the USA. Canadian

GST #129597951; Canada Post Publications Mail Agreement #40597023. Canada retumn aoddress: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 6JS.
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THE PERFECT MATCH
_

The DPA 3521 stereo kit. Two DPA 4021 compact cardioid microphones
matched within 2 dB on frequency response, sensitivity and self noise.
Supplied in a robust carrying case with an XY/ORTF holder, two goose-
neck mounts and two magnet bases, the DPA 3521 is designed for low
profile mounting inside pianos. Its also the perfect stereo pair for drums,
horn and string sections and chaoirs, and a spot pair for acoustic ensembles.

The DPA 3521 stereo kit - the perfect partner for your instruments.

TEC Award Nominee
4088 Cardioid Headband

U/
W
N
For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 |

info-usa@dpamicrophones.com www.dpamicrophones.com MICROPHONES
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The Pro in your Tools

DVR2 Nonlin2 VSS3 MD3

The best stereo tools, now for TDM

it’s the announcement Pro Tools HD users have been waiting for:
Stereo reverbs and mastering tools from TC Electronic’s flagship
System 6000 available for TDM!

Throughout the years TC has developed superior technology
that requires seriously dedicated and sophisticated hardware,
Today, Digidesign's HD DSP hardware provides a processing

SYSTEM 6000 infrastructure powerful enough to.host a choice selection of
Ultimate Multichannel Processfng Platform stereo reverbs and mastering tools from TC's flagship, the
System 6000. Go to www.tcelectronic.com for more details on
-

PRO TOOLS rlD how to get the Pro in your Tools.

t.c. electronic

UL TIMATE SIOUND MAGHITNES

TC ELECTRONIC A/S DENMARK » & +45 8742 7000 » TC ELECTRONIC INC USA ~ @ (818) 665 4900
MAIL: INFO@TCELECTRONIC.COM

WWW.TCELECTRONIC.COM
World Radio History




TEC Comes of Age

™ ertain milestones stand out as rites of passage, such as getting a driver’s license at
% 16 or turning 18 and registering to vote. At 21, you've earned the exhalted right
to warm a barstool and order a beer. For those of us who can actually remember that
far back, it's hard to believe that the TEC Awards turn 21 this year.

Today seems light-years removed from those pre-1985 days, when DAWSs were non-
existent, MIDI was a radical new idea and a 128KB Mac (with a built-in floppy drive and
a 9-inch monochrome screen) would set you back $2,500. However, one thing that
didn’t change was the concept of the TEC Awards. Recognizing technical excellence
and creativity in pro audio’s products, people, projects and facilities—while raising funds
for worthwhile causes such as hearing research/awareness and audio education—was a
good idea back then and it's even more valid in 2005.

However, times have changed and TEC has evolved with it. The original awards
included some way-too-broad categories such as Recording Technology and Sound Re-
inforcement Technology. Thankfully, both of these later became multiple, more special-
ized categories so a mic wouldn‘t compete against a console. Meanwhile, awards such
as Session Musician were dropped, while categories reflecting new technologies—i.e.,
workstations, digital converters and signal processing plug-ins—were added. Another
change was moving from the “popularity contest” approach of selecting engineers or
producers of the year and instead choosing from specific projects that reflect excellence
and awarding each member from this team effort.

More recently, the Mix Foundation created a TECnology Hall of Fame to spotlight
the long and rich history of the audio industry. The inductees span 125 years of profes-
sional sound, from Edison’s first cylinder recorder to Yamaha's breakthrough 02R digital
console. Audio has an important legacy of pioneers such as Emile Berliner, Lee De Forest,
Harry Nyquist, Alan Blumlein and Ray Dolby, without whom the pro industry—and the
world in general—would be a completely different landscape. Among the 15 honorees
added this year are innovators Edwin Armstrong (his 1913 regenerative feedback cir-
cuit made amplifiers possible), Georg Neurnann (phantom power), George Massenburg
(parametric equalizer), Roger Linn (sampled programmable drum machine) and Dave
Smith (MIDI). These are all names everyone in audio should know, but rarely get the
recognition they deserve.

Yet technology is only part of the equation. Great special effects can‘t save a bad
movie script any more than a 96-input console and high-end mic won't change a weak
performance and a bad song into a hit.

Creativity is—and has always been—the most important link in the production pro-
cess. And so with the voting for the TEC Awards, we celebrate technical excellence and
creativity in all aspects of our industry. We'd like to invite Mix subscribers who received
a ballot with their issues this month to help select pro audio’s best. Take a few minutes
to vote and make your voice heard.

Y/

George Petersen
Editorial Director

MIX.MAGAZINE IS AFFILIATED WITH -‘pAn-‘
—MMA—

10 MIX, August 2005 o  wiwew.mixonline.com

IXQ
A PRIMEDIA Pubiication

EDITORIAL DIRECTOR George Petersen gpefersen@piimediobusiness. com
EDITOR Tom Kenny tkenny@primedhobusiness.com

SENIOR EDITOR Blair Juckson bai@hiaiiackson.com

SENIOR EDITOR /FEATURES Sorch Jones sones@primediabusiness. com
TECHNICAL EDITOR Kevin Becka kbecko@eorthik.net

MANAGING EDITOR Soroh Benzuly sbenzuly@prmediabusiness.com
ASSISTANT EDITORS Breean Lingle bingle@primediabusiness. com

Heather Johrson hiohnson@primediabusiness.com

EDITORIAL INTERN Ryon Wilkins rwitkins@primediabusiness. com

LOS ANGELES EDITOR Maureen Droney MaureenDr .com

NEW YORK EDITOR David Weiss david@dwords com

NASHVILLE EDITOR Fick Clork mbdwge@mac.com

SOUND REINFORCEMENT EDITOR Mark Frink mix@merkfriok.ccn
FILM SOUND EDITOR Larry Blake swelltone@yol.com

TECHNICAL PROVOCATEUR Stephen St.Croix

CONSULTING EDITOR Paul D. Lehiman lehrman@pan. com

DIRECTOR OF NEW MEDIA Tami Needham Heedhom@primediohusiness. com
NEW-TECHNOLOGIES EDITOR Philip De Lanie

CONTRIBUTING EDITORS Barbara Schultz Robert Hanson Michael Cooper
Bob McCorthy Eddie Giletti Ofiver Masciarotte Gory Eskow Barry Rudolph

SENIOR ART DIRECTOR Dmitry Panich dparich@primediatussiness. com

ART DIRECTOR Kay Marsholl kmarshalk@pamediabusiness.com

ASSOCIATE ART DIRECTOR Lizabeth Heavemn ieavem@primediabisiness.com
PHOTOGRAPHY Steve Jennings

INFORMATIONAL GRAPHICS (huck Dahmer

SENIOR VICE PRESIDENT Pete May pmay@pamediabusiness.com
PUBLISHER Dove Reik dreik@primediabusiness.com
ASSOCIATE PUBLISHER Erike Lopez elopez@primediabusiness.com

EASTERN ADVERTISING DIRECTOR Michele Kanotous mkanatous@
nmediobusiness.com

NORTHWEST /MIDWEST ADVERTISING MANAGER Greg Sutton
Isutton@primatkabusiness.com

SOUTHWEST ADVERTISING MANAGER Albert Morgolis cmargolis @
smediabusiness. com

CLASSIFIEDS /MARKETPLACE ADVERTISING DIRECTOR

Robin Bayce-Trubitt rboyre@pnmadigbusiness. com

WEST COAST CLASSIFIEDS SALES ASSOCIATE Kevin Blakford
Rhockford@pemedabusness.com

EAST COAST CLASSIFIEDS SALES ASSOCIATE fason Smith jasmifs
pimedFobusiness.com

MARKETING & EVENTS DIRECTOR Christen Pocock
Gotock@primedabusiness. com

MARKETING EVENTS PRODUCTION MANAGER Sorch Johnson
MARKETING & EVENTS TRADESHOW COORDINATOR Megan Keehn
mikoehn@pnmediabusiness.com

MARKETING COORDINATOR (larina Raydmanav
cmydmanav@pamediabusiness.com

ONLINE SALES AND MARKETING DIRECTOR Samatha Kahn skahm@
primediabusiness com

DIRECTOR, SPECIAL PROJECTS Hillel Resner fr imediabusiness. com

VICE PRESIDENT, PRODUCTION Liso Parks [parks@prmediobusiness. com
GROUP PRODUCTION MANAGER Melissu Langstoff miangstff@
prirediobusiness.com

SENIOR ADVERTISING PRODUCTION COORDINATOR Liz Turner
Iumer@primediabusiness.com

CLASSIFIED PRODUCTION COORDINATOR Jennifer Kneebone-Laurie
jknebone@primediabusiness.com

VICE PRESIDENT, AUDIENCE MARKETING Jerry Okabe jokahe@
primediabusiness.com
DIRECTOR AUDIENCE OF MARKETING John Rockwell jrockwelk@
primediobusiness.com

HUMAN RESOURCES DIRECTOR Julie Nove Toykor jnove-toylor@
primadiabusiness.cor
RECEPTIONIST /OFFICE COORDINATOR Lar Duchnick fduchnick@
primediabusiness. com
COPYRIGHT 2005
PRIMEDIA Business Magazines & Media Inc.
ALL RIGHTS RESERVED.

FOUNDED IN 1977 BY DAVID SCHWARTZ AND PENNY RIKER

& BPA

CRXSYTTIY of




.’)
£\ !
[(*1.)) The Mark of o i

../ Lifetine Performonce Guarantee. «Q

orld Radi



\
NS SCHOEPS A&

Mikrofone \
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SCHOEPS-Clearly your solution for uncompromising stereo recording

REDDING AUDIO, INC. ¢ 97 South Main Street, #10  Newtown, CT 06470
phone: 203.270.1808 info@reddingaudio.com

RBDG.CO
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< (lassic Solid-State Opto-Compressor

< Custom UA Transformers & T4 cell

< Discrete, Class A Amplifier — up to 5048 gain -

& Rear Panel "Gain Mod" switch for gain control . .

& Designed by ex-URE| engineer- Dennis Fink Classic Audio Leveler

LA-3A PEAK
AUDIO LEVELER REDUCTION

Conceived 1969 :

Cloned 2005

mﬁ ouTPUT
UNIVERSAL AUDIO POWER G on #

UNIVERSAL AUDIO, INC,  SANTA CRUZ, CALIFORNIA

The original LA-3A Leveling Amplifier madeits debut at the 1369 NY AES show TegptinicalSgeaffigatians (more 2t waid.con)
and marked the departure from the tube design of the LA-2A . The LA-3A incorporated components AT GarmaORE ) ]
and design concepts from the Putnam-designed 1176LN Limiting Ampliier. Immediately embraced M s W DL Eai + XL AP
g pts from the Putnam-designe imiting Amplifier. Immedia ely embrace Output level: +20 B nominal, +27 dBm maximum
as a studio workhprse and still widely used today, the LA-3A remains a favorite of engineers and Attack Time: 1.5 milliseconds or less UNIVERSAL AUDIO
producers worldwide. Our reissue of the LA-3A retains all the internal and external qualities of the Release Time: 0.06 seconds for 50% release; 0.5 to 5 seconds )
original. Original rear panel connections and controls are maintained, while the commonly performed for complete release L R UL

“LA-3A gain mod” is added as an additional switch for maximum gain reduction range. Noise: 80 dB below program at threshold of imiting analog ears | digital minds

¥l is a revistered trademark of Harman Intemational Industries, Inc. Al features and specifica




FEEDBACK

Letters to Mix

LEARNING FROM THE MASTERS

Nice work on the "quality” series in Mix [May
2005]: great commentary, great writing. As
someone who gave up on the music recording
business after 15 years of trying to break
through—because of all the reasons you guys
spelled out in the articles—I have hope for the
industry.

Don’t cry for me; I'm much happier these
days writing music for TV and film. The
problem is this: Generally, these articles are
preaching to the choir. Most of your readers
probably agree with the stance portrayed. We
need to spread the word into the marketplace
to the end-user and to all those engineers
and producers who invented themselves
instead of learning from the masters of the
trade. We need to encourage bands to work
with recording and mastering engineers who
studied and assisted with experienced masters.
Pro Tools in the bedroom or in front of an old
Neve: A great engineer can make it work.

We need to encourage listeners to
experience the benefits of full-resolution
recordings. It’s easy these days: Hook up your
MP3 player and CD player and flip back and
forth. They will come to the right conclusion.

Your article was a great start. Now all of us
who know better and can tell the difference
should go out and spread the word.

Aaron Keane

PROFESSIONAL, NOT PROFANE

I 'am a recording studio owner and | was a
bit surprised to notice fully spelled-out swear
words in Mix magazine editorial [Blair Jackson’s
"Quality in the Age of Good Enough,” May
2005]. At the studio, we frequently teach
student musicians, and they are fully aware
that certain language is not acceptable in
an educational or business situation. Yes,
we creative types do let loose a blue streak
sometimes, but not in front of clients or

14 MIX, August 2005 »
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students. | think it detracts from an editorial
when four-letter words are spelled out. It's
also hard to refer a student to otherwise good
editorial when it contains phrases like “shitty-
sounding cassette.”

Colin Mendez Morris

ArsMusica Concerts

AFTER ALL, IT WAS THE '80S

| am writing to add a different slant to some
of Robert Battaglia’s letter [“Feedback,” May
2005] regarding his involvement with Wall
of Voodoo’s Call of the West album, and his
disagreements with the article published
in Mix’s "Classic Tracks” in March 2005. |
would just like to correct a few of [Battaglia’s)
comments that [were] slightly disparaging
toward myself and especially the writer of the
original article, Blair Jackson. | am still puzzled
as to why anyone should even “sweat it” over
a song/album from 25 years ago, but | still
couldn’t resist the temptation that perhaps |
could join in on the comic relief.

Blair Jackson contacted me after having
completed interviews with Stan Ridgway and
Richard Mazda, [and] was referred to me
for any technical recollections. If Battaglia
was involved, surely they would have also
referred questions to him? | have to say that
the ‘80s being what they were, memories
are a little hazy, but | do recall recording and
mixing “Mexican Radio” and then going to
Frank DiLuna at [then] A&M Mastering, who
mastered it as a single though we were still in
the middle of recording the album.

My involvement with the project was
somewhere between six to eight weeks. |
first met the band in a pre-production studio
in Hollywood, and from there we loaded
into Hit City West studios to begin recording.
Battaglia’s inference that | was there only for
a passing moment [before] heading back to
England doesn’t quite give me enough credit
for the time | spent on the project. Hell, they
even had me stay at the Tropicanal

I do agree with one of Battaglia’s comments:
that it is a shame that credits for engineers are
not always accurately listed. Having suffered
similar fates myself on a huge array of albums
and having numerous friends in the industry
with similar stories to tell, this is nothing more
than part and parcel of the job. As unjust as it
seems, it is something that those of us who are
still around live with and accept—ask my good
friends Al, Ed and Elliott.

I've lost track of the times where | have been
given a credit for recording but not mixing; I've

had my name misspelled in numerous, but
always amusing, ways (Boz Scaggs had me as
Jeff; The Fall had me as Tony J Sutcliffe; Jess
E. comes from Sheila E); I've been credited
with pseudonyms (”Deaf Suitcase” stands
out) and royal titles of dubious standards
awarded ("Viscount Jeremy James” from a
Reggie Hamilton CD, to “Lord Jeremy James”
on another), [which] had me wondering
[whether] they actually meant me or someone
else; and the most common occurrence, the
omission—the Rolling Stones and Prince’s
Musicology being the most recent.

As engineers, we live by our credits, and |
certainly bear Battaglia no il will for bringing
up his case. | certainly would never try to take
credit for something | hadn’t done. But, after
all, it's only a record; what counts is the music
and whether it lives on in our memory. If it
does, then it doesn’t matter who did what,
when or where. Just know that you had a part
of it!

Jess Sutcliffe

INPUT AND ACCOLADES

FROM SKYWALKER SOUND

Wonderful to read the last issue, but especially
the feature on Hank Cicalo (“Recording the
Band,” June 2005). | had the pleasure of
assisting Hank on several sessions at Capitol
many years ago. Nice to see him get some well-
deserved attention. | was also very happy you
featured the 5 Browns recording (”Recording
Notes,” June 2005) From the moment | first
heard about them, | wondered how the
heck anyone would record five pianos. Now |
know!

A couple of corrections [to the "The Story
Behind the Sound” sidebar in "Recording the
Band”]: Skywalker's two pianos are a Yamaha
CFHIS and a Bluthner 9-foot concert grand (not
9-foot by 2-foot) and it was Dann Thompson
who came up with the piano blanket/mic stand
idea. | just benefited from the results!

One more thing: I'd like to give Judy
Kirschner, one of our assistant engineers,
credit for the stage drawing. Readers might
be interested to know she was not even the
assistant on the session!

Leslie Ann Jones

Director of music recording and scoring

Skywalker Sound

Send Feedback to Mix
mixeditorial@primediabusiness.com




STIMULATI

|ntroducing the Genelec 8020A - the newest model in the
Genelec 8000 MDE™ Series. This 4" bi-amplified monitor
offers all the genuine Genelec quality you've come to expect
in packages that fit into the smallest space and budget

The new 8020A monitor draws upon 27 years of Genelec
engineering excellence to introduce a brand new category of
playback monitor. Genelec’s revolutionary all aluminum
Minimum Diffraction Enclosure™ technology pravides pinpoint
imaging and the lowest distortion levels, with a frequency
response extending to a remarkable 65 Hz.

Genelec also proudly introduces the new 70508 &” Active LSE™
5.1 channe! subwoofer. Combined with the 8020A this
system offers an astonishing 25Hz - 21kHz experience with
packages to accurately stimulate your stereo and multi-
channel workflow

Go ahead, get off the decaf. You need some serious sound
in your audio suite - and the choice is clear. It's Genelec.

www.genelecusa.com

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland

T +358-17-83881, F +358-17-812267 Email genelec @genelec.com

In the USA: T 508.652.0900, F 508.652.0909 Email genelec.usa @genelec.com

In China: T +86 10 8580 2180, F +86 10 8580 2181 Email genelec china@genelec.com

8020A.LSE SurroundPak

GENELEC”




CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS

A BIG MONTH FOR BIG CONSOLES
SSLAND NEVE SOLD WITHIN DAYS OF EACH OTHER

Rumors of the death of large-format consoles may have been a bit premature, as one week in June saw the
sale of two of the most powerful engines in the recording industry of the past two decades. Solid State
Logic, which had been put up for sale at the start of the year, was sold on June 15 to Peter Gabriel and David
Engelke. Two days later, in a move that took most by surprise, AMS Neve was sold to Tom Misner, founder
and president of the SAE Group, which includes the roughly 40 SAE Institute recording schools.

“The energy is very up around here,” said Antony David, the new SSL managing director. “We know we
have a lot of work on our hands, but everyone is relieved that the uncertainty is over. We ended up with the
best set of investors we could have possibly hoped for. Peter has a great track record in high technology with
his ontine distribution company. And David is extremely experienced in broadcast, having been a software
and electronics engineer. “I think one of the motivations for both Peter and David was the strength of the
brand, and we expect to leverage it in markets that SSL doesn't currently have a presence in. Watch this
space. We are taking a major look at product strategy right now. And we're looking forward to AES in New
York, where we hope to have some exciting stuff to announce.” The new management team at SSL includes
Piers Plaskitt, previously president of SSL Inc., as group commercial director, and Chris Smith as group finance director. Phil Wagner, longtime VP of sales on
the West Coast, will be the new president of SSL Inc., and Don Wersheba has been promoted to VP of East Coast Sales.

Meanwhile, Misner, who says he explored the possibility of purchasing SSL, negotiated the sale of AMS Neve
within a 10-day period in June. The deal includes all assets, trademarks, stock, equipment, physical plants, all
orders and staff liabilities, but not the existing company. Misner says all orders will be honored, and his recent
announcement that the SAE L.A. school will be a training center for SSL AWS 900 consoles will not be affected.

“First, I will be refocusing the broadcast console development and then develop a new range of Neve
products,” Misner said. "This is where SAE can be of great help to Neve because our students are users and when
you have a poot of 36,000 students, you get to know what the market looks for. On the film side, we will still
cooperate with all of our large clients to have an input into design. AMS Neve already had a new range of studio
products under development, and with the new structure in place, it will allow us to bring these products to

From left: Solid State Logic’s Antony David,
Piers Plaskitt and Chris Smith

market shortly. I would expect the first new products to be released during the AES in New York. Tom Misner of the SAE Group
“The main synergy between AMS Neve and SAE is that SAE will provide training for all
Neve customers free of charge. Our distributor network will stay the same or be enlarged. The
management team at Neve under Mark Crabtree will stay the same, with some additions and KUTCH JUM PS ]-0 SONY
changes from within SAE.” —Tom Kenny

Formerly at Masterdisk,
mastering engineer David

Kutch  (Rod  Stewart,
y - Cassidy, OutKast, Lil' Bow

Wow, Whitney Houston,
Sarah Mclachlan, among
many others) has joined
Sony Music Studios (New
York City). Prior to joining
Masterdisk, Kutch worked
with Herb Powers of Powers House of Sound
since 1997. There, he worked on records for
Biggie, Mase, Puff Daddy, Toni Braxton, Jill
Scott, Missy Elliot and Will Smith.

Industry pioneer Albert “Al” Kahn passed away on June 15, 2005,
at his home in Diamond Lake, Mich. Born July 9, 1906, in Iasal,
Ill., Kahn had a childhood interest in electronics and was granted
the first ham radio license in Illinois.

In 1927, Kahn and Lou Burroughs founded the Radio
Engineering Company to install and repair radio receivers in
South Bend, Ind. The company grew and evolved into a successful
retail operation, but was almost completely wiped out by the
Great Depression of 1929. The company regrouped by moving

into audio and designed a portable P.A. system for Notre Dame “We are proud to have Dave join us and
football coaching legend Knute Rockne, who referred to the system as his “electric voice.” Kahn look forward to guiding his career as one
and Burroughs liked the name, and Electro-Voice was officially incorporated on July 1, 1930. of the best talents in the industry,” said
Some of the groundbreaking technologies that Electro-Voice has introduced include the Brian McKenna, VP of audio operations and
humbucking coil (1934), the T-45 noise-canceling microphone (1942), using alnico magnets, marketing at Sony Music Studios. Kutch
developing Acoustalloy synthetic plastic (non-metallic) diaphragms, the Variable-D system joins Sony Music Studio’s current roster of
(1968, used in the RE20 mic), the Constant Directivity horn (1973) and the first high-output, mastering engineers, including Vlado Meller,
neodymium-based N/Dym® dynamic microphones. Mark Wilder, James Cruz, Vic Anesini, Darcy
—George Petersen Proper, Joe Palmaccio, Steve Kadison and

Woody Pornpitaksuk.
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THE MASQUE REMAINS
KILGORE RETAINS STUDIO

John Kilgore (pictured),
director of Masque Sound
& Recording since 1986,
has purchased the studio
from third-generation
owners Geoff and James
Shearing, renaming
it John Kilgore Sound
& Recording (www.
johnkilgore.com). With
the recent introduction
of Masque Entertainment
division, Geoff and
James Shearing will be able to focus more on Masque Eniertainment.
“This studio is one of the gems of the New York City recording scene,”
Kilgore said. “When the opportunity arose to carry on the tradition under

my own banner, T couldn't let it pass. The
recent closings of some of New York's best-
known studios have, in a bittersweet way,
increased the opportunities for the facilities
that remain.”

COMPILED BY SARAH BENZULY

TEC AWARDS SPONSORS LINE UP

As of July, more than 30 of the pro
audio and technology industry's
leading companies have signed on as
sponsors of the 21st Annual Technical
Excellence & Creativity Awards, to be
held October 8, 2005, at the New York
Marriott Marquis. AMD is once again
sponsoring the Technical Awards and
Gibson Guitar Corp. will sponsor the Les
Paul Award.

These companies are joined by Platinum sponsors Harman Pro Group,
American Music and Sound (Allen&Heath, Focusrite), Digidesign, MOTU,
The Producers and Engineers Wing of the Recording Academy and Shure.
Numerous Gold, Silver and Bronze sponsors have also joined as supporters.
A complete list of sponsors and nominee descriptions appears on page
75. For sponsorship information, contact Eric Geer at 414/967-0104 or
eg@wi.rr.com.

For information, visit www.mixfoundation.org.

DOCUMENT ROOM OPENS

i on THE IR
Who. Michael Warren, CEO
of new company MW Audio
(Marina Del Rey, Calif.,
www.MWAudio.com)
Main responsibilities:
managing pro sales team
and dealing with day-to-
day operations.
Previous Lives

® 1999-2001, Sam Ash Professional

West Coast director
® 1996-1999, Hollywood Guitar Center
technology manager

The most important goal I would like to
accomplish in the next five years is...
expand MW Audio as the leading pro audio sles
and install company in California.
The moment I knew I was in the right
profession was when...major celebrities
would come to me for advice and my brand of
personal service.
Currently in my CD changer: Steely Dan The
Royal Scam, Little Feat Waiting for Columbus
and John Mayer Any Given Thursday
When I'm not working, you'll find me...On
the cell phone at a client's studio or on the
tennis court at the Ritz Carlton, Marina Del
Rey (Calif.).

Fusing vibe and atmosphere alongside
top-quality recording gear, Malibu, Calif.'s
Document Roem (www.documentroom .com)
hopes to provide an alternative space for
artists wanting to escape a commercial
studio environment. Or, as studio owner/
producer J.T. Meskiel said, “Where your long
days of endless guitar overdubs can easily
be combined with swimming, surfing and
relaxation.”

The studo boasts a Neve 8068 MK-I
board (modified and refurbished by Fred Hill),
which offers its own history: The console
was originally commissioned at Family Sound

Recordings in Paris, where AC/DC recorded “For Those About to Rock”; it was later purchased by Herbie

Puddle of Mudd recently finished pre-production for their forthcoming
aibum at Document Room.

Hancock and shipped to San
Francisco. Other gear of note
includes Pro Tools|HD, Digi
002, Champagne 4WC mains
(supplemented with ADAM,
Mackie, KRK and M-Audio
models) and a fine selection
of outboard gear, plug-ins
and mics.

Other recent projects at
the studio include an album
for Chloe Lattanzis, Olivia
Newton John's daughter.
Production on that release
was handled by Jarred
Rogers.
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and provides an additional inch of dead air space.

(Nashville).

SOUTHERN DIRTY RAP INVADES

Owen then brought in Auralex ELiTE Series acoustical
products to tune the room and give it a polished, professional
look. “I have to say that the room sounds amazing,” Owen
said. “Auralex gave us outstanding support. During the eight
months we spent putting the facility together, we talked to them about once a week, and they had
all the right answers to the questions we threw their way.”

All of the gear is housed in desks and racks custom-built by Sound Construction and Supply

C PROJECT

Rather than bringing in a general contractor
to work out the construction and final
implementation of Dan and Renae Peters’
new Citywalk Studios (Branson, Mo.), Mark
Owen, the studio’s executive producer, relied
on his previous construction experience to
do the job himself. To build out the 16x28-
foot recording room (below, right), a control
room of roughly the same size (left) and
a 10x10-foot iso booth, Owen purchased
construction and acoustic products from
Auralex and worked with Magic Audio, a
design firm based in Orlando.

Auralex provided U-Boat floor floaters,

SheetBlok sound barrier, mineral-fiber

acoustic insulation and RC-8-resilient channel. All three rooms use U-Boats to float the floors,
and no room is physically connected to the others by any solid material. The walls are decoupled
from the floors by two layers of SheetBlok. An exterior layer
of sheetrock with the seams caulked surrounds the outside
of each room and acts as a backing layer for the mineral-
fiber insulation. A framework layer of Auralex RC-8 channel
decouples the inner-wall sandwich (3-inch sheetrock,
SheetBlok, %s-inch sheetrock) from the rest of the structure

JO1 STUDIOS HOSTS PETEY PABLO

A 2004 Grammy nominee and Jive
Records artist, Petey Pablo worked
on new material at Atlanta’s JOI
Studios with producer/engineers
Joey P. (www.JoeyP.com) and Dale
“RamBro” Ramsey (www.Rambro
.com). Pabto sang through MXL
V69 and V6 mics, running through
a Toft ATC-2. The producing
duo tracked straight into Pro
Tools or SONAR 2, with an MPC
2000XL, Korg Triton or Cakewalk
Project5 providing synth and
drum sounds.
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NEWS

Martin Kloiber has been
appointed chairman of
the Board of Directors and
CT0 for Euphonix (Palo
Alto, CA)...New managing
director for EVI Audio
(Straubing,  Germany)
is Lutz Berneke...Now
one month into his new
position, Ken Blecher
is TC Electronic’s (Westlake Village, CA)
director of sales for the live, install and
broadcast markets...Richard Jankovich has
been promoted to DeWolfe Music (NYC)
executive VP...New VP of operations at
Media City Sound (Studio City, CA) is
Lisa Blackwood...Working for Cerwin-Vega
and KRK (Chatsworth, CA) is Timethy
Dorwart, VP of sales and marketing. In
other VP of sales and marketing news,
Dave Keller fills that role for Furman
Sound (Petaluma, CA)...New management
changes at Guitar Center (Agoura Hills,
CA): Dave Angress, executive VP of
international development and proprietary
brands, and Jay Wanamaker, executive
VP/general merchandise manager...Rupert
Neve Designs (Wimberley, TX) appointed
Josh Thomas, VP of sales and strategic
alliances...Klipsch (Indianapolis) hired
Adam Leicht, director of manufacturing
engineering, and promoted Lee Brooks
to engineering product designer...PAD
(Rockland, MA) announces Brandon McHale,
technical director, and Craig Kutteroff, mid-
Atlantic sales rep...Dallas-based Stephen
Arnold Music has hired Michael Finnegan
in the newly created position of head of
new business...Replacing Jim Mack is Rick
McClendon, Tascam’s (Montebello, CA) new
division manager...New distribution deals:
L-Acoustics (Oxnard, CA) is represented
in Latin America by BYZ Intl. (Weston,
FL); Aviom (West Chester, PA) appointed
Konsbud Audio (Poland), Media Tech
(Slovakia, Czech Republic), Amber Sound
(UK), Mister Master (Austria) and AudioPole
(France); and Symetrix (Mountlake Terrace,
WA) named M-PRO BeNelux (Mechelen,
Belgium) for Belgium and Luxembourg.

Lisa Blackwood

From left: Petey Pablo {talking on his cell phone),
Joey P. and Dale “Rambro” Ramsey. The duo
have also worked with Ludacris, Justin Timber-
lake and Jay-Z, among others.




Royer SF-24

Phantom Powered Stereo
Ribbon Microphone

- Engineered for high output and freedom from
impedance limitations.

- Designed to be beautifully musical.
- Hand-built in the U.S.A. to last a lifetime.
- Praised by everyone...

Piano ol
“The SF-24 is very clean, articulate, transparent and warm, and g T,
captures an extremely natural piano sound. Several people involved in : - .
the [Spiderman 2 scoring] sessions—including the composers and A gm— .
orchestrators—were quite impressed. | kept getting comments like, % —
‘What do you have on the piano? It sounds great!" Bobby Fernandez L,
(Scoring Engineer - Million Dollar Baby, Robots, Spiderman 2, Ray Charles) ¢ - 3 .‘1
: G 2
Ambiance p P,
"l find the SF-24 delivers a really pleasing sound quality as an [ e '
ambiance mic.” Al Schmitt (Engineer - Diana Krall, Ray Charles, George ‘ - .

Benson, Barbra Streisand)

Drums

"If you're in a studio and you don't see an SF-24 up on the drums, it's
not my session. The amazing stereo image and realism of that mic helps me
capture the power and nuance of great drummers. Besides, it just sounds
so damn awesome!" Ross Hogarth (Engineer/Producer - Melissa Etheridge,
John Fogerty, Keb Mo, Coal Chamber)

Ensemble
"The Royer shined when used on an ensemble consisting of three

trombones, french horn, tuba, two soprano saxophones and a trumpet.”
(Kevin Becka - Mix)

Acoustic Guitar

"The SF-24 pleasantly blew me away on Leo Kottke’s acoustic guitar and
voice. It brought out the pure sound of the guitar, with all of the harmonics and
none of the clanky, metallic fret sounds | have to work around with condensers.
It's the real way to record an acoustic guitar, and it's extremely compatible with
my DSD recording system." Paul Dugre (Engineer/Producer - Leo Kottke, Tracy
Chapman, Bad Religion)

The Verdict

"[The SF-24 is] one of the most versatile mics I've ever used. The SF-24
came through with flying colors on almost every situation thrown in its direction—
a rarity, indeed. For any seeker of scintillating sound, the SF-24 is a true find."
(Mix - September 2004)

“Almost anything you put in front of the SF-24 will be reproduced smoothly,
naturally, with virtually no distortion. It is one beautiful-sounding microphone, and
has convinced me that the main thing wrong with a lot of digital recordings is the
distorted signal we are recording in the first place. When the signal source comes
from a superb microphone like this one, even a lowly 16-bit DAT recorder can sound
pretty impressive.” (Recording Magazine - November 2004)

818.847.0121 - Burbank, (A www.royerlabs.com \ gF -24
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ONE-STOP AUDIO SHOP
KEVORKIAN MASTERING OPENS IN AVATAR

New York City-based Avatar Studios has opened its Kevorkian
mastering facility with mastering engineer Fred Kevorkian (Ryan
Adams, the White Stripes, Iggy Pop, Dave Matthews Band, etc.)
onboard. Located on the third floor, the new facility offers Avatar
clients the option of tracking, mixing and mastering their projects
under one roof.

The 300-square-foot room was constructed from a design
originally conceived by Sam Berkow of SIA Acoustics and further
enhanced and refined by Roy Hendrickson, Avatar’s chief engineer.
Membrane absorbers were incorporated into the walls of the room,
and RPG Skyline diffusors are used on the rear and side walls of
the room. Randy Merrill, from Avatar’s technical staff, worked with
Kevorkian to acoustically fine-tune the room and helped put the
finishing touches to the equipment install (Muth transfer console,
Sontec EQ, and Weiss and Z Systems processing units).

Kevorkian Mastering is available now for bookings. For more
information, please contact Kevorkian at 917/406-9147.

INDUSTRY EVENT
HSR/NY CELEBRATES 30 IN STYLE ~ CORRECTION

In the June 2005 “L.A. Grapevine,” it was
incorrectly reported that Flying Faders
systems are out of manufacture. In fact,
Martinsound  (www.martinsound.com;
800/582-3555) in Alhambra, Calif., currently
manufactures Flying Faders (pictured) and

What does it take to last 30 years in New York City's fiercely competitive
commercial music/post scene? Howard Schwartz Recording (www.hsrny.com)
held a party in early June to commemorate its three decades in business and
divulged one of those secrets to survival by example: Have a lot of friends.
The event was well attended, as hsr/ny’s expansive midtown facilities were
jammed with a who's who of well-wishers from the composing, mixing, audio
engineering, advertising, TV and film communities

Beyond food, drinks and a great DJ, there were plenty of technical

has recently delivered systems to the Finn
Brothers, Blackbird Studios, Light the Fire
Media and the Foo Fighters. According to

achievements on display. Highlights included access to all studios, including Doug Osborne, Martinsound Inc. director of
veteran mixer George Meyer's sound design room loaded with goodies ranging from an SSL board sales & marketing, “Although the Hewlett
to a 5.1 setup. Along with the cocktails, Meyer and his colleagues also offered up free pointers for Packard Viper Real-Time Co-Processor used
creating high-speed sound design to picture, —David Weiss in FF systems is out of production, limited

quantities are available at Martinsound. In
addition, Flying Faders II, which eliminates
the need for the Viper card and other hard-
P RO G RO CK R E].U R N S to-find components, is currently in the late
stage of development.”
Mix regrets the error.

Progressive rocker Danny Brill recently recorded
drum tracks for his first solo CD at BiCoastal Music
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(Ossining, N.Y., www.bicoastalmusic.com). “I chose
BiCoastal to do drum tracks and orchestral percussion
because of [the studio’s] phenomenal live room,” said
Brill. “I am really ecstatic about the sound we got in
that room! My engineer, who has been engineering in
major facilities for over 20 years, said it was as good
a live room as he has seen. Their state-of-the-art ~ Danny Brill {center) with engineer Wayne

all-digital SSL [C200] board didn’t hurt either.” Warnecke (left) and drummer Mike Sciotto
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ADAPTIVE DIRECTIVITY HAS NORMALLY BEEN FOUND ONLY IN NATURE - UNTIL NOW.

CRA' "E.D 8Y THE INNOVATORS OF MNODERN LINE SDURCE ARRAY TECHNOLDGY, KUDD, FEATURING THE REVOLUT ONARY
FK-LOUVER MDDULAR DIRECTIVITY TECHNDLDOGY, EMBODIES THE PARADIGM SHIFT SOUND DESIGNERS HAVE BEEN YEARNING FOR.
ADDING WNPRECEDENTED FLEXIBIL'TY, KUDDO PROVIDES SOJUND DESIGNERS HIGK PERFORMANCE & CREATIVE OSTIONS

IN HORIZONTAL DR VERTICAL LINE SOURCE fFORMAT. CHECK DUT YOUR NEW MEDIUM-FORMAT LINE ARRAY ON WWW._"ALDUS T S.COM
World Radio History




ON THE COVER

PENNGROVE, CA

Sonoma Mountain Studio Estate

By Tom Kenny

R emember high-end, no-compromise
recording? Lockouts? Immersive al-
bum projects that might inciude, besides an
old Neve, Telefunkens, Neumanns, Avalons
and the like, a concierge? Now, do you also
remember residential recording, from a time
when places like Caribou Ranch and Bears-
ville were known throughout the industry for
environments that promoted relaxed record-
ing? Bill Zabit does, and he’s betting that
more than a few producer/artists do also.

Way up on Sonoma Mountain, in some of
the most beautiful country in the U.S., Zabit
has built Sonoma Mountain Studio Estate, a
Zabit/Art Kelm-designed intimate one-room
masterpiece, with five-star accommodations
across the road. And lest you think Zabit is
banking on Madonna or the Rolling Stones
to come knocking and pay for all this, he’s
also teamed up with S.FAL.A. studio veteran
Scott Church in Sonoma Mountain Enter-
tainment, which focuses on artist develop-
ment and promises a “new model” for the
recording industry.

“Everybody realizes that something new
has to happen in the industry,” Zabit says.
“We want to be the model that others follow,
and it's already happening. The company was
set up to create this venue, this studio estate
that would be scalable in different areas,
eventually leveraging it into a network: a
vineyard estate, a mountain estate, an island
estate. Then there's the self-serving side,
the entertainment company, where we find
artists and produce them—there’s so much
talent out there. We're also building a catalog
of material from a publishing perspective,
beginning with the album | recorded with
longtime music partner Joe Ripp.”

Zabit is not some naive recording industry
wannabe. He paid his dues playing bass and
singing in bands for 20 years, beginning in his
native Wisconsin and later touring the country
and eventually getting interest from Geffen.
He left all that to start an integrated marketing
firm, where he specialized in communications,
production, promotion, direction, advertis-
ing—a bit of everything. He was named one
of Inc. magazine’s “fastest growing compa-
nies,” then sold it alf in the late ‘90s to pursue
his lifelong dream of finding talent and own-
ing the means of production.

Zabit scouted for locations and hooked up
with equipment broker Sonic Circus in Boston
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From left: producer/engineer Scott Church, artist Jonathan Diina, producer David Kershenbaum and
owner/producer Bill Zabit.

to purchase an old Neve 8048. That company
turned him on to Kelm, an L.A. expatriate de-
signer/engineer living in Sonoma County.

“I wanted to create an intimate venue
that was different than going into Big Studio
A, B, C, through Z,” Zabit recalls of his first
meetings with Kelm. “A personal studio for
one artist at a time that was comfortable.
Art gave me a lot of freedom to design the
interior, then he did the acoustics—hard
wall, soft wall. | was able to be creative
with the cherry wall, what Scott calls the
‘money wall’ [pictured on the cover], how
it's leaning and faceted. | also wanted to
take advantage of the height and still have
structural integrity, so | came up with these
two cathedral peaks of African mahogany.
There are a lot of different woods in there
that have different reflective values. It turned
out to be acoustically magical, largely thanks
to Art’s brilliance.”

While construction commenced, Zabit
went after a piano, buying a 7.5-foot Grotri-
an concert grand from musician/store owner
Mark Robertson, who turned him on to
engineer Scott Church.

Church, a self-taught music business/legal
type with a penchant for old-school record-
ing methods and heartfelt singer/songwrit-
ers, had worked all around S.F. and L.A.
from the early ‘70s through the late ‘80s. He
took a hiatus to promote concerts and set
up a film distribution company in Russia, but
recording stayed in his blood.

“1 kept recording for fun,” Church says.
“I'm addicted. When Bill contacted me, |
knew | didn‘t want to get involved with
another rich guy because I've been involved
with many and they get bored fast. {Laughs]
But Bill was a standout. | didn't want to be
simply a staff engineer again. So the main
attraction was that he wanted to build a
production company. He had started it; it
wasn‘t just talk.”

The first act signed was a young singer/
musician from Buffalo, N.Y., named Jonathan
Diina, soon followed by Vancouver-based in-
ternational singer/songwriter Melanie Dekker.
While producing tracks for Dekker, Zabit and
Church received a call from producer David
Kershenbaum, who had been hipped to them
by Tom Menrath of GC Pro. Kershenbaum
flew up, heard Dekker and signed on as co-
producer (with Zabit and Church) for Dekker’s
upcoming album on SME. A very good start.

The skills Zabit learned consulting to the
Fortune 500 (and the Clinton White House),
along with Church’ forays into other areas
of the entertainment world, are skills that
they plan to apply to a music industry in
desperate need of reinvention.

"I always say to Scott, ‘Look at everything
as an asset,’” Zabit says. “Everything we know,
how we think and what we have should be
leveraged into new opportunities in the new
world of the music industry.”

Visit www.studioestate
.com for more information.
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BY PAUL D. LEHRMAN

Bikes, Harps and Yo-Yos

Teaching Engineers and Artists to Talk to Each Other

ne of the hottest fields in the research world is

Computer/Human Interfacing (CHD), which has

several other names, such as Tangible Interfaces,
Human Factors, Design Psychology and probably many
more. A mixture of psychology, physiology, industrial
engineering and computer science, CHI tackles how hu-
mans interact with machines to make those interactions
more efficient, more productive, less fatiguing and, fron
the humans’ standpoint, richer. In other words, make tools
that do something useful, are fun and/or rewarding to use
and can be used for a long time.

Because there are so many disparate disciplines in this
field, schools don't have an easy time figuring out how to
teach it. Getting the students from all these areas to meet
on common ground is a problem. For example, in the
school where I teach, a relatively small liberal arts—oriented
college, there is a strong engineering program, but
engineers and arts and humanities students rarely cross
paths and almost never collaborate.

But almost every student is into music, regardless what
he or she is studying. So a few years ago, the engineering
faculty decided to face the challenge of how to get theis
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students to work with others, and the answer was to create
courses around music technology and not what most
schools consider music technology: computer composition
and sound manipulation. (I already teach that.) In this
program, the students would build musical instruments.

The first course was called Musical Instrument
Engineering and it’s strictly acoustic. Students build flutes,
guitars, zithers and bagpipes, and do research that requires
them to measure various environmental effects on things
such as trumpets and piano actions. But the course still
drew students primarily from Mechanical Engineering. To
enlarge the pool and make the course attractive to more
students, they decided to create a course called Electronic
Musical Instrument Design.

Because I'm pretty much the only faculty member who
knows a lot about electronic music (I told you it was a small
school), they asked me to write the course curriculum and
teach it. I've created a lot of college courses, but, at first,
this one felt quite a bit beyond me. I'm not a mechanical
engineer, most of my electronics knowledge is self-taught
and although I've played a lot of instruments, I've never
built any. Nevertheless, I took heart in a friend of mine’s



. /l/‘

P

Industry-leading Amazing prices

Expert Sales Staff Sw‘eel\Nat er that can’t be beat

Huge Selection of music technology direcis Award-winning
the gear you need Tech support

: {1 ARG Iy it
7:.‘0 : 0 i g DIO lll‘llt obbv [ - -
\‘; OU ) ) Q 0 ( 0
e 3 s f‘l
| | | | [ | |
:_41
|
|
|
..... .- - = “;‘;k‘?“,"
I |’ '-;;..'.‘
\f‘ L
T g\;,z 2
- , - B
' o SHIPPING
[800] 222-4100 ”0 Kinimum Purchase
WWw.sweetwatercom Sneedy FedEx Defivery - Most Orders Ship Same Day

World Radio History




(also a part-time professor) maxim: “The
first time you teach a course, it owns you.
The second time, it’s a draw. The third time,
you own it.”

I've just finished teaching the course for
the third time and I think I've got a handle
on it. I can say il's become one of the most
rewarding enterprises I've undertaken in my
teaching career despite—or because of—the
fact that it’s an insune amount of work. Better
yet, the students concur: Many of them tell
me they've never put so much time into a
course and they’ve never had so much fun

The premise behind Electronic Musical
Instrument Design (EMID) is straightforward:
Students design and build working models
of musical instruments that use electronics
1o produce and control the sound. The
course is listed in the Music and Mechanical
Engineering departments’ catalogs. But
because the college doesn't have an Audio
Technology program, the number of students
who can handle every aspect of the course
is somewhere between few and none. Think
about it: You need o know how to make
objects of wood, metal or plastic that people
can push, pull, swing or bang on; how 10
put sensors on them (0 measure what you're
doing; how 1o translate the sensor data into
something a computer can understand; how

to communicate it to a synthesizer of some
kind; and how to set up the synthesizer 10
make meaningful sounds out of the data.
When students sign up for the class, I
poll them on their backgrounds to make

sure all of the different skill sets needed
1o undertake the projects are present. | ask
them if they play an instrument, if they've
ever worked with MIDI and synthesis,
how they are at designing and building
smal! electronic circuits, how their wood
and metal shop skills are and what they
know about acoustics and object-oriented
computer programming. If a student doesn’t
have some experience in at least two of these

areas, he or she doesn't make the cut.

The result is we end up with a wide cross
section of majors. Mechanical engineers form
the largest group, although by no means the
majority, and just about everyone plays an
instrument or at least has some DJ chops.
I've had several music majors; other students
have been electrical engineers, chemical
engineers, computer scientists, business or
economics majors, art history majors and
even a few from the School of the Museum
of Fine Arts in Boston, with whom we have
a cross-registration agreement.

Midway through the semester, | divide the
students into teams, arranged so that cach
group has all of the skills needed 10 complete
the projects. Interestingly, electronic tinkering
is the most poorly represented skill, perhaps
because electrical engineering these days
is taught largely using computer models
and hands-on circuit construction isn't as
prevalent. Fortunately, my teaching assistant
this semester—a graduate student in electrical
engineering—had a lust for designing clever
circuits using standard op amps and other
components and threw himself into the task
of supporting the other students.

Before we start building anything, the
students get some technical and historical
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Thanks to the readers of MIX for nominating the PM5D for the
2005 Technical Excellence & Creativity Award in the category of Outstanding
Technical Achievement, Sound Reinforcement Console.

Only one-year-old with hundreds sold worldwide, PM5D is already the industry standard
for mid-range SR consoles.

Yamaha has won more TEC Awards than any other company, so our trophy case is a little crowded.
But — if you honor us again this fall in New York, we'll fit it in somewhere.
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By Blair Jackson

It's about time surround recordings started getting a little
respect—i.e., awards recognition. The medium has developed
into a very special art form, and though there are many problems
to be worked out (format, budgets, promotion), surround is here
to stay. This is the first year that the Grammys and the TEC
Awards have a category honoring surround production. We
thought it would be fun to speak with the mixers from each
of the five projects nominated for this year's TEC Award. We
should note, though, that the actual awards will be given to the
mixer(s), mastering engineer, procucer(s), mixing facility and
mastering facility. That's ¢ ‘ell-deserved!

BONNIE RAITT: NICK OF TIME

Surround mix by Ed Cherney

Bonnie Raitt’'s Grammy-winning album from 1989 was a natural
choice to get the surround treatment. but Ed Cherney, who
recorded and mixed the original, says. “At first. I really didn't
want to do it. I mean, T was glad that EMI called me to do
it because you don't always get to do the surround [mix] for
albums you worked on. In this age of Pro Tools and everyone
recording at home, I'm getting a lot of things that just aren't that
great o mix—there’s no dimensionality—but when I put up

Ed Cherney mixed both versions
of Nick of Time.

the multitrack [of Nick of Time|
and played it, I really loved
the way it filled the speukers,
so I got real excited.” Cherney
originally mixed the album on
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a Neve VR at the Record Plant; for the surround mix, he worked
on the same kind of console, but at Capitol’s Studio C.

As is usually the case with surround albums that fans know
and love, Cherney decided not to mess too much with success.
“I wanted it to be like an extension of the original album,” he
says. “There are no gimmicks or anything: no radical turns. It's
not cffects-laden, with things panning across on a joystick. But
there was a lot of room to spread it out, and 1 think it spread
out in a very musical way that also makes sense.” Cherney says
he put “some ambience, guitars and few other things” in the rear
speakers, “but it wasn't like I was sending things that discretely
back there. It's still fairly front-loaded, but with more depth in
the room and more space around everything.”

Inevitably, the question of the center speaker arises. Cherney
chuckles, and then remarks, *The center speaker is vour friend.
When 1 first started, the first few 5.1 [releases] I did, I was a little
apprehensive about using the center speaker. That was after
talking to Alan Parsons and some other people. But lately, I've
been using it more and finding that it gives me a wider swect
spot. The vocal is good there, but I don't want to leave the artist
out there bare where you can isolate the vocal like that, so I've
been building a mini-thythm mix in the center speaker—it
supports the vocal but isn't loud enough that it takes away from
the spread. There's a preponderance of bass and kick drum and
snare, maybe a rhythm guitar—it helps the groove.”

As for effects and ambience, he thus far has eschewed
the popular multichannel units, noting, “I still build stereo
pairs—front/left, front/right, left/rear, right/rear—and build an
ambience that way. I'll even build some ambience between
right/front and right/surround. T've been using reverb more
discretely than one send and five returns.”

Asked about Raitt’s reaction to the surround mix, Cherney
reveals that, incredibly, the singer guitarist had never heard a 5.1
mix before he sent a version to her at a San Francisco studio.
“She didn't really even like the idea: ‘It was great, why do we
have to do it again?’ I said, ‘Well, it's a new technology and it
gives people a new context to hear vour mustc. Trust me, I'm
not going to mess with the intent,” he says. “But that first time
she heard it, she didn't like it. [ don't know, maybe it wasn't set
up right. But she had some comments and I went back and did
a few things, and the next time she heard it was at Capitol and
it knocked her socks off. She immediately wanted to go in and
do her whole catalog in 5.1!"
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CRYSTAL METHOD: LEGION OF BOOM

Surround mix by Fred Maher and Nathaniel Kunkel

Led by Ken Jordan and Scott Kirkland, Crystal Method have solid
credentials in the rave/techno/electronic world, where they have
been dancefloor favorites for a number of years. Legion of Boom
is their third full-length album, and though it was self-produced
and mixed, for the surround mix, they brought in Nathaniel
Kunkel—who’s had great success mixing a number of decidedly
more mainstream projects in past few years—and newcomer to
5.1 mixing Fred Maher, who ended up doing the bulk of the
album. Maher, the one-time programmer for cult favorites Scritti
Politti, as well as a drummer (for Lou Reed and others), producer
(Matthew Sweet. Lloyd Cole, 10,000 Maniacs, et al.) and digital
editor, says he’s “bounced a lot between electronic music and
live performance” and managed to convince DTS—for whom he
consults—and Crystal Method’s managers and label to let him
work on a surround mix for the group. “I was really interested
in getting some electronic music in surround; there’s not that
much in the genre out there,” he says.

Mabher says that Kunkels 5.1 mix of the duo’s single “Born Too
Slow™” provided the novice “with a jumping-off point. 1 learned
a lot from hearing what he was doing. It was pretty challenging
because with this kind of music, there’s no ‘proscenium’—the
instrumentation is more unconventional than that. It’s very wide
open and a little tricky because they work with a lot of loops.
There are almost no mutltitrack drums, so the core groove in some
of their songs might comprise four or five loops laycred on top
of each other—some might be good-sounding stereo and others
have kind of a crunchy mono vibe; there’s a lot to juggle.”

Maher did the bulk of his work at his L.A.-area home studio
using a Nuendo system and JBL speakers as his primary tools. The
first challenge was importing the band's original Digital Performer
tracks into Nuendo. "It was a nightmare,” he says. “They had sent
me the Digital Performer sessions, but they had zillions of plug-
ins and I couldn't find an OS 9 TDM system with that version of
Digital Performer. When they were on the road, I had to go over 10
their studio with somebody from their management company, and
[ spent about six days there just rendering tracks one by one.”

Once the materials were in order, Maher found plenty of room
for creative mixing. And though he says he put lots of music in
the rears and opted to have quite a bit of movement in the mix,
“I found that once I got the core groove going, I tended to favor
the front of the room anyway.” With Jordan and Kirkland on the
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Fred Maher contemplates surround
electronic music.

road during much of the process, Maher made reference mixes to
send to the musicians, “and they were trying to play them in hi-fi
shops,” he says with a laugh. “Then I took my Nuendo rig over
o the DTS mastering room {in Agoura Hills, Calif] and I spent
a few days with them, doing some tweaks and final touches. |
think it came out really well.”

RAY CHARLES: GENIUS LOVES COMPANY
Surround mix by Al Schmitt
Multi-Grammy-winning engineer Al Schmitt was a couple
of weeks into mixing Ray Charles’ final album, Genius lLoves
Company, when Concord Records decided to spring for a 5.1 mix
of the project. “That can make things a little more complicated.”
Schmitt says during a break from mixing an Anita Baker
Christmas .album, one of five discs the in-demand engineer was
working on in June. “What we do now is plan ahead and ahkvays
make sure we have the configuration to do the surround without
changing the board too much [from the sterep mix], because you
don’t want to have to start from scratch if you suddenly have to do
the surround. So we keep the extra buses apen and so forth.”
Schmitt did the sterec and surround mixes in Capitol's Studio
C on the Neve VR, working exclusively with 96k Pro Tools
sessions. “Since it was a duets album,” he camments, “what 1 did
for the 5.1 was pan Ray between the left speaker and the center
speaker so it sounds like he’s coming off-center, and then I took
the other artist and panned them the opposite: the right going
into the center. [ also braught them forward a little bit so it sounds
like they’re onstage next to one another. That helped a lot and
gave us more room to work with other things in the mix.”
When it came to deciding on what to put in the rear speakers,
Schmitt says, “When I first started doing surround mixes, I was
very concerned about putting things in the back, so I'd put
ambience back there; if it was a live thing. I'd put the audience
back there. I still do that with live projects. But now I'm not as shy
about putting other things in the back because people want to
hear something there, so I'll put percussion, or on a small date, like
a Diana Krall record, I'll put a guitar back there—mostly, but not
discretely. I've had woodwinds back there and some orchestra.”
On the Charles mix, however, his approach to the orchestra was,
“If you put your arms straight out to your sides, it was that kind
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showed up for a number of mix sessions and
made suggestions, especially about the vocal
blends. “I was mixing the sterco and the
surround simultaneously,” Brauer says. “I'd
start off in surround, get it feeling really good
and then close it back down so [ was just
listening to my fold-down. When Paul and
Artie would be in, I'd mix in stereo. Once
they okayed the mix, I'd go back into the
surround and see if there was anything else
I needed there. A lot of the stuff that might
be going into the back {of the surround mix],
I might have that down 5 or 6 dB in the
stereo mix, so [ could do whatever [ wanted
in the back and it wouldn’t make the front
too reverb-y or anything.”

ERIC CLAPTON & FRIENDS:
CROSSROADS GUITAR FESTIVAL
Surround mix by Neil Dorfsman and

Mick Guzauski

This multistage festival held in Texas in
July of 2004 brought together blues, rock
and jazz guitar giants—including host Eric
Clapton, Buddy Guy, B.B. King, Jeff Beck, Pat
Metheny, Steve Vai, Joe Walsh, James Taylor,
Sonny Landreth, Neal Schon and many
others—and a who's who of top recording
engineers, including the aforementioned

Cherney, Maher and McAllister, plus David
Hewitt, producer Simon Climie and recording
team leader Elliot Scheiner.

Surround mixes were split by Mick
Guzauski and Neil Dorfsman. Guzauski,
who has mixed all of Clapton’s projects
during the past few years, mixed his tracks
(plus songs by Carlos Santana, King, JJ. Cale
and a few others) at his Barking Doctor
studio in Mt. Kisco, N.Y.,, while Dorfsman
handled the other songs at the now-defunct
Hit Factory in New York City.

The music was recorded into Nuendo
(with 3348 backup); original audio sources
ranged from material captured by the remote
trucks to direct feeds from the P.A. consoles
on the smaller stages. Guzauski imported the
Nuendo files into Pro Tools and went through
a Sony OXFR-3 board into another Pro Tools
system for 5.1 and stereo mixing. “Usually
I dont do simultaneous 5.1 and stereo
mixing,” he says, “but in this case, there was
so much music and so little time to do it
{about a week].” Guzauski watched videos of
the event to reference venue size and stage
setup. “Being outdoors,” he says, “there was
very little ambience; you could hear some
slap off some buildings, but it was pretty
dry. That’s how it would sound outdoors,

The Crossroads festival
was mixed in stereo and

surround.

but you can't have that in

the final product. It has 10

sound like there’s a litile
excitement, something coming back at you,
so [ used some reverb and delays.”

Guzauski panned various sections of

the audience across four speakers (left,
right and surrounds) and used the center
channel sparingly. “Center’s always a little bit
confusing for me because I like a phantom
center,” he says. “I use it to add a liule bit of
punch 10 kick, snare and bass, and focus the
lead vocal. I don't like to go too nuts with the
center speaker because there are so many
playback systems where the center channel
is different, usually a little smaller than the
left and right speaker. You don't know what
you'll really get if you rely on M s
the center speaker for much N
full-range information.”

Welcome even on the forbidden planets.

Robbie the Mic Pre. Proud nominee for the 2005 TEC Award.

Kudos,
Will Robinson!

Robbie is Blue's stellar Class-A discrete tube microphone and
instrument preamplifier whose simplicity of design and audio
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honored on Earth with a prestigious TEC nomination (even
Dr. Smith would be proud). For more details and information,
log on to www.bluemic.com. Or rocket over to your local
authorized Blue dealer today and see how Robbie's gorgeous
design and ease of use will quickly make it one of the most
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booths—offers foams, bass traps, ceiling
tiles, haftles and fabric-covered absorbent
panels, all available for purchase via its Web-
site. While not exactly an acoustic treatment
product, Gretch-Ken's super-hip Egg-Pod
Chairs would make a very nice addition to
any studio’s client lounge.

Designer of absorber panels and bass
traps, Hill Acoustic Design (www hill
acousticdesign.com) can emblazon its
acoustic treatment products with any im-
age—studio name, logo, etc.—or unique

designs from its large digital image library.
All Hill Acoustic Design products are cus-
tom; for more information, log on 1o the
company’s site.

Hibruck (www.illbruck-sonex.com)—
makers of Sonex acoustic panels—provides
a full line of acoustic ceiling tiles, wall pan-
els and baftles in a wide variety of patterns.
For instance, its CONTOUR ceiling tiles
are now available in 14 different patterns,
such as Crosspoint, Mosaic, Matrix 2 and
Allusion. Illbruck products are macle with

Gatialug Recording's RCOUSHIC Evolution

YEARS OF FINE-TUNING NORTH CAROLINA STUDIO

Rob Tavaglione owns and operates Catalyst
Recording, a busy music studio located
several minutes south of downtown Char-
lotte, N.C. Building Catalyst in the 1,000-
square-foot, half-subterranean basement of
a 1960s brick ranch home has proven to be
money well spent for Tavaglione. Since 1994,
Tavaglione has hosted a steady stream of
local and regional musicians, keeping his
self-designed residential facility teeming
with a hip and varied client base, while let-
ting him take advantage of an abundance
of equipment and experience gained during
his lengthy tenure as a local musician and
engineer.

Creating a great-sounding and afford-
able facility was an early challenge for
Tavaglione. He already possessed the neces-
sary gear and studio know-how, so having a
suitable working environment was the final

Catalyst Recording features a variety of surface treatments.

step to launch his own business.

“Acoustic treatment is an emotional
and very important topic for many of us,”
Tavaglione says. “On the surface, the sub-
ject of acoustic treatment materials may
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seem dry, but the fears we
face while trying to deal with
our acoustic issues can be a
‘hot button’ issue.”

The acoustic issues Tava-
glione faced during his studio’s
11-year acoustic evolution
may ring familiar with other
D.IY. studio owner/design-
ers. “With basement studios,
low-frequency waves don't
pass through your walls and
to the outside world; it's all
contained,” he explains. “Be-
cause of that, I had a number
of standing waves. I was also
getting diminished frequen-
cies from nodes where waves were canceling
each other out and there was a lot of early
reflections because of the cinderblock walls
and cement foundation. The space was

quite reflective, and I was getting
a lack of definition in imaging.
Things were kind of blurry.”
Tavaglione insists that address-
ing problems via acoustic analysis,
treatment and materials research,
and experimentation led to clear
acoustic solutions. “I used sine
waves, swept them across the spec-
trum and found my problem areas,
particularly with issues of bass,” he
says. “I found a buildup at about 80
Hz—which is pretty common—and
another around 50 Hz. I also found
that there was a cancellation up
into a higher bass frequency around 110 Hz.”

After repositioning his subwoofer to a central
position (in front of the mix position) and cross-
ing it over at 80 Hz (to decrease directionality),
Tavaglione employed a variety of surface treat-

the trademarked Williec foam, which the
company says offers excellent absorptive
control and impressive fire ratings.
Markertek (www.markertek.com) may
be best known as one of America’s larg-
est pro audio manufacturers, but it also
manufactures a full line of soundproofing
and acoustic treatment products under the
MarkerFoam brand. MarkerFoam products
include ceiling and wall tiles, acoustic pads
and baffles, acoustic sealant products, porta-
ble isolation booths and acoustic blankets.

Rob Tovoglione spent 11 yeors upgroding Catalyst's environment.

ments to address acoustic discrepancies. “On the
walls, T used a 4-inch-thick absorbent foams—2-
foot by 4-foot—and covered them with tap-
estries for a softer look,” he continues. “That
cleaned up the early reflections nicely, helping
with imaging clarity. For my bass issues, I used
some of the corner-mounted foam bass traps in
the control and isolation rooms. Those cleared up
bottom-end muddiness in the iso room.”

Other solutions included foam monitor iso-
lators and a custom console cover. “In today’s
automated environment, where so much is done
in the computer, I don’t need to touch the
console all the time during mixes anymore,”
says Tavaglione. “The cover's absorbent cloth
reduces some of the high and high/mid fre-
quencies coming off the console, which really
cleared up my imaging.”

Tavaglione says that a facility’s acoustic
treatment is often a journey rather than a des-
tination, but one that should always produce a
sonic improvement. “I don't think that it's ever
going to end for me,” he admits. “I'll just keep
on tweaking and improving.”

—Strother Bullins

PHOTOS ANGELA LINKER
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Leaner, Louder &
Lighter Than Ever

Real-world live audio pros remember when the workhorse Peavey CS Series first shook the

market—after all, it’s hard to ignore a ‘70s-era CS amp still pushing its startlingly powerful
punch thirty years later.

Our new CS Series amps are still about giving you the power, reliability and technology you
demand, but with a fully updated design for leaner, louder and lighter amps than ever. We're
proud to carry the robust CS legacy in these all-new JD Bennett-designed amplifiers.

Circa 1989

Circa 1978

Circa 2005

CS® SERIES

Innovation Amplified

CS 4080 Hz CS 4000 CS 3000 CS 2000 C$ 1400 CS 800X4
2 0nm N/A 2x2000W  2x1500W  2x1075W  2x700W  4x400W _
4 Ohm 2 x 2040W 2X1350W  2x1025W  2x 760W 2X500W  4x300W o ;!1 -
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For many touring artists, making the switch to an in-ear monitoring system or in-ears alone—rather than relying on

wedges—can be daunting. Fears such as hearing damage, costs and not hearing oneself enough have shadowed

an open discussion between bandmambers and their sound engineers on taking the leap to using in-ears. Mix's

sound reinforcement editor Mek Frink (k.d. lang’s longtime monitor engineer) offers advice on making the

switch and the proper use of in-ears. And for those in the market, we offer a chart

{page 46) on currently available in-ear products.
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Wedgeless Transition

n-ear monitors replace a wedge-based system’s speakers and

amplifiers with a small rack of electronics. Benefits include

improved, consistent sound quality for the performers and the
audience, decreased vocal and hearing fatigue, the ability to com-
fortably perform more shows and, for many, possibly extending a
vocalist's career by years. Side benefits include improved commu-
nication among the band. a reduced need tor soundchecks and 4
ready-made, low-volume rehearsal rig.

Many bands starting out don't have the funds to do it right and
are looking for shortcuts. Placing a transducer in the ear can be
dangerous and is not to be taken lightly. With careful planning,
even those on a budget can enjoy good resulis, but the greatest
returns require a significant investment and a competent operator
10 at least get it going, if not 1o mix every night. The first step is ©
get an audiologist to establish a baseline with a hearing test.

Drummers lake to in-ears the best, as do many keyboard
players. Singers and horn players love the isolation it provides from
stage wash. Guitar players have the hardest time because they're
used to having a sweel spot that they can step into and it's a whole
new way of listening. Patience and careful planning are needed.
The first step is to have an open, frank discussion between ll
bandmembers about cost and benefits, and it's up to the sound
engincer to be the ambassador for this new technology.

Short of having a dedicated monitor engineer to mix IEMs,
there are a few shortcuts. Take the front-of-house mix and add a
little "more me" for each performer using subgroups and matrix
outs. A console with individual pre/post selection offers the most
flexibility. This works the best when you have your own full-
featured FOH desk; trying this approach with a different desk
Jjour on each tour stop can be painful and time-consuming,

Also, put
a dedicated
console onstage
and make one
bandmember make all
adjustments. This onstage
console needs 1o get a split
of all critical inputs. Not all drum channels may be needed. but
on most rackmount mixers, once you add all of the vocals and
other instruments 1o kick, snare and hat, you've only got a few
channels remaining for reverb and talkback.

Another engineer-less method is to use personal mixing
stations. Early versions were made from multiple splits of individual
inputs or subgroups (“stems”) of signals going 1o indiy idual
miniature mixers onstage, a concept borrowed from Broadway
pit bands and cue systems in recording studios. These ofien still
rely on a technician 1o supervise and set up the sysiem and a
dedicated console.

Wireless In-Ear

Monitoring

TWO TIMES TWO

The really cheap way to make the switch is by using consumer
dynamic ear buds (much less than $100), which are often included
with less-expensive systems, sometimes with ineffective, generic
mold-like fittings that don't provide isolation and, in the presence
of any stage wash, have to be turned up. This can cause eventual
hearing damage.

There are (wo types of pro IEMs: the generic or “universal-
fit" style and custom ear molds made from an impression of
the user’s ear that fit snugly and comfortably seal out ambient
sounds. These use either dynamic drivers or balanced armature

By Mark Frink
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me Wedgeless Transition

COMPANY, WEBSITE

AKG (www.akgusa.com)

Etymotic Research (www.etymotic.com)

Future Sonics (www.futuresonics.com)

Mipro (dist. by Avlex, www.avlex.com)

Nady (www.nady.com)

Rolls (www.rolls.com)

Sennheiser (www.sennheiser.com)

Sensaphonics (www.sensaphonics.com)

Shure (www.shure.com)

Trantec (www.trantec.com)

Ultimate Ears (www.ultimateears.com)

Westone (www.westone.com/music)
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IP1/8113
ERe4 MicroPro/$300
ER*6 MicroPro/$139

ER-6 Isolator/$149
Ear Monitors®/$698

Ear Monitors® Colours Series
starts at $4,999

Ears™ Model EM3 /$159,
MSRP; $99, online

E85/$40 (also included with
MI-808R}

£8P/$220

EB-3 Earbuds/$20

EB-4 Earbuds/$39.95

EB77/$50

2X-5/8750
E5/$499
E4/$299

E3/$199

E2/$109

UE-Hybrid/$800

UE-5 Ambient/$800

UE-10 Pro/$850

UE-5 Pro/$700
Super.fi PRO/$249.99
Super.fi EB/$199.99
UM1/$149
UM2/$450

ES1/$375

ES2/$650

ES3/$800

Universai and custom

Universal
Universal
Universal

Custom

Custom

Custom

Universal

Universal

Universal

Universal

Universal

Universal and custom
Universal and custom
Universal and custom

Universal and custom

Universal

Custom

Custom

Custom

Custom
Universal
Universal
Universal
Universal
Custom
Custom

Custom

EARPIECES

Transducer

Dynamic Single

Balanced Armature | Single
Balanced Armature | Single
Balanced Armature | Single

Dynamic MG4™ Single

Dynamic MG4 ™ Single

Dynamic FSI™ Single
Dynamic Single
Dynamic Single
Oynamic Single
Oynamic Two-way
DOynamic Single
Balanced Armature | Two-way
Balanced Armature | Two-way

Balanced Armature | Single

Balanced Armature | Single

Dynamic Single
Balanced Armature | Two-way
Balanced Armature | Two-way
Balanced Armature | Three-way
Balanced Armature | Two-way
Balanced Armature | Two-way

Balanced Armature | Two-way
Balanced Armature | Single
Balanced Armature | Two-way
Balanced Armature | Single
Balanced Armature | Two-way

Balanced Armature

Three-way

Impedance

50Q

100Q
48Q
16Q

34Q

34Q

32Q

16Q

16Q

8Q

32Q

27Q
10Q
29Q

26Q

16Q

25Q

21Q

17.5Q

21Q
21Q
1Q
25Q
2771Q
25Q
21Q

25Q

>

3=

>

‘@

=
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[72]
>100 dB/mW @
1 kHg

90 dB/mW @ 1 kHz
92 dB/mW @ 1 kHz
108 dB/mW @ 1 kHz

112 dB/mW @ 1 kHz

112 dB/mW @ 1 kHz

118 dB/mW @ 1 kHz

>110dB/mW @
1kHz

>116 dB/mW @
1kHz

N/A

N/A

N/A

109 dB/mW @ 1 kHz
122 dB/mW @ 1 kHz
109 dB/mW @ 1 kHz

115 dB/mW @ 1 kHz

105 dB/mW @ 1 kHz

119 dB/mW @ 1 kHz

119 dB/mW @ 1 kHz

124 dB/mW @ 1 kHz

119 dB/mW @ 1 kHz
119 dB/mW @ 1 kHz
119 dB/mW @ 1 kHz
114 dB/mW @ 1 kHz
119 dB/mW @ 1 kHz
114 dB/mW @ 1 kHz
119 dB/mW @ 1 kHz

124 dB/mW @ 1 kHz

Fixed

Fixed
Fixed
Fixed

Replaceable

Replaceable

Fixed

Fixed

Fixed

Fixed

Fixed

Fixed

Fixed
Fixed
Fixed

Fixed

Fixed

Removable

Removable

Removable

Removable
Removable
Removable
Fixed

Fixed

Removable
Removable

Removable
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HARDWARE
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766-805 MHz & Mono or 20
T1/81, Tunab 12 hour N/A h( SST1/81, 0 If-rack
SST1/$1,300 044-949 MHz ‘unable SEm 2 hours / es /$1,993 A 50 mW Half-racl Yes
Tunable, 16 fre- N
MI-808R/$720 621690 MHz | DI 18 Tre ) MONOOE g hours No Yes | MI-8081/$670 16 | 501100 mW | Mall-rack | Yes Yorinch/XLR
quency agility Stereo
E03 R/$49.95 72-76 MHz Fixed Mono 9V, 17-20 hours | No Yes | E03T1/$159.95 ] 50 mW Half-rack | Yes Ye-inch
XLR and
PEM-500 R/$109.95 695-865 MHz Tunable Stereo 9V, 6 hours No Yes | PEM 500 1/$269.95 8 50 mW Half-rack | Yes lineh
-
WPM61r/$200 with WPM61t/$200 with
Mo 200 21627 MHz | Fixed Mono | 9V.4-Bhows | No Yes 1611/5200w a 10 mw Non-rack | No Y-Inch
transmitter receiver
EK300-1EM-G2/System, | 518-550 MHz, Stereo
SR300-G2/$800 0
$1,800; receiver only, 630-662 MHz, Fixed Dual AA, 4-6 hours No Yes (traismiiiriﬁlo) 2Ius 20 mw Half-rack | Yes XLR
$990 740-772 Mz Mono y .
P7R Bodypack/$1,220 722-865 MHz Tunable Stereo 9V, 4-6 hours HF shelt | Yes P71/$1,326 16 100 mW Halt-rack | Yes Ya-inch/XLR
P6R Bodypack/$689.52 682-862 MHz Tunable Stereo 9V, 4-6 hours HF shelf | Yes P6T/$795.60 10 100 mw Half-rack | Yes Ya-inch/XLR
Ya-inch/XLR
P2R Bodypack/$378 518-865 MHz Tunable Mono 9V, 4-6 hours HF shelf | Yes P21/$418 4 30 mw Half-rack | No Combo
$4000/£180 790-865 MHz Tunable Stereo 9V, 8 hours No Yes $4000/£240 N/A N/A Half-rack | No Ya-inch/XLR
Stereo/
$5000/£599 790-865 MHz Tunable Dual Moo 8 hours 5-band | Yes | S5000/£1,099 14 10 dBm Half-rack | Yes Ya-inch/XLR
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" Making e Wedgeless Transition

transducers (sometimes incorrectly called
ribbon drivers). High-end molds often
employ dual drivers 10 provide a fuller
response.

The universal-fit transducers are less
expensive and don’t require a custom fitting,
though custom-molded tips can be made.
These rely on either replaceable foam tips
or silicone to seal them into the ear. Those
with small ear canals will have trouble with
some models. They're also more annoying
to put in and take out, and less comfortable
than custom molds.

Experienced users are getting custom
molds for the entire band. They cost more,
but it is worth it in the long run. As a pro
monitor engineer, I have sets by Firehouse,
Future Sonics, Sensaphonics and Ultimate
Ears that siill work fine after many years.
I's important that the engineer and the
performers all have the same model so that
everyone has an even basis for comparison.

Before putting IEMs in the band’s ears,
monitor engineers should try them on
themselves. Bring molds, buds or even
headphones to gigs and practice on a spare
aux bus to get a feel for what individual in-
puts sound like and then practice building
a mix. A good pair of closed headphones

on a long cable onto the stuge during
soundcheck can let musicians try it before
they’ve spent any money.

Warning: Everyone tries the “one in/one
out” approach at some point. This leads to
monitoring at higher levels and is more likely
to lead to hearing fatigue and, eventually,
hearing damage. Use both ears.

MAKE ME TWO WITH EVERYTHING

A professional IEM engineer provides much
more than the usual wedge-based engineer,
which is why they often earn as much as
the FOH engineer—they’re worth it. Instead
of creating a set-it-and-forget-it wedge mix
with mostly “me” inputs, an IEM engineer
will essentially make a full-on mix; bumps
for solos and rides for dynamics are desirable
over a static mix. Bands must allow time for
the engineer to build the mix, especially
while breaking in a new console.

Muake sure you have a “European
soundcheck” song, which starts with a
beat on kick and snare and slowly adds
one player at a time, giving monitor and
FOH mixers time to get a sound. Carrying
your own console is the only way to avoid
this daily chore.

With stereo IEM mixes, panning makes

it easier to hear each input and allows
listening at lower levels. Panning a centered
input to one side in a mix can make a
bigger difference than a 6dB fader move.

All things being equal, a hardwired mix
always sounds better, but money saved by
not going wireless is often spent on thumpers
or shakers, especially for drummers and bass
players who want the frequencies below 100
Hz that are¢ missed in most IEM transducers.
Driven off a separate aux send, these need
an amp and sometimes a crossover or a little
EQ, and are either attached to the drum
stool or, for standing players, mounted to a
metal floor plate. An alternative is putting a
subwoofer beside the player; sometimes just
using the woofers in the sidefills or drum
mix can work for this.

Outhoard gear for 1EMs comprises
compressors, gates, reverbs and EQ, and is
more like a remote broadcast than mixing
monitors. Dynamic range must be carefully
managed and being isolated from the room
means that everything is carefully placed
in the mix, incuding effects and ambient
mics. A natural hall reverb makes vocals
sound better and easier to hear; drums
also benefit from a second separate reverb.
Guitars and keys are often wet enough, but

Vintage Gonsoles For Your Rack

The Toft Audio Designs* Studio Channels.
Direct descendents of the vintage consoles
designed by Malcolm Toft.

?GACOOQ %

>

EC 1 Studio Channel (descended from the MTA 980)

DC-2 Dua! Compressor (classic FET compression)

Hudio Designs”

www.toftaudio.com

To Ao D g j ©2004 Pl Audio Group 184 Gardena, CA 90247 V:877.563.6335 F 310 323 9051 E info@ f




“Jts high-end audio quality, flexible
rrouting and processing capabilities,
advanced performance features,
sophisticated editing tools, powerful
search functions, and streamlined user
interface make it once again the
indisputable gold standard in
software samplers.”

ELECTRONIC MUSICIAN, MAY 2005

GIGASTUDIO3.0

We couldn't have said it better. For more GigaStudio information, visit www.tascamgiga.com
©2005 TASCAM, a division of TEAC America. All Rights Reserved. All specifications are subject
to change without notice. GigaStudio is a trademark of TASCAM/TEAC. ®

www.tascamgiga.com



e Wedgeless Transition

horns and background singers often need
their dedicated reverbs. Inserting a reverb on
the entire mix is not a recipe for success. A
smaller band can make do with a single unit
that is split “dual mono,” with one side for
vocals and the other for drums.

EQ AND COMPRESSION

Sound companies, house rigs and festivals
often have a rack of graphics available 1o
insert on each monitor mix and some moni-
tor consoles have output EQ, as well. Choose
only four frequencies to fix so that, on days
when you've got 4-band parametric output
EQ instead of graphs, you can still get
where you want to go.

Most 1EMs start rolling off at 100 Hz;
boosting here helps any mix sound better
at lower levels. Most rooms and stages have
too much 400 Hz (it leaks into the mics)
and cutting it helps moderate-level mixes
sound better. Three kHz is where many
IEMs are strongest; a small cut can reduce
harshness. Most IEMs start rolling off at
10 kHz, which is compounded by the fact
that the response of wireless systems tends
to falls off here. This is why many systems
have an HF boost control. Alternatively,

need

cutting S kHz can make 10 kHz stand out.

With many inputs going into each mix,
it’s important to manage dynamics, espe-
cially with wireless, as they quickly start
sounding bad when their meters hit the
red. Turn up the master for quiet songs
and then turn down again for the loud
ones. Use a compressor across the mix.
Early brickwall limiters were heralded
as an important safety feature to prevent
hearing damage, but performers are more
likely to hurt themselves just by turning up
the belt pack too loud.

Individual channel compression is
more useful when used in the same
manner as limiters, with higher thresholds
and higher compression ratios to keep
each input from pushing the entire mix
into the red. To manage dynamics and
tone when going from loud to soft,
use a multiband compressor on the mix
bus. Rather than simple compression or
EQ, multiband compression can be used
to increase subjective loudness while
reducing hearing fatigue,

MICS AND ACCESSORIES
If you're not carrying your own console,

carrying your own mics is necessary for
consistency. Re-creating a custom stereo
mix for each performer is hard enough
without introducing a different set of mics
every night.

Guitarists are the hardest bandmem-
bers to please. Even a stereo mic pair
won't give the sound enough dimension
to be real and you get comb-filtering. Try
using a Red Box DI: a post-amplifier direct
box with EQ that mimics the speaker’s re-
sponse and provides tube warmth and the
effect pedals. Pan the mic to one side and
the Red Box to the other to create a stereo
sound with dimension. Alternatively, mike
the back of an open-back combo amp and
invert the polarity. Pan them wide, and the
sound goes through the brain.

In the end, IEM engineers are usually
RF engineers. Trips to major cities can be
the RF highway to hell. And what success-
ful entertainer won't play there eventually?
Have all of your wireless tricks on hand:
good co-ax cable, directional antennas,
combiners and a scanner. |

Marlk Frink is Mix’s sound reinforcement
editor.

professional audio

equipment and design ¢

Email info@mwaudio.com | Call 888.98.AUDIO | Web www.mwaudio.com

Forget the old way of buying pro-audio systems

MW Audio is the one-stop for state-of-the-art hardware, technical
assistance and friendly sales staff with over a decade of designing
systems for the Hollywood industry, focusing on high-integrity sales,
customer support and facility design.

MW Audio offers:

= State-of-the-Art Demonstration Facility

= Highly Trained Sales/Product Specialists

= Studio Design, System Integration and Installation Services
* Personalized Consulting and Product Training

* Authorized Dealer For Over 150 Major Manufacturers

Professional Competitive Pricing on All Gear

5519 Grosvenor Bivd. Los Angeles, CA 90066
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180MA, 280MA and 1160MA 14M and 28M 80A, 280A and 1]60Al
Preamplifier/Mixers e Amplifiers

Mixer/Amplifiers

Easy ordering, error-free installation and the best-in-class sound quality you’ve come to expect
from Crown—our new Commercial Audio Series delivers on all the up-front requirements.

But what really counts is what you get when you're done with the setup. You can be confident your
Crown system will continue to work flawlessly, with superior quality and unmatched reliabilty. Plus,
it's all backed by Crown’s world-class service, expert technical support, and an unrivaled, 3-year,
no-fault warranty that covers your unit no matter what (or who) caused the problem.*

To find out more about Crown’s Commercial Audio Series, visit the Harman Pro Group booth or
the Crown website at www.crownaudio.com.

{ } Y
| 3 crouwumn
© 2005 Crown Audio, Inc.

* See product Operation Manuol for complete worronty detoils. A Harman international Company
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PREMIUM 8-BUS LIVE SOUND CONSOLES

Right from the start, we designed our new Onyx 80 Series Premium Live
Sound Consoles to provide superior value in every detail—ergonomics
circuitry, performance, sound, and yes, even knobs.

Our industrial design team started with 10 different knob prototypes.
Their criterion was both comfort and precision, with feel, shape, and
ergonomics at the top of the list. After two months, they came up with a
tapered design that felt just right, and allowed users to"feel”the setting
without having to look at the knob itself.

This exacting development process was employed throughout the
entire Onyx 80 Series Console. We started with the highest cuality
analog components available — from premium op-amps to custorn chip
sets costing exponentially more than previous designs. Most notably
we developed all-new Onyx mic preamps and Perkins EQ circuitry from
the ground up specifically for optimum performance within the total
Onyx system.

As a result, Onyx mic preamps deliver outstanding, verifiable specs
like 123dB total dynamic range, -129 dBm Equivalent Input Noise
and 0.0007% Total Harmonic Distortion. And our all-new Perkins EQ
circuitry—based on the Wien Bridge topology found in hallowed :
“British” desks of the ‘60s and '70s—offers all the warmth of British £Q o Y 2 ™

L 4 s , Ak

with greater boost/cut capabilities. J ) oy opms ot
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Additionally, the Onyx 80 Series offers features never before found in § gty ¥ o
its price range. Its eight Auxiliary sends are logically divided into pairs
with each pair assignable as pre- or post-fader. Plus, every pair offers
a Stereo button that reconfigures the Aux sends to perform level and
pan functions for simple and intuitive control of up to four stereo 'n-Ear
Monitor mixes.

Of course, all these features are for naught if a live console is not
built to last. So we designed the Onyx 80 Series console upon a
tough-as-nails modular monocoque design, reinforced with beefy
aluminum extrusions and strategically placed steel bulkheads. The
design was torture-tested continuously for impact, shock, heat
vibration, humidity, and even dropped repeatedly from a height
of three feet. In other wordes, it's ready for the real world.

Introducing the new Onyx 80 Series 2480, 3280, 4080 and
4880 Premium Live Sound Consoles—the best value in the
history of live sound—from Mackie, of course.

www.mackie.com 7 425 487 4333 (Outside U.S.) = 800 898 321l (Toli free within U.S.)

World Radio History
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Steve Hodge

BY MAUREEN DRONEY

Finding His Own Niche After Years With Jam and Lewis

Ithough Steve Hodge eamed his legend status as
Athe sonic architect behind the edgy grooves and

trendsetting styles of R&B producers Jimmy Jam
and Terry Lewis, his personal discography is deep, diverse
and soulful, running the gamut from New Orleans roots
music to rock and classic jazz.

This isn't surprising, actually. Jam and Lewis have—
since 1987 and Janet Jackson's groundbreaking Control
album—consistently produced massive hits. Well-known
for having both musical creativity and brains, these guys
wanted an engineer who had it all: technical chops,
musical depth and heart. They found that in Hodge.
He became their main man, as well as the chief en-
gineer and design consultant for Flyte Tyme Studios,
their multiroom Minneapolis facility. Together, the team
proved one of the biggest hit-making machines in pop
history, charting high not only with Janet Jackson, but
also Michael Jackson, Rod Stewart, Sting, Boyz 11 Men,
Mary J. Blige, Mariah Carey, New Edition and TLC,
among others.

In addition to all the Platinum, Hodge has scored
four Grammy nominations and one win for the 2001
Best Dance Recording for Janet Jackson’s “All for You.” A
third-degree black-belt karate aficionado who also flies
planes (full size and radio-controlled models), golfs and
fishes, Hodge lives in Minneapolis. A changing indus-
try forced Jam and Lewis to move to Los Angeles, and
the Minneapolis Flyte Tyme facility closed in 2004, but
Hodge chose to remain in Minnesota.

We caught up with him at his current home base
studio, IPR (the Institute for Production and Recording).
He'd just returned from Nashville and was mixing indie
fave Tonic Sol-Fa's latest release, finishing up production
on a new album for alt/pop group Soul Asylum and
producing tracks for hard-core punkers Rise or Rust,
melodic metalists Staija and 13-year-old alternative artist-
to-be Adrianne for Hodge’s new endeavor, Steve Hodge
Productions (www.stevehodgeproductions.com).

Let's do the background. How did you become an
engineer?

I was a drama major at UC Santa Barbara; one summer,
I needed a job. My uncles, Ralph and Val Valentin, were
both recording engineers. Val was chief engineer for
MGM Records in New York. When the label moved to
L.A., he built a brand-new studio for it. I got a job on the
construction crew.

That's a different take on learning the business from
the ground up.

I highly recommend it! You definitely learn it all. Once
construction was done, I just stayed on. It was strictly

www.mixonline.com

apprenticeship: learning the craft on the job, starting as a
runner. There was a great staff: Ed Greene, who's done so
many major live broadcasts; Val, who won Grammys with
Ella Fitzgerald and Humberto Gatica. MGM owned the
Verve label, so we spent a lot of time making tape copies
of some of the greatest jazz recordings ever done.

The other great thing—which is difficult for people
starting out today to find—is that we recorded evesything
that made a noise. MGM was signing all the Vegas acts
of the day—from Sammy Davis to Steve [Lawrence] and
Eydie (Gorme}—so we got to work with classic arrangers
and composers like Nelson Riddle, Don Costa and Lalo
Schifrin, to name a few—an amazing education.

Eventually, I met a kid who'd talked his father into
building a studio in his hometown of Bogalusa, Louisi-
ana. I went out and ran it for him, and recorded a lot
of seminal Southern rock and blues artists like Professor
Longhair, Clifton Chenier and Gatemouth Brown. I also
did twe records with the Wild Magnolias that became
cult classics. I'm actually working on a remix project of
that now.

What bappened when you moved back to LA.?
I had to start all over as an assistant at a mix room on
Wilshire that Westlake Audio had opened to demo their
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equipment. Then I began working at West-
lake on Beverly with Dick Griffey and Don
Cornelius and started Soul Train Records,
which became Solar Records. I mixed most
of the material released on that label for
quite a while with [producer] Leon Sylvers.
We had a string of pop/R&B hits with Shala-
mar, Lakeside, The Whispers, Klymaxx—a
lot of the stuff that keeps coming around
now in samples!

We began mixing at the original Lar-
rabee, and that's where I met Jimmy and
Terry, who were in [the Prince-produced
group] The Time. I was working with the
S.0.S. Band, and Jimmy and Terry were
hired to do a couple of songs for them. That
became the album On the Rise. The single
“Just Be Good to Me” became a big hit. As
a matter of fact, we were mixing that song
the day they were fired from The Time!
|Eds. note: On a break from touring with
The Time, who were opening for Prince, Jam
and Lewis left town to work with the S.0.S.
Band. Stranded by a blizzard, they missed
a show and were fired by Prince.)

You get to the place where
you can remain objective
over the same piece of
music for a very long time.
I've always been able to
appreciate a song on an
emotional level until
basically forever, or until 'm

really, really, really sick of it!

I've beard that you set Jimmy and Terry up
to do their oun recording while you mixed
in another room.

They hated having to rely on anybody
else. When the mood hit, they just wanted
to go in and record. It removed the extra
hassle of communicating to another per-
son and allowed them to concentrate on
the music.

At Flyte Tyme, you bad a cutting-edge con-
sole. How did that affect your work?

The Harrison Series 10 was the first analog
console with a digital control surface and
full dynamic automation of all parameters.
Long before anybody imagined Pro Tools,
it gave us the ability to do complex mixes
with very little cross-patching, which en-
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Steve Hodge at IPR's ICON, where he's worked with Soul Asylum, Tonic Sal-Fa and many other artists.

abled us to switch songs in 10 minutes or
so. Because of how busy we were—doing
more than one project at a time—that was a
necessity. Also, it allowed us to start mixing
the songs as soon as the basic tracks and
beginning vocal were done.
Which meant you always knew where you
really were in the song'’s development.
When you add something, it always affects
what’s already there. So we built the mixes
that way. It also made it simpler to keep that
elusive rough mix within sight as we were
doing the projects.
What else was different about bhow you
worked?
It was in the heyday of sequencing and
synthesized recording, but what Jimmy and
Terry never did, which surprised people—
especially a lot of remixers when we sent
the tracks out to them—was they never se-
quenced. Now they do because they often
work with other programmers, but when
they played everything themselves...
Theyd just bit Start on the drum machine.
Jimmy would come up with a drum pattern.
He'd hit Start and, as we were recording,
he'd loop it manually and play the fills
manually on the pad. It was pretty amazing
to see. Everybody was sequencing then,
except for us—and Prince—which is where
I think they picked it up.
Did that make a difference musically?
Yes. A lot of music was getting really stiff,
because in those days, drum machines
didn’t have any compensation for feel. Flyte
Tyme’s tracks had a little extra edge simply
because everything wasn't all preplanned.
It flowed in an organic fashion with a live
feel, even though it wasn't necessarily from
organic players.

Something else we did was we had a

percussion room set up in the vocal booth
attached to the mix room. At the very end of
mixing, Jimmy and Terry would go into the
percussion room and bang on a bunch of
percussion stuff and cymbals—“pings and
zings,” we called it—so there was a little live
something over the top of the tracks. That
helped keep it fresh.

You're used to dealing with all kinds of vo-
cals, from large numbers of backgrounds
with complicated barmonies to Janet's
delicate voice juxtaposed with giant in-
dustrial tracks.

I had a couple of really good vocal produc-
ers over the years. Leon Sylvers, for exam-
ple, had something interesting happening in
the vocals in just about every bar: Lots of
layered stuff, lots of answering backgrounds
and parts going at the same time. I had to
find sonic niches for all of it to fit in. It’s very
much the old masking principle that arrang-
ers used: You can't have a big horn line over
a sweet vocal moment in the arrangement.
From an engineering standpoint, it’s finding
room, both spatially and in timbre and EQ,
so each part can live together.

You don’t just mute parts to make room.
If the producer envisions a lot of parts
working together, it's my job to find a way
to make it happen. Something has to sit
in the background so something else can
come to the front. You have to use pan-
ning, EQ and reverb effects to move things
around spatially.

Something that works for me is to mix
with the vocals deep in the tracks and let
them work their way to the front as the
mixes go on. Of course, I've been fortu-
nate enough to work with producers who
enjoyed hearing the vocals work inside the
context of the track! We’'d wait for the A&R
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happen, an intellectual process has to take
place. I'll keep tweaking until the song makes
me feel like I want it to make me feel.

But as a professional mixer; you also have to
be detached to see both the big sonic picture
and the little details. How do you do that and
still keep in touch with emotions?

Most people have the same reaction the first
time they sit in on a professional session:
How the hell do you listen to those same
eight bars over and over? But eventually,
you get to the place where you can remain
objective over the same piece of music for a
very long time. I've always been able to ap-
preciate a song on an emotional level until
basically forever, or until 'm really, really,
really sick of it! [Laughs]

You have a new home base at IPR, but
after years of working in just one studio,
you're also traveling a lot to different stu-
dios.What's that like?

Tom Tucker and Lance Sabin at IPR have
been great; they've put together a Pro Tools
room for me with an ICON console and
provided me with a great assistant, Colt
Leeb. But I'm also going from room to room
for different projects. In a way, that’s part
of the fun for a mixing engineer: finding
a way to work around different sysiems
and to get the sound you want in different

Steve Hodge and Bill Evans (background) at Evans’ studio, Studio in the Country (Bogalusa, La.), circa
1973. Hodge is working at the Auditronics console, the forerunner to the Harrison line.

circumstances. You have to develop a dif-
ferent set of ears and become objective in a
hurry. I bring my own monitors. and I bring
a lot of music with me to listen to. 'm con-
stantly A/B'ing to things in a similar genre
that 1 like. We all do that. I've been in places
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and heard my stuff playing in the room next
door and vice versa—where My s

I've been playing the music NE
of the guy next door! EXTRAS

Maureen Droney is Mix's L.A. editor.

Wwithoutithe bulky cables!
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John Alagia

BY MR. BONZAI

Working Alongside Dave Matthews, John Mayer, Liz Phair and More

t The Village in Los Angeles, John Alagia and
Aengineer Brian Scheuble sit at the console

tracking the new Liz Phair album. Not one to
just camp out between two speakers, Alagia also sits at
the B3 overdubbing some tasty organ licks and occasion-
ally hoisting a bass or guitar. Checking out Alagia’s credits,
you'll find him listed as a producer/engineer/mixer/mu-
sician, and the artists he has influenced include Dave
Matthews, John Mayer, Jason Mraz, Simon & Garfunkel,
Lifehouse, Ben Folds Five, O.A.R. and Rachael Yamagata,
among many others.

A resident of Maryland’s Chesapeake Bay region, Ala-
gia is tall, affable, modest, polite and—judging from the
steady string of successful work he has produced during
the past decade-and-a-half—one of the more musically
gifted people working today. Some may call him a Renais-
sance man, but Alagia would most likely blush profusely if
introduced as such, so we decided to have a fireside chat
and see what makes the man tick.

First, where were you born, raised and educated?

I was born in Louisville, Kentucky, and lived there until
I was 18, when I left to study at Georgetown University
in Washington, D.C. I graduated in 1986 with a degree in
English Literature, but I was playing music throughout my
school years. I was supposed to become a lawyer, but
that didn’t work out. I played rock 'n’ roll at night, and
made demos playing keyboards, guitars and drums. I had
a TEAC 4-track recorder, and then moved up to a Tascam
8-track with dbx Noise Reduction. I didn't really have any
training as an engineer, except for a seminar at Omega
Studios in Rockville, Maryland. I learned mostly from
being in studios and watching folks that had experience.
Bob Dawson at Bias Studios, outside of Washington, D.C.,
taught me quite a bit.

When you were a kid, did you bave music in the bouse?
Yes, and [ was the youngest of five kids. My brothers and
sisters had lots of 45s and LPs. One of the first songs I can
remember is “Winchester Cathedral,” and music on the Ed
Sullivan Show, Looney Tunes and Henry Mancini’s “Theme
From Pink Panther.” I was the only one who wasn't forced
to take musical lessons, but I did study piano and guitar a
little bit. I learned to play mostly by ear, and I took a semes-
ter at the Berklee College of Music to study theory.

How did you get from college to the minor leagues?
When I was a senior in college, I met an incoming fresh-
man named Doug Derryberry. He was the first musical
genius 1 ever met—plays almost every instrument, he
sings, he writes—and we still work together today. We
got together in college and formed a partnership called
Derryberry and Alagia. We played up and down the East
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Coast in colleges and clubs, and we made three records.
His knowledge of music was so broad and he opened up
my ears to all types of interesting music. We made our own
acoustic-based folk/rock/pop records. We took a lot of
time learning how to get things to tape and experimenting
by ourselves recording our own material. I got to engineer-
ing just out of necessity to get the sounds I wanted.
During our journeys on the road, we found ourselves
working alongside other bands in the same towns on that
circuit. That's how we met Ben Folds and Dave Matthews.
I met Dave back in 1992, and it was just serendipitous the
way it worked out. I had taken a local band, Kevin Johnson
and The Linemen, down to record at Ardent Studios in
Memphis and had five days to make a record with them.
Dave Matthews had been at Ardent a few months prior
to our sessions. Ross Hoffman, who was Dave’s agent at
the time, called up Ardent and said they were looking for
someone to work with him in the mid-Atlantic area. The
folks at Ardent mentioned me and the work I was doing
Just around that time, I had been at a bar in Washington,
D.C., and had heard the Dave Matthews Band playing, with
an audience of about 75 people. I couldn't believe what
I was seeing and was wondering how the hell you could
capture that sound on tape. They were the best thing I had
ever seen live. I tokd everyone I knew that this band would
have a greater impact on music than anything we had seen
in a long, long time—right up there with U2, The Beatles.

NZAI
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The very next day, I got a call from Dave’s
agent about my recommendation from the
folks at Ardent.

I started going down to Charlottesville
and Richmond, Virginia, every Tuesday and
Wednesday to the clubs Trax and The Flood-
zone and recorded their shows. It was just
live recording, but if it sounded good, we
were thinking of releasing it as just a snap-
shot of the band. At that time, Dave was just
interested in refining his sound. They were
also doing some recording at Flat Five studio
in Salem, Virginia. So they brought me into
the studio to help finish up some of those
recordings. I was unhealthily obsessed. I
pulled back my performance schedule and
put my guitar aside after hearing what Dave
was doing. I became focused more in the
studio and much less on the road. Every once
in a while, Dave would come up to my house
and record some new ideas, which he would
then take back to the band.

Slowly, we decided to do an official live
record with a couple of studio tracks and that
became Remember Two Things, their first
record. It was in June 1993 that Dave asked
if I would like to help produce that record.
Between July 1992 and November 1993, we
had this informal recording process. I bought
some of the first ADATSs in June that year,
traveled with the band and recorded live
shows through the summer. Then we did
some overdubs, some vocals and guitars. I
wasn't thinking so much about the possible
commercial success as I was about how im-
portant and how wonderful this music was.
I was pretty shy around those guys and was
humbled by the mightiness of their music.

I spent months on end with Dave at his
house in Virginia, helping with the pre-pro-
duction for Crash and Before These Crowded
Streets. We'd sit around with a couple of
guitars and he’d be pouring out all these
litde musical ideas that would eventually
become some of his biggest hits like “Crash,”
“Too Much,” “Crush,” “Stay” and so on. I
feel mighty lucky to know him and to have
worked with him. He taught me quite a bit.
What a great way 1o get your career in gear.
Are you using those same recording/produc-
ing techniques now?

You learn from every experience and I have
come into contact with so many amazing pro-
ducers and engineers since then. I've learned
a lot from working here with Brian Scheuble
on Liz Phair’s album at The Village.

Are you recording to tape?

No, we're recording straight to Pro Tools. I
brought out my RADAR recorder from my
studio back home just to A/B. I'm using
Apogee 8016 converters, recording at 96k.
Brian is setting up all mics, and I may dabble
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a bit with the EQ and com-
pression, I've worked a lot
since 1997 with an engineer
named Jeff Juliano—we
almost morphed into one
brain for the recording pro-
cess. I worked more on the
music side and he concen-
trated on the engineering,
but it became a dual effort
between us.

Is there a difference be-
tween these two engineers’
approaches?

Mic selection, for one. Brian
is using [Neumann] 67s and
87s for overheads, and I
have mostly used [AKG]
414s in the past with Jeff.
Brian uses compression differently, and for
EQ, he likes to dial up the midrange, whereas
Jeff would tend to dial it out. But you can't
get too hung up in the details—you've just
got to listen and decide what sounds good at
the time you are working.

You recorded Liz and the band live in a big
room. Is that your favorite way to record?

I think you get better performances with
more people playing in a close environ-
ment. I think it's best not to overthink the
overdubbing process. It's such a mystery

You can’t get too hung up
in the details—you've just
got to listen and decide
what sounds good at

the time you a