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Dolby Media Encoder

Now You Have a Choice

Dolby® Media Producer is the definitive
professional software suite for mastering
the audio files for all DVD and HD disc

formats. Now there are two versions.

Dolby Medid Encoder includes three
Dolby Media Clients that allow multiple
operators to set up and submit jobs
locally or over a network to a centralized
facility server. Dolby Media Encoder SE
is the cost-effective choice for use on a
single computer. Both versions support
all Dolby technologies for packaged
media formats.

Choose the one that’s right for you. Dolby
Media Encoder and Dolby Media Encoder
SE are now shipping. Contact your Dolby
dealer for a demo and more details on all
Dolby Media Producer products.

O0[oLBY]

www.dolby.com

Features

Supports encoding of Dolby
Digital, Dolby Digital Ptus,
Dolby TrueHD, and MLP
Lossless™ technologies

Compatible with Mac 0S® X,
version 10.4.2 or higher

Includes integral preview decoder

Works with Dotby Media Decoder
and Media Tools products

Allows cuing of multiple jobs
for encoding

Optimized for use in multiroom
facilities by multiple operators

Designed foruse ona
single computer

Additional Media Encoder
Clients available

Allows encoding multiple
codec types simultaneously on
multiprocessor computers

Permits browser access from
any computer for administrative
control of server jobs

Dolby and the double-D symbot are regi d

Dolby Media Encoder

Ideal for multiroom facilities

d ks of Dolby Lab

XIGARY

Dolby Media Encoder SE

Cost savings for individual users

ies. MLP Lossless is a trademark of Dolby Laboratories.

Mac 0S is a registered trademark of Apple Computer, Inc. © 2006 Dolby Laboratories, Inc. All rights reserved. 506/17618/17782



Rise above.

WAVES MERCURY

A massive collection of 91 stellar processors,
including the all-new V-Series.
The distinctive sound of top analog gear in 3 masterful digital plug-ins.
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V-EQ4
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V-Comp

Mercury also includes:

» The Entire Diamond Bundle » The L-Series Ultramaximizers™ and Multimaximizers™

e MaxxVolume™ All-in-one Dynamics Processing * GTR The Uitimate in Guitar Sound Technology

® 360° Surround Tools Complete 5.1 Processing « Waves Tune Pitch Correction and Transformation
¢ DeBreath Automatic Breath Eliminaior IR1 & IR360 Parametric Convolution Reverb

¢ Z-Noise Advanced Dynamic Noise Reduction

www.waves.com




THE SYMPHONY SYSTEM

The Symphony System combines Apogee's legendary X-Series and Rosetta Series converters with Apple’s
revolutionary Mac Pro and Logic Pro audio workstation using the 32-channel, Symphony PCl card.
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BEST SOUNDING

The most sonically advanced audio hardware interfaces combined
with the most advanced music creation and production tool

HIGHEST PERFORMANCE

1.6 milliseconds at 96k and up to 192 simultaneous channels of audio

GREATEST VALUE

A fraction of the cost of popular card-based, DSP systems

SOUND AMAZING




TAKE IT ~
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» When traditional monitors aren't cutting it

Aviom's Pro16™ Monitor Mixing System delivers better monitors than a
traditional monitor rig. It packs up easily for travel from gig to gig and
instantly recalls the ideal monitor mix for every musician at every show.
Set up is faster. Soundcheck goes smoother. Performances are tighter.
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b ) » When performers still want “More Me
l‘h N\ Whether you're working with powered wedges, headphones or in-ear
‘\ monitors, the Aviom system solves on-stage monitoring issues by

providing easy, fingertip control of channel volume, grouping,
pan/stereo spread, and master volume. Performers can mix by
themselves or work with an engineer to produce perfect mixes
" and get more control over what they hear on stage.

» When you want a better solution

® Don’t let lousy monitor mixes waste time
' and ruin gigs. To get the perfect monitor
mix every time, no matter who's playing
. or where, take it personal with the

4 Pro16 Monitor Mixing System.

» TAKE IT PERSONAL

Visit www.Aviom.com

AVIOM

Photo by Jay Ballinger
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DriveRack 4800

4 analog and AES/EBU
inputs

8 analog and AES/EBU
outputs

Full Bandpass Filter,
Crossover & Routing
Configurations

31-Band Graphic and
9-band Parametric EQ on
every input

6-band Parametric £Q on
every output

Selectable DSP inserts
on alt inputs and
outputs including
Classic dbx™ Com-
pression, Limiting &
Advanced Feedback
Suppression
Loudspeaker Cluster
and Driver Alignment
Delays

| HiQnet™

networking

and control
Optional dbx 2C
wall panel controls
Optional Jensen™1/O
Transformers
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Theatres,

Houses of worship,
Concert halls.

Only one name makes

sense for them all. AKG.

AKG® Wireless Systems The WMS 40 PRO FLEXX and the WMS 400 are true professional wireless
systems that offer superior audio quality and wide dynamic range with low operating costs and easy
operation. With the WMS 400, up to 24 systems can be used together; the WMS 40 PRO FLEXX is capable
of up to 9 simultaneous channels. All WMS 400 and WMS 40 PRO FLEXX transmitters can be plugged into
the CU 400 charging station, which will charge two transmitters simultaneously without having to remove
the batteries. When it comes to class-leading audia quality, low operating costs and genuinely useful
features, AKG is the only choice.

Visit www.akg.com/us to find your nearest AKG distributor or dealer.

H A Harman Internationatl Company 280y sl B 105 5 5 gl e il

Believe In Your Passion
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26 Recording Wild
We asked for your most extreme studio sessions, and boy, did we get
them. Tons of your radical recording tales flooded our inbox. Who knew that
a Japanese bowl sitting on a café table could make a wonderful percussive
sound? Or that you could use a pair of cell phones onstage to create
“space-age” echo? Check out the most bizarre, inventive—or just plain
odd-stories from the frontline.

30 Mics in the Stereo Realm
With their ease of use, precision and versatility, dedicated stereo
microphones are sometimes just the ticket to capture both studio recording
and live sound applications. If you're in the market for a stereo mic,
whatever your application or budget, check out our comprehensive guide.

36 Mix ’'n’ Match Monitoring
In the live sound world, musicians can have their cake and eat it, too—that
is, wear in-ears to keep their hearing intact and still rely on wedges so they
can continue to “feel” the music. Mix's sound reinforcement editor, Steve
La Cerra, checks in with top monitor mixers, who provide their road-tested
tips and techniques to deal with this dual personality.

([J) stunio>

44 KC Porter and Ozomatli
Fusing together jazz, funk and Latin salsa with urban hip hop to create
celebratory musical inspirations, Ozomatli is once again making magic
in the studio—this time at Ocean Way Recording (Los Angeles) with
engineer Robert Carranza and lyricist/co-producer KC Porter. Mr. Bonzai
gets an inside look at the making of Don't Mess With the Dragon, due
out next month.

On the Cover: Hal Win-
er's recently expanded Bi-
Coastal Music (Ossining,
N.Y) is everything Zen:
awarm, natural-sounding
live room complemented
by a Pro Tools HD/SSL
C200-centered control
room for surround sound.
Photo: Dave King. Inset:
Steve Jennings.

. - Check Out Mix Online! hitp://www mixonline.com

(Valume 31, Number 2} is 2007 by PRISM Business Media, 9800 Metcalf Ave., Overland Park, KS 66212, Mix (ISSN 0164-9957} is published monthly. One-year {12 issues) subscripfion is $35. Canada
is $40. All other international is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hollywood, CA 91615. Periodicals Postoge Paid ot Shawnee Mission, KS and ot odditional mailing
offices.This publicatior may not be reproducad or quoted in whole or in part by printed or electronic means without written permission of the publishers. Prinfed in the USA. Canodian GST #129597951;
Canada Post Publications Mail Agreement #40597023. Canada return address: 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 choirs, and a spot pair for acoustic ensembles.

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

»-1/ TEC Award Nominee
OniNg - 4088 Cardioid Headband

\V//

N 7
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//// \§\

For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 /Il\\

info-usa@dpamicrophones.com www.dpamicrophones.com MI CROPHONES
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SQEE:E( with us kid,

- we'll make you a star.
Real tools for real audio stars.

T S

YES! send me 1 year of MIX Magazine for only $35.97— a savings

of more than 60% off the regular newsstand price. Mail this card back &

today! Subscribe online at www.mixonline.com or call 1-866-860-7087. ‘), \
%

AUDIO RECORDING FACILITY?
A[]Private Recording Studio OR B[] Commercial Recording Studio

Sty
istering

Name

Company name
Address
City, State, Zip

SEND NO MONEY. \WE'LL BILL YOU LATER.

Money-back guarantee: If MIX Magazine fails to provide you with the most useful
information on professional audio, you can cancel your subscription at any time and
receive a full refund.

Offer good in US only. Canada (548 US) and Intematicnal (S60 US) prepad only. Newsstand rate
for 13 issues is $90.87. Please allow 4 weeks for delivery of your first issues.

Puni on fijm

70201
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NATHANIEL KUNKEL

Emmy® Award, multi-GRAMMY ® Award-Winning
Engineer, Producer whose credits include projects with:

B.B. King
The Crystal Method 4
Fuel _a_
Good Charlotte X
Graham Nash
James Taylor
John Mayer
Lyle Lovett
Maroon 5
Morrissey
Sting

Nathaniel Kunkel's Studio Without Walls is as much an approach to making records, as it is the actual physical studio.
“| move around all the time and | take my studio with me. More often than not | find myself working in smaller, irregular
rooms, such as a guest house, office, or hotel room. When | am working in a smaller room like that, the first
thing that gets sacrificed is the monitoring environment — and there is almost always some kind of low frequency
problem. The LSRs allow me to know exactly what is going on with the bottom end, and create
mixes that translate impeccably outside of the studio. The RMC system makes a tremendous difference.

I've been working on the JBLs exclusively and I'm redlly, really happy with them.”

Hear why award-winning engineer, producer, Nathaniel Kunkel relies on the
LSR series studio monitors. Visit JBLPRO.com/LSR

@  tsresoo [

H A Harman International Company

The use of the arhistr names above 1§ a factuat statement and does not |
constitute an endorsement or sport urship of JBL Professional or any of its products

World Radio History




Breaking the Rules

istory is filled with cases of inventions that either happened by accident or yield-

ed results that were far from the original intent. In 1928, researcher Alexander
Fleming noticed that mold spores from an open window were killing the bacteria
cultures he was raising, leading to the discovery of penicillin. 3M’s Post-it® notes
were borne from a decades-old adhesive formula—originally thought to be a failure
because it was not permanent. Closer to home and a bit more recently, Yamaha's
SubKick bass drum transducer came from studio engineers who found that certain
woofers would function as usable microphones with ultralow-frequency response.

Historically, the recording studio has been a ripe environment for experimentation.
Les Paul’s early experiments with sound-on-sound recording and multitracking took
years to becorne mainstream techniques. Ross Bagdasarian Sr. won a Grammy
Award for combining normal-speed music tracks with double-speed voices for The
Chipmunks.

By the 1960s, producers, artists and engineers were more than anxious to stretch
the boundaries of traditional studio operations to discover and develop new sounds.
Can anyone really forget that cash-register-used-as-percussion-device in Pink Floyd’s
“Money"? Sure, sound effects can provide a cool musical motif, but we all have
limits. How many time does anyone really want to listen to samples of barking dogs
performing “Jirigle Bells,” anyway?

That said, a bit of creativity (whether planned or accidental) can occasionally get you
out of arut. Are you so set in your ways that you always mike a drum kit, Leslie or guitar
amp the same way? Sometimes, something as simple as switching a mic out of that
cardioid setting can really open up a track. Some months ago, | recorded an acoustic
bass using a figure-8 pattern, which provided the right blend of articulation with the
space of the rocm. Hardly earth-shattering, but a nice twist nonetheless.

These days, re-amping a recorded guitar track and routing it back through a miked
amp is almost s:andard studio practice. One odd, but useful variant on this technique
involves feeding a send of a recorded snare track to a speaker taped on the top head
of a snare in the studio, miking the underside and layering that signal onto the original
snare track for a thicker sound. It's not as simple as triggering a sampled snare for
doubling/track replacement, but if it works...

In the studio, a little experimentation and breaking a few rules can add to the
creativity, but it’s best to understand the rules before thrashing them. You might think
recording high-level, low-frequency square waves could be fun. But when your mix
starts blowing cut your listeners’ speakers, somebody’s gonna be unhappy!

In search of truly nontraditional studio techniques, we present our annual look at
“Radical Recording.” Our features editor, Sarah Jones, surveyed a sampling of Mix
readers and assembled a collection of entertaining insights into outré recording. You
might try a few of these on your next project, but if you do, please use caution
(particularly arcund electricity and water), and remember that not every song is
begging for an unusual effect. You'll know the ones that do.
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-+ Track Perh i -

No other DAW offers more flexible tools for
perfecting your tracks than SONAR 6 Producer '
Edition on a Windows-based PC.

Lock recorded audio into perfect timing with
AudioSnap” featuring iZotope Radius” time

stretching. Get spotless vocal tracks with the power ~ &
of Roland® V-Vocal". And powerful Comping and ‘.
Take Management tools let you capture the best f N

take and edit your tracks faster than ever before.

At every step of your project—from composing
with virtual instruments, to recording and mixing with

superior sound gquality—SONAR brings together/ g
the best music creation and production tools. @

“ 1 Windows Vista Ready

Take full advantage of the new generation of x64-capable PCs
with SONAR 6 and Windows Vista. You'll experience huge
performance gains with multi-core and 64-bit processors.
Get higher track count, more RAM, and amazing performance.
Visit www.cakewalk.com/Vista to discover more.

cakewalk .... Windows Vista

www.cakewalk.com

World Radio History
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StudloPatch 6425
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www.switchcraft.com

.Custom.... Sound

The StudioPatch™ Series

StudioPatch™  Series audio patchbays utilize
Switchcraft's EZ Norm technology, allowing signal
flow to be changed from the front of the patchbay
using a standard screwdriver.

Two versions terminated to DB25 connectors, wired to the
TASCAM DTRS standard pinout allow for direct connection
to Digidesign’s most popular audio interfaces, creating
greater flexibility in your DAW environment. A third version,
terminated to Cannon DL is also available.

StudioPatch™ Series audio patchbays feature bussed
grounds, and are hard-wired using 110 Ohm AES/EBU
digital audio cable...all in just 1 rack space! All Switchcraft
Patchbays are built by hand in the USA.

For more information,
visit: http://www.switchcraft.com products/studiopatch6425.htmi

5555 N. Eiston Ave., Chicago, IL 60630 « ph: 773.792.2700 « fx: 773.792.2129




Letters to Mix

MEX <t
/ ==Masterin
1 \‘ Matters :
Live'® \

Punk on Film
-

OREAMGIALS _

HOW ABOUT A “CLEAN” LOUD?

Blair Jackson’s “Issues in Modern Master-
ing” (December 2006) touched on a very
important issue: Loudness wars rage on.
As a broadcast engineer of many years, |
have experienced the race for loudness on
the AM and FM radio dials. For a broadcast
station’s signal to be "loud,” it must also be
clean. A clean audio signal presented to an
audio processor can be made loud, yet still
listenable—and by listenable, | mean without
objectionable distortion.

Herein lies the problem. No matter how
clean an audio chain is, it cannot undo
deficiencies in the source material. Many
broadcast stations dub CDs onto a hard
drive-based audio storage system. This
introduces digital (data) compression. The
audio path may introduce yet another layer
of compression. Then the audio is processed
for broadcast (volume campression, limiting,
clipping). Then add to the mix the fact that
many stations have to download the mu-
sic—many from MP3 sources! The end result
is a very degraded sound.

The promise of the compact disc media
was improved, high-fidelity audio. How that
promise is being abused.

Thomas G. Osenkowsky

Radio engineering consultant

DON'T FORGET SOFTWARE!
| read “Issues in Modern Mastering” with
interest. A fair amount of ink was devoted
to high-end analog tools, but | was surprised
that there was not more information on soft-
ware tools, even though one of the engineers
interviewed does a 'ot of Pro Tools work.
High-end analcg mastering is in the
province of engineers with the deep pockets,
maintenance crews and the expertise to do it
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properly. But the fact is that those of us who
labor out in the trenches often have to come
up with mixes that are going to go on the
air, to post, or straight to MySpace, iTunes or
indie release. It's not an issue of whether or
not we will do mastering; it is how well can
we pull it together in a DAW environment.
Any tips we can get to improve our work are
much appreciated.

Jon Gordon

Jon Gordon Music Production

LISTEN UP
| just finished reading Maureen Droney’s
editorial (“Current,” October 2006) on our
industry’s growing (more often lack of) atten-
tion to listening volume—thanks for trying to
enlighten us. The article was informative and
hopeful, but referred mainly to studio moni-
toring. Yes, we can translate it to any music
environment, but | have a personal issue with
live sound.

| am a musician, recording engineer and
small sound system designer, and am sad to
say that the majority of live sound that | ex-
perience is not very good and too loud. The
technology has enabled us to provide audi-
ences of thousands with incredible high-fidel-
ity sound, but more often than not, it seems
to provide a platform for owner/operators
of this technology to beat their chests and
use every watt their amps can put out just
because they can. Granted, there are many
fine engineers striving for sound quality (and
achieving it), but should there be some kind
of prerequisite for operating equipment that
could impose a hazard on innocent concert-
goers?

Randy Quan

Zone Music & Recording

STUDIO ESSENTIALS EXPANDED

This is in regard to the November 2006 article
“Qutfitting Your Dream Studio.” Only one of
the three outfits (the $150k one) mentions
a UPS, which, in my humble opinion, is core
gear for any studio.

The $25k studio recommends spending
$1,000 a year on 100 GB of online offsite
backup. This amount of money buys several
reusable terabytes of drive space that can
be kept remotely (i.e., the engineer or client
takes them when the session is over) and
does not rely on the Internet.

Also, not one of the studios has more
than one set of monitors. There’s no mention
of room tuning, the core of translation to the
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real world. These articles spend far too much
money on name gear and way too little on
essentials.
Nick Joyce, Dwayne D. Dawg, Busta Driile
NP Recording Studios

THE SURROUND STATION

After having been in the recording business
since shortly after Ampex released its first
multitrack recorder, I've read a lot of articles
on and about audio. [Paul Lehrman’s] article
in the October Mix, "Surrounding the Audi-
ence,” is unquestionably the best written
about what happens to 5.1 surround after
it leaves the remote truck at a sports event.
Your article clearly explains the pitfalls tele-
vision audio seems to fall into on many of
the broadcasts | watch. It should be consid-
ered mandatory reading for TV broadcast
people.

We live 50 miles from Chicago, and
because lllinois is very flat, from my roof on
a clear day, | can see the Sears Tower where
most of our off-the-air TV comes from. In
metropolitan Chicago, Comcast is our cable
company and they do a pretty good job, so
there is no need for an outside antenna.
One of the Chicago White Sox’s sponsors is
Comcast, and they don't carry WCIU-DT on
the cable, so if you want to watch a game in
hi-def, you need an antenna. Go figure.

But probably the biggest problem is
when Comcast carries the games on Com-
cast Sports Net. Trio Video handles most
of the games, and they have good audio
people. Watching the game, they do a nice
job of surround, stereo ambience left- and
right-front, the announcers are at the cor-
rect level and center-speaker only, and ste-
reo audio is in the rear. When it comes time
to insert commercial—bang—the audio is
mono out of all five speakers and about 5 to
10 dB louder! Sometimes when they switch
back to the ballgame, it's mono and just as
loud as the spots were, and then someone
hits the button and magically there is nice
audio again. | find it hard to believe that I'm
the only person in Chicago who hears that.

TV audio has always been sort of a step-
child; | sure hope it gets adopted soon.

Mike King

ARU Chicago

Send Feedback to Mix
mixeditorial@mixonline.com
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AHMET ERTEGUN, 1923-2006

PHOTO: CAROL FRIEDMAN

1 was really intent on making certain kinds of records, which, in
my mind, would repeat some of the emotions I got from records I'd
listened to in my collection that gave me thrills. I wanted to make
records that sounded like the records I loved. I thought that I could

reproduce that somehow.
—Ahmet Ertegun

The founding chairman of Atlantic Records (along with brother Nesuhi, engineer/producer
Tom Dowd and producer Jerry Wexler), Ahmet Ertegun passed away on December 14 in
New York City. He had been hospitalized with a head injury since October 29, when he fell
backstage at a Rolling Stones concert at the Beacon Theatre in Manhattan,

According to Atlantic chairman/CEO Craig Kallman, “The music community has lost a
pioneer and an icon, and we have lost our father. Ahmet changed the course of modern
music and culture, and he will live on through the timeless legacy of work that was created
under his direction and care. Musicians loved him because he truly loved them and spoke
their language.”

“Ahmet never stopped working, because for him, it was never work, it was life,”
said Atlantic president Julie Greenwald. “He started Atlantic with a fan’s enthusiasm, an
independent spirit and a deep understanding of the music. Ahmet touched the lives of artists,
producers, songwriters and countless others who were blessed by his creativity, wisdom and humor.
He changed the music and he changed the music business, and he is the inspiration to an entire new
generation of music people who will strive to follow in his amazing footsteps.”

Artists whom Ertegun helped mold include Ray Charles, Big Joe Turner, Ruth Brown, LaVern Baker,
The Clovers, The Drifters, John Coltrane, Ben E. King, Bobby Darin, Sonny & Cher, Aretha Franklin,
Otis Redding, Solomon Burke, Wilson Pickett, Led Zeppelin, Eric Clapton, Crosby, Stills, Nash & Young,
the Rolling Stones, Bette Midler, Roberta Flack, Phil Collins and many others.

Ertegun was also founder and chairman of the Rock and Roll Hall of Fame; he was elected to the
Hall of Fame in 1987, and the Museum’s main exhibition hall in Cleveland bears his name. In 2000,
the U.S. Library of Congress honored him as a “Living Legend.”

To read a full biography 'on Ertegun and sign the guestbook, as well as watch a video on his
career, visit www.atlanticrecords.com/ahmet.

TECAWARDS 10 STORM NYC
SITE, DATE ANNOUNCED FOR 2007

The 23rd Annual Technical Excellence & Creativity Awards will
be held Saturday, October 8, 2007, at the New York Marriott
Marquis in New York City. For ticket information, contact
Karen Dunn at 925/939-6149 or Karen@tecawards
.org. For sponsorship information, contact Eric Geer
at 925/287-1657 or Eric@mixfoundation.org.
The TEC Awards nominating panel is now
accepting product nominations for this year's
awards show. To be eligible, products must have
been released and in commercial use during the
period from April 1, 2006, to March 31, 2007.
“Call for Entry” forms can be found at www.
mixfoundation.org. All entries must be returned by
Wednesday, February 28, 2007, to TEC Awards, 1547
Palos Verdes Mall #294, Walnut Creek, CA 94597; fax
925/939-4022; Karen@tecawards.org.
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ALL FOR ONE

BOCK TAKES SOUNDELUX

David Bock, designer and co-founder of
Soundelux Microphones, acquired the rights to
the Soundelux Microphone company; the deal
is scheduled to be finalized early this year.
The agreement includes using the Soundelux
name, all of the microphone design and
manufacturing rights, all microphone model
number/designations and current inventory.
Sales and customer service contacts remain
the same.



NOTES FROM THE NET

MASTERING FOR ALL

Geared toward the indie music
community, Sony Music Studios Internet
Mastering (SIM, www.SonyMusicSIM.com)
brings the art of mastering to all artists
by accomplished engineers for a fraction
of the normal cost (starting at $99 per
tiack for four songs per project).

“Having personally trained many of the
younger engineers on our staff [in-luding
masterirg engineer Mark Santangelo,
right],” said Sony Music Studios’ senior

masterirg engineer, Vlado Meller, “I know that they can bring tremerdous value to the projects
submitted through SIM. It gives the team a chance to work with fresh talent and provides a wide
range of fascinating new challenges and opportunities to our engineers. At the same time, it

BOOKSHELF

The Galden Moment by Keith Hatschek brings you inside the minds
of numerous top engineers and preducers, who relay anecdotes and
tips from their careers through interviews and essays. Providing a
new forum on mentoring, the book showcases such top producers
as Bruce Swedien, Al Schmitt, 8ob Rock, Jimmy Douglass, Mick
Guzauski and so many others. Backbeat Books, $19.95.

i Gury Summers

promoted to Symetrix's (Mountlake Terrace, WA) cirector of domestic
and international sales, while Ray Tantzen joins the firm as product and

New faces at Tadd-AO Studios (Hollywood): sound re-
recording mixers Gary Summers, Ken Teaney and Lisle
Engle...Jumping from L-Acoustics to JBL Professional
(Northridge, CA) is Paul Bauman, director of tour
sound product and applicazion eagineering; in other
company news, Buzz Goodwin was named executive
VP of sales...New VP of sales for television services
at Ascent Media’s (Santa Monica, CA) Creative
Services Group is Jeff Beaulieu...Paul Roberts was

gives unsigned musicians access to the talented
enginzers here.” Other engineers on staff include
Dave Kutch, Mark Wilder, Vic Anesini, James Cruz
and Szeve Kadison.

“The songs I put through the SIM system
came back sounding like a major-lab=l release,”
said Andreao “Fanatic” Heard, a Grammy-
winning record producer/recording artist. “The
studio brought my mixes to life in a way that’s
impossible to achieve through home systems or
through ordinary Internet mastering services.”

COMPILED BY SARAH BENZULY

Who Spencer Nilsen, Ex'pression
College of Digital Arts president/
creative director

Main responsibilities: to provide

a creative environment and

inform an up-to-date curriculum; |
and communicate and promote

our culture to the faculty and staff, and the
outside world.

Previous Lives

* 1990s, head of SEGA music division; founded
Sega Music Group; composed/produced
soundtracks for many videogames

¢ recording artist, American Gramaphone

My favorite moment at Ex'pression was...
last week, when Chuck D and Flavor Flav of
Public Enemy dropped by. They were incredibly
generous with their time, hanging out in the
lobby for well over an hour, signing autographs
and snapping pictures with the students. Then
they invited the students to be part of their
latest music video, which was shot in our SSL
9000J control room and studio. None of this
was planned, but it went off without a hitch.
The last great book I read was...Deep Survival:
Who Lives, Who Dies, and Why by Laurence
Gonzales. It uses amazing stories of survival—
from the Holocaust to 73 days adrift alone at
sea—to demonstrate the incredible power of a
positive mental attitude.

If I could have been a fly on the wall for any
recording session, it would have been..."We
Are the World” to watch Quincy Jones wrangle
that session.

Currently in rotation on my iPod: The Mars
Volta’s Deloused In the Comatorium, The Prayer
Cycle by Jonathan Elias and Keith Jarrett’s
latest, The Carnegie Hall Concert.

When I'm not at work, you can find me...
running like a madman around the entire
campus! There is so much going on every day,
I don't want to miss a thing so I'm rarely in my
office, which can sometimes frustrate my staff.

training specialist/field engineer...New sales director for Europe/UK, the Middle
East ana Africa for Crown (Elkhart, IN) is David Budge...Sennheiser (Old Lyme,
CN) news: Brad Stephens, national sales manager for Turbosound and Southeast
sales rep for Neumann and distributed brands; Bob Tamburri, sales rep; and John
Page, industry team leader, music industry...Scott Lombardo joins Fishman
(Wilmington, MA) as national sales manager...Digital Audio Denmark is now on
Las Vegas Pro Audic’s (Las Vegas) list of direct-sell brands...New distribution
deals: Linear Acoustic (Lancaster, PA) names Comprehensive Technical Group
(Atlanta) and Roscor Corporation (Mt. Prospect, IL) as exclusive dealers in the
Southeast and Midwest, respectively; new Allen & Heath (Agoura Hills, CA)
Poland distributor is Konsbud-Audio.
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Go beyond the printed page and log on to
www.mixonline.com to get extra photos, text
and sounds on these select articles:

Monitor Mixing

READ: We know there are more monitor engineers
out there who are mixing bands on IEMs and
wedges than those profiled in this article. Find
out what other enginzers have told Mix during
the past few years. Tell us what you're doing at

mixeditorial@mixonlire.com!

“Project Studio”: Echo Mountain
WATCH: Take a quided tour through this Asheville
N.C.-based studio.

Recording

Notes

LISTEN: Hear audio

cli from Five for

Fighting, George Jones

and Merle Haggard,

and “Pink Houses."”

PLUS, visit the all-

new "“Cool Spins Online," where you can find
additional CD reviews and senior editor Blair
Jackson's bi-weekly “DVD Watch"—all from one

convenient spot!

“The Inside Track”

PLAY: We got such a great response from all you
radical recorders out there that we're continuing
to ask for your stories. Next month, we continue
our series “The Inside

Track” with technical

W L’f.;

:-.-;_‘ ~/U"._.'

editor Kevin Becka,
who focuses on mixing
vocals. Got a cool tip
or technigue? We
want to know! E-mail

' ot
us at mixeditonal@ TALKBACK

mixonline,com.
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NOTES FROM THE P&E WING

THE ART OF LISTENING
BY MARK RUBEL

If someone asks you what you do, you're likely to say, “I make records,”
or "I mix concerts.” After all, it's a natural tendency for us to focus on
external actions. But the complementary, and possibly more important,
companion to that extemal action is the internal thought processing
that goes into deciding what to do—in other words, listening. If you
are engaged in creating recordings or tive audio events, then you are,
essentially, a professional listener.

If we really want to be good at making records or mixing concerts,
then it's crucial to understand our work's true nature. The essence of
recording, and other audio and video production, is communication. We
realize thoughts, emotions, ambiences, words, melodies, rhythms, etc., for others to experience. As a
communication form, creating and recording music is a multilayered process: on the one side, conjuring,
encoding and sending the message, and at the other end, decoding, receiving and internalizing it. For
this process to be meaningful, compelling and, hopefully, commercially viable, there must be a high
level of listening at every stage.

MUSIC AND SOUND IN GENERAL

The most important aspect of becoming a professional sonic artist is developing an educated and
analytical ear. A recording engineer, for example, should be familiar with the sounds of all eras of
recording. Today, artists draw from that legacy to create their music. Mastery of the sonic identities
distinctive to each era facilitates better communication with clients and their music. And if you intend
to create something new, it’s useful to know what has already been done.

YOUR CLIENTS

If an engineer takes a project in a particular direction without first communicating with the others
involved, then he or she is guilty of questionable business and creative practices—as well as risking
alienating them. Communication is key in a collaborative process. The better you are at listening and
expressing yourself—at all levels— to your fellow adventurers, the more coherent the direction will be,
the better the results and the happier your clients.

THE SOURCE

As we learn to capture and manipulate sounds, we accumulate knowledge about what methods and
tools tend to work well in different applications. However, it's important to resist the tendency to
habitually use that technique. One of the few real rules of recording is to listen to the player and his
or her instrument before placing microphones. Have them play their part and walk around them while
listening. Where does it sound like what you imagine it should? What do you like about it, and what
would you like to change?

YOUR INTERNAL EAR AND HEART
The process of recording, in some ways, is comparing the way your work is coming out to what you
imagine it should sound like. Perhaps what distinguishes an artist from a technician is how attuned the
artist is to his or her inner ear and instincts. The place from which songs seem to come to their writers
might be the same place that tells the sonic artist what something should sound like.

The art of listening develops over a lifetime. To the same extent that we need to listen with an ear
toward the way the public will hear the piece, we also need to encourage the practice of deep listening
in our audiences, our fellow music-makers, our students, protégés and, of course, ourselves. ]

Mark Rubel, a member of The Recording Academy's Producers & Engineers Wing, has been making records
since 1980 at his Pogo Studio (www.pogostudio.net) in Champaign, IiL. With the help of his beloved wife,
Nancy, he cultivates many songs, musicians, audiences, students'—and cats!



You know what they say
about Allen Sides’ legendary
Ocean Way Monitor Systems...

Ocu;v':;)\}nu”??ﬂsk\/ille (Studio Y)

Well, now you know. The amazing monitors
enjoyed by the world’s most respected mixers are
now available, custom designed specifically for your
studio by Allen Sides, exclusively through GC Pro.
Want to put some Ocean Way in your room?
Contact your local GC Pro Account Manager for
more information or to schedule a private demo.

2007 Guitar Center, Inc. All rights resarved.
All images and trademarks are property 3 therr respective holders.

“The Ocean Way Monitor Systems
are the best speakers in LIFE!!!"

- Bruce Swedien

“1 can't think of any large monitoring
system I'd rather have in Skywalker Scoring
Stage than Allen’s Ocean Way Monitors.”

- Leslie Ann Jones

“Ocean Way Recording’s accurate and
expansive monitoring systems are equally
impressive in every room.”

- Jack Joseph Puig

“The monitors Allen built for my private
studio, which we used to mix the last

Foo Fighters album, let me hear my music
the way I want, very loud and very clear.”

- Dave Grohl

“Allen and I share a passion for accurate,

high definition speakers that have the ability to
sound big and impressive for artists when it's
required. The OWR monitor system squarely
hits that mark.”

- George Massenburg

GC Pro has expert
Account Managers

in nearly every territory
of the USA... contact
us today!

= 800-935-MYGC
= www.gcpro.com

PRO

Www.gcpro.com




ON THE COVER

OSSINING, N.Y.

BiCoastal Music

By David Weiss

he reason Hal Winer named his
T gorgeous new Ossining, N.Y.,

recording room BiCoastal Music
(www.bicoastalmusic.com) may have to
do with the long road he followed—from
New York to L.A. and back—to make it
happen. “In the '70s, my father got an
investment opportunity in a jingle house
in New York City,” Winer recalls. “I had
been playing music since | was a kid, |
went to see the studio and | was done—!
had to own a recording studio.”

Winer developed his skills as an au-
dio engineer and went on to land an
internship at a New York studio, but
he quickly grew frustrated with making
coffee instead of music. His next stop
was L.A. for more of the same, lead-
ing to a detour as a union set painter
in Hollywood, and then back to New
York City for a stint in the family busi-
ness. When an opportunity to cash out
came, Winer jumped on it, and in 1997
got the Ossining property, which is 40
minutes from Midtown by train.

The first incarnation of BiCoastal paid
Winer back handsomely, landing him
two Grammy nominations for his first |a-
bel project there, Reunion (2001), by jazz
guitar great Jack Wilkins. ”As a result, it
became known as & jazz place, but it got
too small after a couple of years,” Winer
says. “So | decided to make the studio
bigger. I sent out a mini-bulk e-mail to
various acousticians and designers, tell-
ing them what | do, that | didn’t have
much cash and that | needed help in
making this place work. Russ Berger [of
Russ Berger Design Group] called me the
next day, and we just hit it off.

“At first, | just wanted a bigger place
for my own work, but Russ felt my
idea was right for the current industry
climate—that | could expand and cater
to freelance clients,” Winer continues.
“The record industry was a mess, big
city studios were having a lot of trouble
at the time and the overhead up here
was much lower than it was in New York
City. On the creative side, | was close
enough to the city to still be a player, but
far enough away so that artists could feel
like they were getting away.”

Cocktail fime at BiCoastol, L-R: Mick Guzauski, Ben Parris, Rob Thomas, Neil Dorfsman, Daryl Bornstein,
Hal Winer and Joy Rose.

The newly expanded facility brings a
seriously elevated dimension to the just-
upstate recording scene of Westchester
County. It starts with the warm, open
and natural-sounding 25x30-foot live
room with 22-foot ceiling. “It’s got a
very smooth and natural decay,” he says.
“Russ calls it a loosely coupled space:
Everything below the soffit is diffuse
and absorptive; everything above is live
and reflective; and the pairing results in
a room that’s very easy to work in. In a
typical month, I'll host woodwinds from
the New York Philharmonic, an acoustic
jazz trio and a rock drums session. The
natural room ambience works with all
of them, and clients come here because
of it. Add that to rooms with natural
daylight, and you've got a very pleasant
experience.”

While everything’s Zen in the live room,
BiCoastal's ergonomic control room bris-
tles with up-to-the-minute technology.
At the center of the Pro Tools HD and 5.1
surround-equipped room is an SSL C200
with plenty of /0 and Pro Tools control
from its surface. “The €200 sounds
great, it’s easy to use and | can turn proj-
ects around in 30 seconds,” Winer says.
“When it comes to the outboard gear, |
thought it was best to give engineers a
seiection of mic pre’s, so we have units
by Daking, Manley, Chandler, Vintech
and Millennia. We also have a nice selec-
tion of vintage squashers and effects:
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TC Electronic, Lexicon, Daking, Universal
Audio, Empirical Labs, Pendulum and
Eventide, among others.”

When it came to selecting the right
gear for critical listening, Winer found
himself facing a dilemma. “| called all the
engineers | knew and | couldn’t get two
of them to agree on a brand of moni-
tors they liked. it was important to have
mains that people could actually use. So
Russ suggested that | come to Dallas and
listen to his Precision Kinetics custom
monitors. | was totally impressed. The
speakers are not fatiguing in any way,
and they’re extremely smooth, accurate
and revealing. For 5.1 work, we also have
an extra pair of surrounds permanently
mounted behind the producer’s desk to
ensure that the producer will get an im-
age similar to the engineer’s behind the
console. The room is a wonderful listen-
ing environment, and the monitors make
for mixes that translate very well.”

With recent clients Rob Thomas, Matt
Serletic, Neil Dorfsman, Mick Guzauski,
Jay Newland, Daryl Bornstein, Scott Hull,
Gary Tole, Bob Mintzer and David San-
cious, word is getting around about this
oasis. As for Winer, he knows he’s defi-
nitely found a home. “it's about listening
for me,” he says. “it still gives me goose
bumps to sit down in front of the console
and listen to an amazing mix.” |

David Weiss is Mix’s New York editor,
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Get Your Game On

BY PAUL D. LEHRMAN

The Joys and Woes of Audio for Videogames, Part |

ILLUSTRATION HUGH D*ANDRADE

f you've been playing (or watching your kids play-

ing) any new videogames recently, you've probably

noticed that the soundtracks have become incred-
ibly sophisticated—not to mention loud. The loud part
isn't worth discussing much—except please turn it
down, for vour own sake, especially if you're playing on
headphones—but the sophisticated part is pretty amaz-
ing. Although most of the folks reading this have had o
deal with complex mixes for recording, broadcast, live
sound or film projects, how many have done projects
that have t mix themselves on the fly, in real time, in
the audience’s living rooms? Well, if you've done any
game audio in the past couple of years, that’s just what
you've been doing.

I have to confess that 1 don’t have much to do with
the videogame world these days. In the late '80s, 1 did
the music for a game that a friend of mine was design-
ing. I had to write several 30-second tunes and turn
them into standard MIDI files (which were brand-new
at the time). I was asked to do three different versions
of cach one 10 accommodate systems that could play
two, three or four different musical sounds (that is, in-

wwew.mixonline.com

dividual notes, not files) at a time. Oh yeah—and they
had to be able to loop. I don't know if the game ever
got finished.

A few years later, I got a gig creating MIDI and audio
files for a fledgling company called Harmonix, which
was developing a musical game with some interesting
interactive aspects. The company ended up not using
any of my music, and it turned out that the game wasn’t
terribly successful. But Harmonix has done better since:
Last September, Viacom bought it for $175 million. Un-
fortunately, I have not been paid in stock options.

The fact that Paramount Pictures and MTV’s parent
company would throw that kind of money around is
just one indication of how serious the game industry has
become. So is the fact that within a week of its release,
the Sony PlayStation 3 was selling on eBay for up to
four times its list price (assuming the sellers actually had
them and weren't planning on shipping bricks). Music
budgets on some “AAA” games from major publishers
are approaching those of feature films, and more than a
few orchestral musicians are finding themselves playing
as much on game-scoring sessions as they are on movie
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soundtracks. Not to mention that orchestras
from London to Brazil to New Zealand are
putting on concert programs comprising
partially or completely game music to attract
new audiences. Tommy Tallarico, a prolific
California game composer who is one of
the prime movers behind Video Games
Live, told the BBC recently that these con-
certs will “revitalize” classical music in the
21st century the way opera did in the 19th,
(It did?) I don’t know if listening to a medley
of hits from Pong, Mario Brothers and War-
craft is artistically on the same level as The
Magic Flute and Tosca, but the audiences
seem to be having a good time.

Mike Verrette is a producer for midsize
game-development company Iron Lore En-
tertainment, located in one of the old mills
in Maynard, Mass., where the once-mighty
Digital Equipment Corporation (DEC) made
its home. Verrette is a drummer, a com-
poser and a sound designer, and he was
a student of mine some 10 years ago. He
cut his teeth in television and commercial
production, and then started working in the
videogame world about five years ago. He
is the founder of the New England chapter
of the Game Audio Network Guild. Iron
Lore, which he joined in 2004, employs
some 38 people, including one full-time
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composer/sound designer, the position
Verrette started in and now oversees.

Iron Lore is best known for Titan Quest,
a first-person action game for the PC built
around ancient Greek and Egyptian myths;
it was released this past June. The expan-
sion pack with new characters and situa-
tions, Titan Quest: Immortal Throne, ships
next month. The game is published by
THQ, a huge outfit that handles titles from
Scooby-Doo and the Cyber Chase and The
SpongeBob SquarePants Movie to WWE
SmackDown/! Here Comes the Pain and
Full Spectrum Warrior: Ten Hammers.

According to Verrette, the music and
sound production for Titan Quest are pretty
straightforward in some ways. “I’s almost
identical to doing film post,” he says. “We
designed a room around Pro Tools, and
we have a library of canned effects and
a location recorder. One of the spaces we
lease in the building is DEC’s old in-house
television studio, and it’s nice and quiet so
we can do some recording in there. The
music is mostly orchestral, so we have a
PC running GigaStudio with the Vienna
Symphonic Library. The live tracks—per-
cussion, flute and a vocalist—we recorded
with Futura Productions, which is in the
Sonic Temple, a classical studio in Boston
built in an old Masonic temple.

“We outsourced the dialog to a studio in
Santa Monica [Calif.] because our publisher
has a relationship with a casting director
out there,” he continues. “A publisher can
bring a lot of that sort of thing to the table:
Besides marketing and distribution, they
can sometimes provide you with contrac-
tors for things like dialog casting or help
establish relationships with third parties
for licensing agreements. Using the casting
director freed up a lot of my time so I could
focus on other things.”

Each version of the game has close to
two hours of music and uses up to 2,000
sound effects, from footsteps to monster
growls. “There isn't a single sound in the
game that we pulled directly out of the li-
brary,” Verrette says. “Everything’s layered
up in Pro Tools. And the game itself does
additional processing.”

One other similarity to traditional sound
design is the way a designer decides to use
certain kinds of loops. “In a racing game,”
Verrette explains, “the engine sound is
looped and it changes pitch as the rpms
g0 up. But how do you get it to sound
realistic when you shift gears? Like sam-
pling a musical instrument, you can only
pitch-shift so much, and at a certain point,
you have to change the sample. Same with
a machine gun sound—you don’t want to

—CONTINUED ON PAGE 118
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MICS ON A TRAIN

One of my main clients is the model train company
Lionel Trains. We develop unique sound effect sys-
tems for Lionel's products. The systems are not simple
playback loops, but rather complex simulations of a
variety of sound sources (engine sounds, compressors,
brakes, whistles, etc.) that can be triggered in various
ways in response to the operator's commands. Lionel
ships a unique set of sounds with each model, and we
always strive to use authentic sound sources for these
products.

So it was, when Lionel recently inked a deal with
the New York City Transit Authority to produce a model
of one of their classic New York City subway trains that
1 was dispatched to the city to record sounds from a
set of vintage subway cars. 1 grew up in the city, riding
the subway to and from school every day, so it was a
real treat to be given my own set of Red Birds (which is
what this particular type of car was called), along with a
conductor and motorman to take out on the BMT West
End line in Brooklyn.

We had the center express track on the elevated line
all to ourselves, though the D and M trains were still run-
ning on the outside local tracks. I ran the train through its
paces as 1 hung out the door on the front with my boom
in hand, recording the cacophony of motor sounds, track
clatter, brake screeches and other marvelous noises. I even
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had them drop me off at an express
stop station to do some run-bys and station stops. We had
some puzzled subway riders wondering who the heck this
guy was that seemed to have his own subway train to play
with. 1 had much fun, got some great sounds in the can
and my exploits even landed me on the front page of The

New York Times. —Bruce Koball
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A POLITICAL PICNIC
When George W. Bush
came for dinner with Tony
Blair to celebrate the first
nine months (to the day)
of their Iraq war, Nigella
Lawson, a UK celebrity chef
(and daughter of Margaret
Thatcher’s economic advi-
sor, Nigel Lawson), cooked
a meal for the two lead-
ers and their wives. (The .
women ate separately.) oy
Food is about life. nur- -
ture, health, family, celebration. nourishment. I
wanted to remind them and us, however, of the death, destruction and violence
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of their phony. duplicitous and despicable war. So I bought the best ingredients lf,-EefRET AC INE
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ex-military intelligence officer who served in Vietnam under Nixon took the pie DYsp (ie State-of. art ¢ l') Y begin Coming
to Manassas, the site of one of the opening batiles in the American Civil War, and and fin g . nd a jopy, “{olglf I roop, Vith ’g ath,
with a 1939 Nazi Luger, shot the pie. The results can be heard on “George. Tony, O Microry & Moo " Sfy ~designeq ;. Studer
Nigella and Me," the last track on my album Plat dic Jour: (The CD's artwork is the  SOmprig ! " :”’ g fea Uring , foom)
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Back in the summer of ‘05, I was  the overhead mics. {)r‘“’ch » Stone * Stringeg St Urumg
working on a King’s X recording It was a beautiful summer 13 angy i nd an Je, Mimengy n-c;
at Wireworld in Nashville with  day in July: The sun was shining, :“’ 150 b, e s one hey are tol
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between the studio building and
another building on the other
side of the parking lot.

I listened to the song, got
the feel...took a snare drum and
started walking around the park-
ing lot, looking for where the
echo would come back to the
snare position at about &n eighth
note. I found the spot, we built
the kit...miked the kit, set up a
pair of ambience mics at about a
16th note but aimed them back
at the kit so the echo off the far
builcing would be in time with

probably hadn’t seen the sun
shine when he was playing in
years, if ever. After soaking him
down with like 90 gallons of wa-
ter (internally and, if I remember
correctly, externally) we got a
performance from him.

I don't think any of us will
ever try such silliness again,
but it was a pretty damn cool
sound...especially for such a hot
day. (Note to self: Drummers
should be kept at about 68 to
72 degrees F when recording.)

—Fletcher

28 MIX. February 2007 «  www.mixonline.com

el “ME".R‘G‘\:\L:\( ::zlel'ny which 18
much better 5 it

igi ice recorder _
i dlg“alx\\/,]:)en the director of

ie d me
ing movie called American Zomh{e‘ ;1cs)\;eabom
o UPCO_mmg some music. 1 told my 4—year—q ds Lo
T er dinner that night, explamlr‘\qg e
L OVb scary yet touching, and he ¢ e
p . le song about sombies On the $§ >
%\av‘ciir;eer;eorder from my pocket, 1 captu

e

i then e-mailed the audio file to the film-
nd

Grabbing t

akers as @ ' e T Vi ey plan to run
o \ ioke. They loved it sO much they P
maker i .

edits L m
flover e end credis David Batlino, Batmosphere.co

RIGHT PLACE,_
Timeliness is often scf

hy 1 always carry @ ‘
:\‘;Y It really paid off last summer,

improvisin

———




A “GUITAR CENTER” OF SORTS

I was recording a hard rock band, and
one of the tracks was an instrumental
piece driven by some really nice, warm,
overdriven guitar. The bridge of the piece
settled into the lead guitar and a light pad
underneath it. It was meant to soften the
piece until it exploded back into the main
theme. On our first listening, we all agreed
that something was missing. Nobody could
put his or her finger on exactly what it was,
but I decided to give something a shot. 1

STEP ASIDE, BLUE MAN GROUP

On a lark, T once recorded a drum kit through
3 piece of PVC pipe I had laying around the
studio. I miked up the kit in the traditional

sense, but took an Earthworks TC40K (any
skinny mic will work) and duct-taped il to
one end of the pipe, the othar end pointing
directly at the front of the kit from about
five feet back. This produced a plastic-y/me-
tallic, swirling pitched effect that was very

~

got my hands on every acoustic guitar that was available to me (13 in all,

including a Martin Backpacker) and set them up on guitar stands
about 10 feet from the overdriven guitar amp, all with their sound-
holes pointing toward the cone of the amp (forming a semi-circle
with a radius of 10 feep). I then placed a lavalier mic inside the
soundhole and within the resonating body of each guitar.

I asked the guitarist to play the same bridge part again Gt was
very melodic and simple, so it wouldn't be hard to match the pre-
vious take we used), but this time with the amp jacked up to 11.
While tracking, it wasn't exactly clear what was going on, but after
he played it, 1 asked the bandmembers to give me 10 minutes. I
called them back in and played the part for them and they loved it.
The acoustic guitars had acted as drones, and all of their strings had
been vibrating sympathetically along with the notes being played by
the guitarist through his amp. I took each of those drones and set the

interesting and just so happened to work
with the track. It was, however, just a bit un-
der pitch, so I shorzened the tube with a saw
and then re-recorded until I got something
I could loop and was pitched perfectly with
the key of the song. I took it into Pro Tools
and cut a four-bar section with good tempo
and made it the bed track for the song that
recurred at various points, especially at the
intro and outro. —Kevin Becka

automation to have them moving around with.n the stereo field so as
to give it a sweeping kind of effect. I also used a lowpass filter on each
one to cut out the high frequencies and give them a more even sound 2

altogether. The levels weren't too loud and so they just sat between do when an amp is vibr ]
the pad and the guitar. This sweeping, droning effect provided exactly you

what was needed to fill in what was missing! After that, the guitarist
went on to claim to people that he had played 14 guitars at one time,
although he could never tell anyone how he did it or else he’d have to

Q: What do _Mauricio Domene

A: That's what drummers are for.

kill them.

WACKO INTRO-OUTRO

—Daniel Shatzkes

I had been working on an album destined for a vinyl-only release. The music was
taken from two 40-minute-plus improvised iams that were recorded with a single
stereo mic setup placed within the large room so as to obtain a natural balance
between the instruments. We needed a way to cut the best bits into usable chunks
for old-school 22-minute album sides. Of course, the issue then is how can one
make interesting intros and outros (something more engaging than simply fading

the tracks in and out)?

Because the original recordings had a nice, cohesive, almost “big-band” quality
to them, the idea of putting obvious overdubs seemed crass. The music itself, how-
ever, was relatively surreal and avant-garde. so it begged for something weirder. 1
decided to get my intros and outros by copying bits of audio from the beginning
and ending of each jam. tweaking it heavily and crossfading the copies with the
original tracks. One example was making the end of a track die out by re-recording
the ending of a track onto a portable casseite player, then running the tape back
using a DC-variable transformer to power the cassette deck. The deck, which has
a 6VDC power input, could then be underpowered very precisely, which slowed
the tape speed and degraded the response. At about 3 VDC, the deck would
conk out. I simply mixed that back with the original sigral. Another variation on
this theme was blasting the tracks at too high a level through an old boom box
to obtain heavy distortion and re-recording by carrying a stereo mic and walking
around the front and back of the boom box.

—Rich Wells, thesupremereality.org
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By Matt Gallagher

nown for their case of use, precision, versatility and

ability to quickly deliver high-quality resuits, dedicated

stereo microphones are sometimes preferable to stereo
pairs in recording and live sound applications. Stereo mics provide
a point-and-shoot option that is well-suited for many common
stereo-miking applications, such as capturing vocals, instruments
(including entire drum kits) and live ensembles of varying sizes and
configurations. Another advantage of using a single-body stereo mic
is consistency, simplifying repeatable setups night after night on the
road, or during subsequent studio or location recordings.

Offered by a number of manufacturers in a wide variety of designs
and price ranges, professional sterco mics range from sophisticated,
high-end models to versions suited for any budget. What's more,
manufacturers create products that are optimized to handle one or
more specific stereo-miking techniques: coincident schemes such as
Blumlein, X/Y and mid-side (M-S; see sidebar on page 32 for more
information about M-S miking); near-coincident techniques such as
the ORTF (Office de Radiodiffusion Télévision Francaise) array; and
the binaural approach, modeled on human hearing and involving the
use of a dummy head with capsules implanted in its “ears.”

This article surveys currently available stereo mic models and
covers only single-body, dual-capsule designs for the studio. It ex-
cludes stereo shotguns, surround mics, multichannel mic arrays and
stereo mic “Kits” that combine two mics into a stereo package. All of
the products mentioned offer balanced outputs with XLR connectors
(5-pin or dual 3-pin); unbalanced models with ¥4- or %-inch jacks
were excluded.

The Audio Engineering Associates (AEA) R88 ($1,895, www.wes
dooley.com) stereo ribbon mic for Blumlein or M-S stereo recording
measures 14 inches long and 25 inches in diameter, and weighs 3
pounds (less cable). It incorporates the RCA 44’s Large Ribbon Ge-
ometry configuration for a 20Hz bass response and a smooth high
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end for capturing complex tones. It houses a matched pair of figure-8
mics with 2-inch ribbon motors that are oriented at 90 degrees for
superior off-axis rejection. The R88 offers a frequency response of 20

to 15k Hz, -52dBV/Pa sensitivity and handles 165dB SPL @ 1 kHz.
Audio-Technica's AT825 ($549, www.audio-technica.com) accom-
modates X/Y recording. It comprises two matched, fixed-charge,
back-plate condenser elements that are configured side-by-side in a
fixed 110-degree angle. The AT825's response is 30 to 20k Hz, with
a switchable LF roll-off of 150 Hz (at 6dB/octave). Its signal-to-noise
ratio measures 70 dB (1 kHz @ 1 Pa), and it handles
126dB SPL at 1k-ohm (at 1-percent THD). The mic
- operates on either battery or phantom power, and
includes a 16.5-foot shielded cable with a 5-pin XLR
at the mic end and two standard 3-pin XLR-M output

connectors.

Designed for X/Y recording, Beyerdynamic’s
MCE 72 (8489, www.beyerdynamic.com) has two
cardioid pattern electret condenser capsules mount-
ed +60 degrees relative to its axis. The MCE 72 uses
5-pin XLR connections, and is powered by a stan-
dard 1.5-volt battery with an LED power indicator. Its
response is 60 to 20k Hz, and max SPL at 1 kHz is
123 dB. Also for X/Y recording, the MCE 82 ($839)
has two cardioid condenser capsules mounted +45
degrees relative to its axis. Response is 50 to 20k Hz,
and max SPL at 1 kHz is 128 dB. The MCE 82's elastic
suspension system suppresses handling and cable
noise, and it offers a switchable bass filter. It can
» be operated with any 12 to 48VDC phantom power
- or 15V battery, and includes an LED battery-power
indicator. The MC 833 ($3,699) supports M-S, X/Y

AEA R88 and mono recording without an additional matrix.



It is equipped with three externally polarized cardioid condenser
elements. The middle element supplies the mono signal in M-S ap-
plications. The condenser elements to the left and right are used for
X/Y recording or can be combined to farm a figure-8 polar pattern
to supply the side signal. The three capsules can be mechanically
adjusted and continuoudly varied over a wide range.

The two Pressure Zone Microphones (PZMs) in Crown’s SASS-P
MK 11 (51,830, www.crownaudio.com) are aligned in a mono-com-
patible, near-coincident array, mounted on boundaries with a foam
barrier between them to facilitate directional pickup and limit overlap
of the two sides at higher frequencies. The polar patterns are omni-
directional at low frequencies and unidireetional at high frequencies.
The SASS-P MK 11 has a 20 to 18k Hz response; signal-to-noise ratio
is 73.5 dB @ 94dB SPL. It offers 6mV/Pa sensitivily and handles 150dB
SPL @ 3-percent THD. It can be powered by twa 9V batteries or 12 to
48VDC phantom. The SASS-P MK 11 includes a foamdined carrying
case, hand grip, mic stand adapter and windscreen.

The striking design of MBHO's MBNM
622 E PZ ($545, www.mbhode)
combines a Jecklin Disc—a cir-
cular, rubber foam—covered
barrier mount for absorbing
sound that measures 0(x12
inches (HxD)—with two
omnidirectional bound-
ary-layer mics mounted on
each side of the bisected
disc and spaced about 65
inches apart. The MBNM 622
offers a hemispherical polar
pattern and a frequency response
of 10 to 26k Hz (£15 dB); sensi-

MBHO MBNM 622 E PZ

ILLUSTRARON: KAY MARSMALL

tivity is rated at 5 mV/Pa @ 1 kHz, and max SPL is 130 dB.

Intended for X/Y and M-S applications, the Neumann USM
69 i ($3,699, www.neumannusa.com) features two separate goid-
sputtered, dual-diaphragm capsules that rotate over a 270-degree
range. Color markings on the lower-capsule system indicate the angle
relative to the upper capsule. Five selectable polar patterns—omni,
cardioid, figure-8, hypercardioid and wide-cardioid—are available
for each capsule, and the outputs of the two channels can be linked
(cascaded) to yield other characteristics. Both mic amplifiess feature
high-output capability and low self-noise. The USM 69 i is available
in black or nickel finishes, and is sold with IC 6 cable (swivel mount
to 5-pin XLR) and AC 20 cable that splits the 5-pin XLR to dual 3-pin
XLR outputs.

Neumann's KU 100 ($4,999) binaural sterco microphone is a
replica of the human head with microphone capsules built into the
cars The KU 108 uses transformerless circuitry tor achieving high-
output capability, fast transient response and low self-noise. Inside
the head are switches for -10dB attenuation and the highpass filter
(for linear, 0Hz or 150Hz settings). The underside of the unit has
balanced (XLR) and unbalanced (BNC) outputs, and a switch for
selecting power supply modes. The KU 100 car: be operated with
48V phantom power from the provided externa! AC power supply
unit or from its built-in battery. The KU 100 comes in a robust alu-
minum carrying case that includes a 3-pin XLR cable and the AC-20
adapter cable.

Pearl’s TL4 ($2,267) and TL44 ($2,513: dist. by Independent Audio,
www.independentaudio.com) both combine the company’s classic
rectangular. duai-membrane capsules mounted back-to-back in a
compact black-chrome body. Each offers cardinid, figure-8, omni
and 180-degree coincident stereo polar patterns Both madels have
5-pin XLR outputs, weigh 9.1 ounces and use quiet. transformerless
preamplifier circuits. Response of both mics is 20 to 20k Hz, with
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126dB SPL handling. The TL4's sensitivity is
rated at 120 mV/Pa; the TL44’s is 16 mV/Pa.

Pearl's DS60 ($6,241) model supports
X/Y, M-S and Blumlein techniques. Its brass
body is finished in black chromium and
gold-plated mesh, and it has two rectangu-
lar dual-membrane capsules mounted one
above the other at 90 degrees apart. Each
capsule offers a selection of cardioid, figure-
8 and omnidirectional patterns. The DS60’s
response is 18 to 25k Hz. Its preamplifier has
four output channels—one for each cardioid
membrane—that are connected via a 9-pin
Lemo plug and a four-way splitter terminat-
ing in 3-pin XLRs. Its sensitivity is rated at
16 mV/Pa with self-noise at 15 dBA.

The RODE NT4 ($899, www.rodemic
.com) is housed in a heavy-duty, cast-metal
body with a satin-nickel finish. Its two half-
inch cardioid capsules with gold-sputtered
diaphragms offer X/Y miking fixed at a
90-degree angle. The NT4 has a self-noise
of 16 dBA and handles 143dB SPLs. Stated
response is 20 to 20k Hz, and the mic of-
fers selectable 9V battery or phantom power
operation at 12, 24 or 48V and includes an
LED power indicator. The NT4 includes a
custom carry case, windshield, XLR-to-mini-
jack adapter and dual XLR cables.

Offered in matte-black chrome and satin-
nickel finishes, Royer Labs’ SF-12 ($2,150,
www.royerlabs.com) is housed in an ingot
iron case that forms part of the magnetic re-
turn circuit. Its two matched
1.8-micron, aluminum-rib-
bon, figure-8 transducers
are placed one above the
other, each aimed 45 degrees
off-axis from center in the
Blumlein configuration. Both
capsules can provide mono
recording, and two channels
can be combined for mono
recording without creating
phase artifacts. The SF-12's
response is 30 to 15k Hz (3
dB), and it handles SPL levels
up to 130 dB. The SF-12s
extension cable comes with
a “Y” adapter that splits into
two 3-pin male XLR outputs.

Royer's SF-24 ($3,800) ste-
reo ribbon mic is optimized
for Blumlein and M-S con-
figurations, and comes in an
optical black finish; 18-karat
gold is optional. It shares the
SF-12's design characteristics
while adding Royer'’s active

Royer Labs SF-12 in ingot iron case

electronics system, allowing the SF-24 to
be used with any preamplifier with aver-
age gain characteristics. The SF-24 oper-
ates on 48V phantom power and con-
tains two fully balanced, discrete head
amplifier systems using specially wound
toroidal transformers. Stated response
is 40 to 15k Hz (+2 dB), and max SPL
handling is 130 dB. The SF-24's output of
-38 dB is 14 dB more sensitive than the
non-powered SF-12. Custom-designed
FETs provide quiet operation, with self-
noise less than 18 dB. The SF-24’s output
connector is a 5-pin male XLR.

Sanken’s ($2,295, www.sanken-mic
.com) CUW-180 handles both stereo and
surround applications. Its two cardjoid
condenser microphones are oriented at

180 degrees and are independently ad-

justable with a 15-degree detent for X/Y  Schoeps’ CMXY 4Vg has two CCM 4V capsules.

configurations. The precise alignment of
both capsules is said to maintain optimum
on-axis response and phase coherence. The
CUW-180 has a 5-pin XLR output.

REFresner: Mid-side Recording

In Schoeps’ CMXY 4Vg (84,295, www.
schoeps.de), the angle between the axes of
the two built-in cardioid CCM 4V condenser

Of all stereo-miking techniques, mid-side recording is the most versatile, allowing the greatest

degree of control over the stereo image
during the mix, while providing total mono
compatibility. Although the process may
seem complicated at first, it's quite simple.
M-S recording is a coincident technique in-
volving two microphones: one in a bidirec-
tional pattern and one typically in cardioid,
although other patterns can be used. Here,
unlike in straightforward left-right stereo
recording, the whole of your soundstage is
represented by one forward-facing ("mid")
channel and the extreme side information
in the other ("side”). The outputs of these
two microphones are added and subtracted
in a matrix system (M + S+ = Left and M
+ S- = Right; where S+ is the output of
the bidirectional mic and S- is the phase-
inverted bidirectional output) to create a
stereo image.

sound source

side mic
(figure-8)

To set up an M-S configuration, point your cardioid microphone directly toward the sound
source and the bidirectional mic perpendicular (with its diaphragms at 90-degree angles to the
source). Place the capsules as close together as possible to align nulls. (Note: Many of the ste-
reo microphones profiled in this article are configurable for M-S.) Record the mid-signal on one
channel and side signal to another. Matrixing can be performed via a dedicated decoder unit or
manually by routing the mid-output to a single fader, panned to the center; and the side output
to two faders, panned hard-left and -right, respectively (with right channel phase-reversed). Sum
the mid- and positive side (panned left) to the left bus and the mid- and negative side (panned
right) to the right bus; experiment with the width of your stereo image by adjusting mid- and
side fader levels, keeping in mind that you can swap your perspective (drummer left/right, for
—Sarah Jones

instance) by swapping the phase on the side channels.
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capsules (with lateral pickup patterns) can
be adjusted continuously between 0 and 180
degrees without affecting the main sterco
axis for precise imaging in an X/Y configu-
ration. The capsules rotate equally and in
opposite directions via gear arrangement in
the microphone’s base. Response is 40 to
20k Hz, with max SPL of 132 dB. The CMXY
4Vg is powered by 12- or 48V phantom
power and terminates with a 5-pin XLR-M
connector. The package includes Schoeps’
AK SU/2U adapter cable (5-pin female XLR
o two 3-pin male XLRs).

The spherical design and matte-gray
surface finish of Schoeps’ KFM 6 ($6,699)
resembles a binapral dummy head and
follows similar principles. The KFM 6 re-
cords at a fixed angle of 90 degrees and
is designed to yield a natural impression
of space, depth and image. Two pressure
transducers are mounted flush on the sur-
face of the 20cm diameter sphere, acting
as an acoustic baffle. The KFM 6's direc-
tionality is essentially constant throughout
the audio frequency range, which is 18 to
16k Hz. The KFM 6's sensitivity is rated at
100 mV/P4, its signal-to-noise ratio is 77
dBA and it handles 123dB SPL. It accepts

12- or 48V phantom power, ships with a
suspension mount, a KG ball-and-socket
joint for stand-mounting, a “Y” adapter
cable, 5-pin XLR stereo cables and a
wooden case.

The Schoeps KFM 360 ($5,550) is an
18cm  spherical microphone with two
CCM 8L figure-8 capsules that record at an
angle of 120 degrees for close-miking ap-
plications. It also ships with a “Y” adapter
cable and mounting accessories, and can
be adapted for surround applications with
the company’s DSP-4 KFM 360 ($6,305)
processor, which has built-in AD/DA
converters.

Schoeps’ MSTC 64g ($2,879) is de-
signed for near-coincident ORTF miking. It
has a T-shaped body with two built-in mic
amplifiers and a matched pair of MK 4 car-
dioid capsules from the company’s Colette
Modular System, mounted 17 ¢m apart at
an angle of 110 degrees. The MSTC 64g is
powered by 12- or 48V phantom power, its
frequency range is 40 to 20k Hz, sensitivity
is rated at 13 mV/Pa, signal-to-noise ratio
is 78 dBA and max SPL handling is 132 dB.
The MSTC 64g terminates in a 5-pin XLR
male connector.

The Sennheiser MKE 44P (8795, www.
sennheiserusa.com) is an electret con-
denser design with two cardioid capsules
set at 90 degrees for X/Y applications. Its
spring-mounted capsule is designed to
suppress handling noise, and it features
a two-position LF roll-off filter. The MKE
44P handles max SPL lev-
els of 126 dB (with
THD @ 1 percent). It
features a 40 to 20k
Hz response, and sen-
sitivity is 6.3 mV/Pa
(22,5 dB). Operation is
via 12 to 48V phantom
power or 15V alkaline
battery. Lastly, it has a
transformerless output on
a 5-pin XLR connector and
ships with an adapter cable
(comprising one 5-pin fe-
male XLR to two 3-pin XLR-
M connectors), a velour-foam
wind shield and a foam-lined
case.

Shure’s VP88 ($1,266 list,

Sennheiser MKE 44P

IF GROOVE TUBES MICROPHONES ARE PRO AUDIO’'S
OUR SECRET KEEPERS AREN'T DOING A VERY GOOD JOB.

Class A FET Condenser

Mii-Sized Diaphragym Tube Condenser
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GT50

. GREG LANDANY:
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o every day in the
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|
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5

VELO 8

NEWMAN SCORING STAGE
GT tube and FET microphones
in use every day for orchestral
scoring sessions

Don’t miss out on the secret mic of the world’s best engineers and studios!
GT microphones are available at the best pro audio dealers around the world.
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www.shure.com) M-§ stereo mic com-
bines two condenser capsules: a forward-
facing cardioid and a bidirectional side ele-
ment. An internal M-S matrix offers three
selectable degrees of stereo image separa-
tion. The internal matrix can be bypassed
if an external matrix is used or if stereo
imaging is handled in post-production. A
switchable LF roll-off (12dB/octave at 80
Hz) is standard, and the mic powers from
an internal battery or any 9 to 52VDC
phantom source. Frequency response is
40 to 20k Hz, and typical self-noise is 24
dBA. The VP88 package includes a "Y”
splitter cable, windscreen, GV battery and
zippered storage bag.

Studio Projects’ LSD-2 ($1,000, www,
studioprojectsusa.com) puts two  dual-
membrane condenser mics within a single
housing. allowing for X/Y, M-S and Blum-
lein techniques. Its 1.00-
inch diameter capsules
are. mounted in  close
proximity on a vertical
axis; the upper-capsule
assembly rotates 270 de-
grees relative to the low-
er capsule. A single-layer
brass mesh surrounds the
capsules. Two three-way
switches control polar re-
sponse, highpass filtering
and -10dB pad for ecach
capsule. The LSD-2 ships
with a dedicated 7-pin
XLR to dual 3-pin XLR
cable, windscreen, shock-
mount and carrying case.

BS-3D Binaural Spheres
from T.H.E. (52,648, www.
theaudio.com) are made

\ 4

of wood and come in
Studio Projects golden-oak and black-wal-
LSD-2 nut finishes. Each one is

individually handceratted
by Bud Poulin. TIH.E. incorporates its
patented preamps and matches the two
omni capsules for frequency response and
output. The BS-3D is designed to produce
excellent phase cohesion for a stereo sound
that translates to a stereo or mono mix.
Each sphere has a 5-pin male XLR con-
nector, and each mic ships with a 6.5-foot
cable (custom lengths are available) with a
5-pin XLR on one end and two 3-pin XLRs
on the other.

The Telefunken Ela M 270 (515,995,
www.telefunkenusa.com)  stereo  tube
condenser microphone is a limited-edi-
tion re-creation of the original Tele-
funken Ela M 270 designed for X/Y,

M-S or Blumlein configurations.
The mic features dual 1-inch,
gold-sputtered, 6-micron CK12
capsules placed one on top of
the other, offering three polar
patterns per capsule: cardioid,
omni and figure-8. Its frequency
range is 20 to 20k Hz. The Ela M
270 is 8.5 inches long and weighs
2 pounds. |
Mait Gallagher is an assistant edli-
tor at Mix.

Telefunken
Ela M 270

o
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By Steve La Cerra

Mixing monitors is like directing traffic in
midtown Manhattan: Everyone wants to
go first, no one is heading in the same
direction, and nobody wants to listen
to the same music. Mixing monitors has
ncver been an easy gig, and it becomes
more complicated when wedges are
combined with personal monitors. Suc-
cessfully combining these two approaches
requires an engineer with good cars and
a solid technical background. To bring
you helpful insights for such situations,
Mix spoke with three monitor engineers
and a manufacturer of in-ear monitors,
all of whom have effectively merged the
technologics.

Most engincers agree that wedges and
personal monitors share the same stage
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COMBINING STAGE WEDGES WITH PERSONAL MONITORS

because some musicians are  opposed
to (or are not confident with) using ear-
picces, while other players prefer to use
personal monitors, although they miss
the visceral impact offered by traditional
wedges or sidefills.

Marty Garcia is the president of Fu-
ture Sonics and a pioneer in the use of
personal monitors. Garcia observes that
many performers “lack knowledge or
confidence that such a tiny device can
deliver the big sound and feel of an open
stage. They have a mindsct of getting
intelligibility, timing and pitch through
the earpicces while getting the energy
and feel from the wedges. The number
of wedges will determine how well the
personal monitors will perform because

www.mixonline.com

the personal monitor system competes
with them. [ suggest starting without
the wedges and creating a mix during
soundcheck with proper gain structure
for the carpicces, as if you were in a stu-
dio recording situation. If the first thing
a performer hears is a clipped kick drum,
then they are put off to the whole idea
immediately. If you can create a polished
mix before your performers come in,
they'll have a positive reaction. Once
you accomplish that, the need to add
a lot of audio in the wedges decreases
quite a bit.”

When combining personal monitors
with wedges, Garcia recommends adding
low-frequency audio to the wedges. “A
very successful technique is to add low-
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frequency information to fill out the bass,

of the vocal,” he says. “That can give the Ia ng“e

kick, [sometimes] snare and lower range

performer the energy and feel they desire.
If the earpiece has a wide dynamic range,
especially in the low frequencies, and a
tight fit, then the performer will actually o m oy
get a lot of energy from the ear mix. That’s cm JiNy
why we use a dynamic driver in our Future

{ ®
Sonics Ear Monitors® brand—it helps de- u‘e Menwnmm
liver the energy the musician wants with- - . =
out the need to crank up the level, which, mnnlm wm m
lialogue noise suppression

of course, can result in fatigue. If the
dynamic range of the earpiece is limited,
then there’s a tendency for the performer
to want more energy out of the wedges,
starting that competitive thing again.”

CEDAR Audio USA
43 Deerfield Road ]
Portland ME04101-1805

207 828 0024 - cedarusa@cedaraudio.com - www.cedaraudio.com

Niall Slevin (center, with U2 engineers Joe
O'Herlihy, left, and Ja Ravitch): “A lot of people
who have just started using in-ears miss the banter
between themselves, the band ond the rest of the
crew. They feel slightly isolated, so you'll see them
take one ear out and use o wedge ar two.”

IN-EARS FOR YOU, TOO

Niall Slevin is one of three monitor engi-
neers working with U2. Slevin’s responsibil-
ity is mixing monitors for The Edge, while
Robbie Adams handles Bono's mixes and
David Skaff takes care of Larry Mullen Jr.
and Adam Clayton. Slevin runs a stereo
ear mix for The Edge in addition to a pair
of wedges. “One reason we have wedges
up there,” Slevin explains, “is for backup.
We haven't had any problems, but in case
there’s an RF issue, | have a band mix ready
to go for the stage monitors.

“Usually, The Edge just gets a bit of kick
and snare from the wedges. We have a pair
of subs underneath the stage to give him
subharmonic information he can feel. A lot
of people who have just started using in-
ears miss the banter between themselves,
the band and the rest of the crew. They feel
slightly isolated, so you'll see them take one
ear out and use a wedge or two. It gives
them the ability to key off one earpiece
{the vocal] without feeling so isolated. The
problem is that the level you supply to the
ears goes up and you can fatigue the cars

Sn]ARTRACK
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because the carpiece is battling against the
SPL of the wedge.”

However, this is not the case with The
Edge, according to Slevin, “I use a separate
aux send on the monitor console to feed a
bit of bass guitar and kick into the subs. 1
can reduce the level of bass guitar in his
in-ears and he'll feel the rest of the infor-
mation from the subs. They fill out his car
mix. It took quite a bit of EQ'ing to make it
sound natural because the subs are under-
neath the deck, but once we got there, it
helped bring down the overall level of kick
and bass guitar in his ear mix.

“l also found that 1 could lower the
snare drum quite a bit simply by panning
the top snare mic away from the bottom
snare mic,” Slevin continues. “It gave the
snare quite a bit more definition, and bring-
ing these levels down helps reduce fatigue
over a two-hour show.”

The Edge wears two carpieces, so 10
deal with any “over-isolation™ issues, Slevin
places six ambient mics across the front of
the stage and points a couple of those back
toward the band to get a bit of guitar and
drums. “Bleeding that into his mix provides
a more normal stage sound,” notes Slevin.
*I might move them around a bit during

Sean Quackenbush: “We've been able to reduce
the stoge volume due fo the clarity we get from

this combination of mixes, especially when we
have good microphones.”

soundcheck depending on how dry or live
the room is, but usually they aim toward the
guitars and are not very loud in the in-ears. 1
EQ them for a bit of presence and [add] a lot
of highpass as a kind of ‘pastel shade’ on the
backdrop. There’s no use putting anything
into an earpiece that you don't nced. He
couldn’t play with just those mics, but they
certainly smooth the guitars a bit. Since he
changes guitar sounds on quite a few songs,
it makes the transitions more natural.”
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Sean Quackenbush has been working
with Robert Randolph & The Family Band for
approximately four years and is now assisted
by Brian Lang on monitors. At one point,
Quackenbush had 18 wedge mixes that he
would set at soundcheck and then run out
to front of house to mix the show. “Band-
members] started wearing one earpiece but
weren't willing to give up wedges, so it
was always a fight,” Quackenbush explains.
“Youd turn the ear up and then the wedge
all night. One got louder than the other until
they were as loud as could be and drowned
each other out. We leamed to not put too
much of anything into one monitor.”

Randolph uses two wedge mixes and one
ear mix. The wedges sit next to each other
on Randolph’s right and he uses a Sensa-
phonics earpiece in his left ear. One wedge
provides lead and backing vocals, while the
other provides a band mix. “We get a lot
of clarity because we're not trying to cram
everything through a 12-inch speaker and a
2-inch diaphragm,” s‘ays Quackenbush. “We
use the ear mix for his vocal, maybe a bit of
backing vocals and his own guitar. I give him
some reverb—a short plate—on his voice for
a bit of space. We've been able to reduce the

Neil Heal: *...the earpieces supply the detuil, and
the wedges and sidefills provide the feel and more
of the low-frequency content.”

stage volume due to the clarity we get from
this combination of mixes, especially when
we have good microphones.

“On Robert’s guitar,” Quackenbush con-
tinues, “we use a Sennheiser €609 and a
Neumann TLM103. We tend to put the €609
in the wedges [and then apply a highpass

filter] around 120 Hz—there’s not much hap-
pening below that—then EQ them separate-
ly to get the nice high end and warm lows
from the TLM103, plus the warm mid from
the €609. We'll use the €609 in the wedges
and either the condenser or a combination
in the ears to get the full guitar sound Robert
hears when he listens to his amplifier.”
Randolph’s vocal mic is split to two
channels, providing separate EQ for the
wedges and the earpiece. “We can use a
higher highpass frequency and also EQ
the top end down a bit in the wedge to
get it at a level Robert likes,” Quackenbush
explains. “We use a separate reverb send
and run the highpass a bit lower for the ear
mix without affecting the wedge. It also
allows us to do other things, like putting
a tube compressor on the vocal and really
squashing it down in the ears to keep it
level, even to a whisper. If you try that
with a wedge, you're asking for trouble.
“We have played around with ambient
mics, but they have an extremely loud
stage volume and get a lot of bleed back
through the vocal mics,” he continues.
“Since the vocal mics are loud in their
mixes, they get plenty of ambience. Some-
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times, I'll put up a pair of Sennheiser con-
denser mics that go to the monitor desk
for recording, but Randolph hasn’t yet had
the chance to play with an open canal that
lets ambient information into the earpiece.
Now he is producing earpieces with tiny
microphones that pick up ambient sound.
Those mics can be added into the ear mix,
and each bandmember can control the
amount of ambient sound they hear. The
nice part is that when you turn your head,
the image follows your ear, so it’s almost
like not having your ears sealed. If you
use audience mics—no matter where you
walk or in what direction you turn—you
always hear the audience the same. These
mics turn with you when you move your
head. It’s a very interesting concept.”

Neil Heal mixes monitors for The Racon-
teurs using a variety of wedge mixes and
ear mixes. “For [bassist] Jack Lawrence, the
ears [Ulimate Ears UE-7 Pro| are mainly to
protect his hearing,” says Heal. “The onstage
SPL is between 125 and 130 dB. With ear-
pieces, he can hear what he needs without
resorting to excessive wedge volumes. The
mix for the ears is similar to his wedge mix,
and any additions are usually cymbals and
audience mics. In this configuration, the
earpieces supply the detail, and the wedges
and sidefills provide the feel and more of
the low-frequency content. The sidefills also
help in terms of adding pan-type effects. For
example, if you have two guitar amps with a
tremolo pedal that pans between the amps,
you can send one amp to the wedge mix
and the other amp to the nearest sidefill. This
adds a nice sense of stereo to the player's
mix, and sometimes you can enhance this by
reversing the phase of one signal.

“My approach to mixing monitors really
hasn’t changed much although I do have
to consider RF with ears,” Heal continues.
“My stage is always as clean and free as
possible from any buzzes or hums, and 1
make sure my ears are, t00.”

Ultimately, Heal feels his job is to remain
fairly invisible so the artist doesn’t even
think about him being there. “I am there
to provide them with what they need to
hear to play a great show. They know 1 am
watching intently for cues if needed, but
1 know when a particular part should be
louder in a certain mix. 1 very rarely get
asked for anything during a performance.
It's all about having a good relationship
with the artist, understanding their likes and
dislikes, and providing accordingly.” ]

Steve La Cerra is Mix's sound reinforcement
editor.
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IN srupio

Ozomat

Capturing a Global
Musical Infusion

Ozomatli is a celebration waiting

to happen—a fiery brew of jazz-

funk, Latin salsa and urban hip

hop. Basic tracks for the band's

upcoming album, Don’t Mess

With the Dragon, were recorded

in Ocean Way Recording’s (Los

Angeles) Studio B with engineer

Robert Carranza and KC Porter, who wrote and
co-produced with the band. Porter explains, “We
tracked drums in the big room to have more
space and flexibility, more options and to use
different drum kits.” The album was completed at
Porter’s private studio, Worldbeat Recording, in
the Santa Monica Mountains, and then mixed by
Serban Ghenea in Virginia. The Concord Records
project is slated for release next month.

From left: percussionist Jiro Yamaguchi, engineer Robert Carranza,
bassist/vocalist Wil-Dog Abers and assistant producer Sebastian
Jacome at Worldbeat Reccrding’s Euphonix CS-2000
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The band takes a break in Ocean Way Recording Studio B. L-R, rear: Sebastian
Jacome, assistant producer; Ulises Bella, tenor sax, clarinet, vocals; Robert
Carranza, engineer; Mario Calire, drums; KC Porter, producer; Justin Porée,
percussion, MC, vocals; Scolt Gutierrez, assistant engineer. Foreground, L-R:
Scott Moore, assistant engineer; Wil-Dog Abers, bass, vocals; Jiro Yamaguchi,
percussion; Asdrubal Sierra, trumpet, lead vocals.

Producer KC Porter was named Latin Grammy Producer of the Year in 2001. His
credits include projects with Ricky Martin, Selena, Carlos Santana, Bon Jovi and
Chaka Khan, as well as Ozomatli.

“The first thing | did with Ozo was for Carlos Santana’s Shaman album, the
follow-up ta Supernatural. The song was ‘One of These Days,” Porter says. “It
wasn’t a full-on Ozo production, but it was an Afro-pop sort of song that Carlos
really dug, so we brought in Ozo to do the horns and vocals. It was a great iniro-
duction to their whole vibe. Since then, I've discovered that working on their al-
bums is a real immersion into their lifestyle. And I believe that the more time you
get to spend with artists, the better you can really understand what works Sest.”
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A multitaiented engineer and mixer; Robert Carranza is widely known
and sespected for his work with such artists as Los Lobos, Ozomatli,
Jack Johrson, Beck, Eels, Molotov and Supergrass. To record Jiro
Yameguchi’s drum, Camranze adjusts a Neumann U47, which goes
through a Chandler Limit=d TG Channel Mkll preamp.

“When I cm playing at my very best,” says Ulises Bella, “! am in ‘the zone,’
which means a complete loss of reality, time, space and a sense of self.”

“For most of the horns, | use @ Neumann U47 going injo a nice Neve preamp
with no compression,” remarks Carranza. “A lot of recordings made these days
are compressed fo the point where there just isn’t any life left in the sound.

With this band, we like to keep as much of the full dynamic range as possible.
Because of the digital headroom we have today, 1 like to go siraight from the
instrument through the simplest signal path and then straight into Pro Tools.”

KC Porter adds, “Where we are with Pro Tools now, it's definitely the way to
go. We have a Pro Toois Accel HD3 with the ProControl surface.”

“Tne message of Ozomatli,” says lead
singer and trumpeter Asdrubal Sierra, “is
fo show people an alternative fo violence,
aruelty and acts of ignorance...to show our
Isteners awareness fo acts of inhumanities
“If 1 didnt play guitar with Ozo,” says Rcul Pacheco, “I would i this world, and to dance and celebrate
probably be in Chiapas, Mexico, wearing a ski mask fighting on . the good in life at cur shows.”
the Zapatista side.” Pacheco’s Les Paul hes a Shure SMZ on the ) TS — : Sierra sings info a Soundelux ELUX 251
guitar amp, straight inio a Neve preamp. " microphone. “This mic has a rice extended
fop end,” says Carranza. “Over time, the
older vintoge mics tend fo lose some of that.
The new ELUX gives you nice body, yet you
also get the detoil up on top. Asdrubal’s
voice really narrows down when he sings.
His voice peaks outin the upper-mids, and
every mic we fried exaggerated that. We
tried about 10 mics on him, but this ELUX is
the one that works for him.”

Justin Porée’s percussion playing is capturea by one stereo AKG C-24. “Timbale is a
weird instrument to record,” explains Carranza, “because there is so much tone com-
ing from both the battom head and top head. Miking them borh never saunds correct.

For Justin, | just put a stereo mic in front of him and cgpture what is happening in the
tone of the room. When I stand in front of him, that is what the timbale sounds lixe.
That gives me: the right picture.”
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Butch Walker

BY DAVID JOHN FARINELLA

Balancing Between a Solo Career and Getting Behind the Board

utch Walker has a hard time standing still.

It's not a medical thing; it's a demand issue.

The singer/songwriter/producer/engineer is
jumping between gigs with Avril Lavigne (Under My
Skin, et ab), Pink (I'm Not Dead), The Donnas (Gold
Medal, Sevendust (Seasons), Bowling for Soup
(several albums), Supernova (Rock Star) and The
Bronx (Bronx) while writing his own music—his
latest, The Rise and Fall of Butch Walker and the
Let’s-Go-Out Tonites, was released in the summer of
2006—and touring.

When Mix caught up with him, Walker was
walking down the busy (and loud) streets of Boston
before heading into soundcheck at the nightclub
Axis. Walker is not a new kid on the block. Rather,
his first dive into the spotlight came in the early '90s
with a handful of bands that included Southgang and
Marvelous 3. is success continued with a run of
solo albums. His pop-inflected brand of rock music
influences the work that he does with each act, but
never overrides the band’s natural sound.

Houw is life as a multi-bypbenate?

There are too many hyphens to be involved with and
I'm trying to figure it out. It's good, though; 1 like it. It's a
good problem to have.

Is it difficult to balance?

Not really, because when T was off the road, which was rare
through the '90s, T was always in the studio. Ijust didn't have
any desire to sit around and play videogames, [although] 1
played this videogame called
“Pro Tools” that could be
hazardous to your career if
you lose. T was recording
and it was just something
that T did. It was a good
balance for the ego and for
{returning to] sanity [after]
touring.

How busy are you these
days? Are you taking gigs
and working on them
while on the road?

I have been turning down
more work than I have ever
turned down. That's a good problem to have. One thing
about being on tour and being able to make my own
records and do my day job, which is producing records,
is that I can afford to do whatever I want.

Have you found yourself in the midst of a production
818 being inspired to go back and work on one of your
own songs?
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Rarely do I do a genre of music with someone in the stu-
dio that is what I do for myself. So i’'s not so much that
as maybe just picking up on people’s little tricks, because
everybody is different and everybody has a different sense
of work ethic and routine. Instead of always making every-
body do things the way I do them in the studio, it is nice
to be an open book a little bit, and just say, “I'm going
to watch you guys for a couple of days and see how you
work.” That way, I can pick up on some cool stuff.

At the same time, yout're pretty active in shaping songs for
artists. You did that for The Donnas record, right?

Yeah, we went in very heavy-handed on the front end of
pre-production to make sure that everything was cool and
everything was the best that it could be song-wise, instead
of always just pressing Record. That is never fun. It is nice
to be able to get in on the front end with somebaody if they
are willing to deconstruct their songs.

Is that common?

It is not always common. It is very much a struggle to work
with bands a lot of times because bands are especially bad
about being protective and wanting to keep everything the
way that they saw it the minute they wrote it, and being
attached to it and too close to it. That doesn’t open you
up to making things better, and a lot of bands are gener-
ally closed-minded.

A wide variety of musical genres pop up on your credit
list, but every band bas a bint of melody. Do you add
that or is that inberent in the bands that you pick?

I am always a sucker for that. It's my specialty a